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By Paulo Fautino

Foreword

This issue of JOCIS features five academic 
articles. They cover a variety of issues 
ranging from the cultural impact of the 
media and how it may help society gain 
new perspectives, to the relevance of digital 
media in daily life and its role in changing 
the entire media landscape. 

At first, we would like to stress that 
despite the current situation concerning 
the pandemic, the fifth issue of JOCIS is, 
however, not dedicated to the impact of 
COVID-19 in cultural and creative activities. 
Instead, this issue offers an overview 
displaying how the media content still 
covers the concerns, transformations and 
challenges before and after this pandemic 
within the creative and cultural industry, 
as well as in other institutions. Therefore, 
an essay “COVID-19 as an Accelerator 
of Innovation, Management, Marketing 
and Communication in the Creative and 
Cultural Industry”, by Paulo Faustino, aims 
to analyze the effects of COVID-19 on 
the creative and cultural industries, its 
adaptation and consequent progress or 
failure both of which are allied to innovation 
and necessary transformations in the 
media industry.

The following articles are presented in 
this issue of JOCIS. The first one is “Gay 
consumers as a niche market: Changing 
representations of male homosexuality 
in German advertisements from 2000 to 
the present”, by Elke Schuch and Sascha 

Sistenich. This article explores the gay 
segment as a rising social and economic 
sector of society, and therefore, it is a new 
target audience for big brand marketing. 
The second paper of this issue is called 
“Authentic creativity: How two segments 
of Nigeria’s cultural and creative economy 
are promoting and redefining Nigeria”, by 
Kelechi C. Samuel. This paper  discusses the 
positive exposure of Nigeria’s culture to the 
world namely in the segment of music and 
film, which not only introduced globalization 
into the country, but also improved its 
economy. Then, the third paper of the issue 
is “Differentiation through newspapers 
paywalls: Toward a ‘Gresham’s law’ of 
information? Case studies of some Swiss 
and French daily newspapers”, written 
by Patrick- -Yves Badillo and Dominique 
Bourgeois. In this paper, the authors reveal 
how paywalls adopted by newspapers have 
been contributing to show differences in 
the quality of information by exploring the 
necessary choice between free and paid 
articles. The fourth paper is “The Algorithmic 
Production of the Visual: Portrait Mode, 
Instagram, and the Automation of Mobile 
Photography”, by Dzmitry Boichanka. The 
author explains the collision between the 
visual and software cultures and the danger 
this mixture represents in what concerns 
the effects of software on automation.
And, last but not least, the fifth paper is 
called “Data as a competitive advantage: 
Opportunities for publishers under the 
influence of the ‘Internet of Things’”, and is 
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written by Valerie Thiele. Here the author 
analyzes and explores the application of 
data in the advertising industry. 

The issue 5 of JOCIS also presents three 
book reviews. One of them is about 
Communication, Media and Creative Industries 
in the Digital Era, by Paulo Faustino, Iván 
Puentes and Francisco Belda. This book 
examines the issues raised by the business 
models, entrepreneurship, and creation 
of value of the media as a communication 
and marketing tool, and those raised by 
media and journalistic practice. The other 
book review is about Research Traditions 
in Dialogue – Communication Studies in 
Latin America and Europe, and is written by 
Fernando Oliveira Paulino, Gabriel Kaplún, 
Miguel Vicente Mariño and Leonardo 
Custodio. This book is the outcome of the 
IAMCR (International Association for Media 
and Communication Research) conference. 
This review focuses on functionalism, 
critical theory, cultural studies, alternative 
communication, post-colonialism, and 
feminism. Finally, we have the book review 
of Making Sense of Data in the Media, by 
Andrew Bell, Todd Hartman, Aneta Piekut, 
Alasdair Rae and Mark Taylor. The objective 
of this book is to help journalists to provide 
information accurately, and help readers to 
interpret it correctly.

JOCIS 5 also features an interview with 
Jonathan R. Hoffmann, Chief Operating 
Officer of the international media 
organization Project Syndicate, on “new 

business models and the influence of the 
digital world”. 

We also present our readers the report 
about  the first international conference 
of IMMAA (International Media 
Management Academic Association) on 
media management, innovation, and 
industry initiatives, which took place at 
Northwestern University in Qatar in 2019. 
The keynote speaker of the conference 
was the CEO of Northwestern University 
in Qatar, Everette E. Dennis, and the 
conference chairman was Paulo Faustino. 
Participants included Eli Noam of Columbia 
University, as well as Professor Joe F. Khalil. 
The panels that included Everette E. Dennis, 
Ilhem Allagui, Gregory Lowe and Gregory 
Bergida analysed the media ecosystem 
in Qatar. The conference also examined the 
transformative role of IMMAA.

As we put together this issue of JOCIS, we 
believe we were able to show that there 
is a new community in the world driven by 
COVID/19. This community is undergoing 
a transformation and holding hands with 
the digital age. At the same time, this 
issue shows how parallel analogue media 
(TV, radio) can gain strength in areas that 
lie beyond the limits of this community, 
precisely as a complement to digital media. 
The digital world is so vast that this 
issue’s articles will allow us to understand 
that through it, and with data as the new 
currency, it is not only possible to travel the 
world, but also to make it our own.
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COVID-19 as an Accelerator of  

Innovation,Management, Marketing  
and Communication in the Creative

and Cultural Industry

Paulo Fautino

Keywords
COVID-19; creative; cultural; media; business; market; innovation, marketing;  
experience; digital.

Abstract
This essay intends to put forward some preliminary thoughts for academic research built on 
empirical data. The key question guiding this research is: How will COVID-19 drive innovation 
in the creative industry’s business model, and its marketing and communication strategies? 
Today, because of the crisis caused by the Coronavirus disease (COVID-19), humanity is be-
ing “forced” to make significant behavioural changes. In the creative and media industry, 
COVID-19 is already acting as an accelerator of innovation in several domains, from produc-
tion to delivery and monetization. And the creative and media industry has no choice but to 
face the reality of COVID-19’s innovation accelerator effect on online and offline platforms. 
Technology must be seen as a complement to the business objectives of the creative and 
cultural activities, products and experiences. Also, analogue media and other creative and 
cultural products are not doomed; they have to be repositioned. It implies the adoption of 
technology and understanding that the basis of innovation lies in the way (i) a company or-
ganizes itself, (ii) its products are monetized and (iii) are delivered and promoted.
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Introduction

As Darwin taught us (The Origin of Species, 
1859), it is not the most intelligent 
species that survives, nor the strongest, 
but the one most capable of adapting 
and adjusting to a changing environment. 
’Darwin’s theories are often inspiring 
when it comes to justifying the ability to 
adapt to changes, namely for creative 
organizations. Today, as a result of the 
ongoing Coronavirus disease (COVID-19) 
crisis, humanity is being “forced” to 
make significant behavioural changes 
and adaptations (i.e., an unheard-of 
use of Information and Communication 
Technologies, ICTs).

Some of these behaviours were even 
disruptive, such as the work organization 
model—people started working from 
home, and this seems to represent a clear 
tendency. In general, and at first, humanity 
was forced to adapt to survive the virus. In 
the future, some of those behaviours will 
represent the new normal.

COVID-19 is acting as an accelerator of 
innovation “droplets” in many industries, 
including the creative and cultural sector. 
ICTs, as one of the innovation engines, 
were obviously already at our disposal 
with the potential we are now exploiting, 
but they were never (or seldom) used as 
intensively in all our lives. With the pressure 
of COVID-19 and the potential of ICTs, we 
are definitely in an acceleration phase of 
digital-based businesses, that is, from this 
point forward one can say that almost all 
organizations or industries now have (or 
have strengthened) their technological 
basis. Even more traditional companies 
or industries have become dependent on 
ICTs at some stage of their internal and 
external “chain of value” (Porter, 1998). 

Such a circumstance (the reinvention of 
businesses and activities in general) is 
allowing several companies to prosper 
amid this economic stagnation instead 
of letting themselves die. For example, 
companies related to the health, textile, 
moulding and logistics sector, as well as 
other industrial units which were forced to 
contribute to the “war effort” in the battle 
against the enemy (COVID-19), invisible 
this time but more violent and deadly than 
ever.  

Although COVID-19 has had a globally 
negative impact in the creative and 
cultural industry, including in the media 
sector, there are some companies that 
are adapting. Some, including the press 
segment (newspapers and magazines), 
have even improved their performance 
due to the greater interest in information 
for health reasons associated with the 
virus. The information on COVID-19 
conveyed by some media, including 
traditional media, is being (re)valued during 
the period of lockdown and of general 
restrictions imposed by governments 
in several countries. It has always been 
clear that the media compete with other 
creative and cultural industries for the 
“attention market” (Davenport and Beck, 
2001), namely ’ ‘people’s time (audiences). 

This essay intends to put forward some 
preliminary thoughts for academic research 
built on empirical data. For example, 
these are case studies, semi-structured 
interviews and the analysis of documents, 
namely annual reports and other sources 
that provide performance indicators for 
comparison of audiences and revenues 
before and during the coronavirus crisis 
(e.g., comparing the first half-years of 2019 
and 2020 of organizations and companies 
in the creative and cultural sector). The key 
question guiding this research is: How will 
COVID-19 drive innovation in the creative 
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’industry’s business model, and ’ ‘it’s 
marketing and communication strategies? 
Essentially based on a literature review 
and the experience of the author in the 
creative and cultural sector, this essay 
was divided into three main parts that 
present thoughts about management, 
marketing and innovation applied to the 
creative and cultural industry, its products 
and experiences.  At the same time, 
and focusing more on companies and 
the market, it is possible to identify and 
present the tendencies (and impacts of 
COVID-19) that may introduce and drive 
innovation, as well as significant changes 
in the management and organization of 
public and private cultural activities. 

COVID-19 and the 
Digital Transformation 
in the Creative and 
Culture Industry

With global COVID-19 restriction policies, 
many people had more time to consume 
creative products. Due to difficulties and 
obstacles to visiting physical spaces, there 
was an increase of online consumption 
and experiences and a decrease of offline 
customers, which means that online 
distribution and delivery is now part of ’ 
‘people’s routine. There are good examples 
all around the world of other companies in 
the creative and cultural sector which are 
benefitting from the restrictions imposed 
by COVID-19 (fear of physical contact 
and visits to public spaces, for instance) 
to reinvent themselves. For example, 
some museums began taking the digital 
transformation more “seriously” and to 
invest in virtual tours. Theatre companies, 
musicians, and other artistic activities 
are now also looking for experience 
and business alternatives in the digital 
environment, including some tests of 

possible monetization models. They are 
also making an extra effort to develop 
online communication and marketing 
actions to attract audiences create 
products and experiences.

Another interesting example, among 
others, is Cirque du Soleil, which, besides 
having innovated in its business model 
(adults as its primary audience and 
available to pay higher admission values), 
organization model (equal and similar 
shows in several geographies) and in 
its offer of experiences (not resorting to 
animals and relying on performance and 
music), it began offering monetized digital 
content and experiences. Hence, in addition 
to the shows already produced, it is making 
content related to the backstage of the 
circus, as well as circus arts workshops 
(juggling, for example) available.

In the creative and cultural sector, it 
seems evident that digital experiences 
cannot substitute physical ones. However, 
the coexistence and complementarity 
of online and offline experiences seem 
to have finally gained strength in the 
present context and the future. This 
comprehensive (integrated) vision of the 
real world and the virtual world will surely 
be an essential factor for the success of 
these organizations. COVID-19 made it 
possible to clarify and anticipate scenarios 
that were already taking shape. One 
can even say that the persisting “dust” 
(the uncertainty about the relationship 
between physical and digital products) 
seems to be settling. For instance, 
museums are one of the sectors in the 
cultural and creative activity that has 
benefited the most (and can benefit even 
more with artificial intelligence) from the 
application of technology, including the 
migration to digital platforms as a strategy 
to add value to their experiences. 
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However, and although online consumption 
has emerged and increased, this does 
not mean people have stopped valuing 
physical experiences and other types of 
creative and cultural product consumption 
in an analogue context. By observing some 
social dynamics, one may find tendencies 
and countertendencies or inflows and 
outflows that are part of the same process. 
For instance, as globalization intensified, 
localism (the way people value their 
roots and local identity)  also resurged; 
as superstores emerged, the opening 
of neighbourhood stores increased; as 
the consumption of creative products 
intensified, the consumption of analogue 
experiences and products also rose (e.g., 
growth of the vinyl industry, visible in the 
increase of record and analogue devices 
sales throughout the world).

In this context, it is possible that business 
models which successfully combine (and 
integrate) consumptions and experiences 
in digital environments with those in 
physical environments will become 
consolidated. COVID-19 appears to be 
an accelerator of the digital and of the 
physical world at the same time. It is not 
difficult to imagine how eager people of all 
ages worldwide will be to get back to an 
analogue (physical) world. Imagine what it 
will be like as soon as there is a vaccine 
or some other efficient treatment that 
makes people confident of returning to a 
world with no social distancing: the “race” 
to the movies, the theatre, music halls, 
museums, live concerts, etc.  

Although many online apps (for example, 
those that allow you to buy tickets 
online) and other useful information and 
functionalities offered by websites are 
already quite common, there are still many 
aspects to be improved with the help of 
technology. It  includes virtual reality and 
artificial intelligence, which can contribute 

to significantly improve the ’consumer’s 
experience and generate new revenues. 
One cannot predict the future, but it is 
neither hard nor unrealistic to imagine 
new applications and functionalities 
driven by technology giving new life and 
adding value to experiences and cultural 
consumption. For example, when visiting a 
museum, it is possible that the experience 
will be richer if there is a guide or an expert 
who leads visitors through the rooms 
and explains the meaning of the pieces 
and works of art that are on display. It is, 
therefore, possible to imagine how these 
museum experiences and other creative 
and cultural activities can be enriched in 
the near future. 

Although this is not the main objective 
of this essay, it is essential to highlight 
that all these transformations—not 
only in museums but also in creative 
and cultural organizations in general—
are also demanding new answers and 
profound changes from their staff, namely 
(i) a greater focus on public attraction 
through marketing and online/offline 
communication actions, and (ii) the 
adoption of management practices more 
focused on the market and the gathering 
of resources. And, of course, these 
challenges also demand younger staff 
members with stronger technological 
(digital) skills.

Just like in other creative and cultural 
activities, ICTs can, for example, have a 
positive impact in all the “chain of value” 
(Porter, 1998) of a museum (acquisition, 
production, organization, disclosure, 
purchase, distribution, communication, 
exhibition, etc.). However, one of the most 
visible and impacting aspects of ICTs is the 
improvement of the experience, including 
the narrative details. Considering what 
can already be done in some creative 
and cultural activities in the present and 
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in the near future, one can say that the 
experiences offered today by cultural 
venues are, in most cases, not very 
dynamic or interactive. For instance, 
when visiting a museum, very often the 
only narrative support are the panels 
next to each piece explaining its meaning. 
Sometimes, this information is given 
using unending paragraphs, which does 
not make for an enjoyable experience! 
And technology (including mobile phones 
through apps) can contribute to improving 
it during and after a visit or creative and 
cultural experience.
 
Also, augmented (and virtual) reality 
associated with metadata can have a 
unique role in the creative and cultural 
industries, including the possibility of 
customizing the product (experience or 
visit). Before visiting a cultural venue, an 
app could allow the inclusion of essential 
data (age, interests, place of residence, 
etc.). Using these details, a museum 
could, for instance, recommend works 
and pieces of art related to the year of 
birth and place of residence, generating 
a strong interaction by customizing the 
offer of the museum for each visitor. 
Technology can also add value to cultural 
venues, for example, museums (and other 
creative and cultural experiences) through 
multimedia content accessible from a 
smartphone (which works as a guide) and 
through videos that explain the meaning 
of the works on display by immersing 
visitors in the corresponding environment. 
Museums and other cultural venues 
already use some screen solutions, but 
they generally do not offer a lot of privacy 
and do not allow the visitor to stay focused. 
The possibility of accessing the content 
from mobile phones (with more privacy) 
can vastly improve the final experience, 
e.g., by choosing the works, one wants to 
see and even get additional information 
after the visit.

The “new digital era” seems to highlight 
the great potential of ICTs in other creative 
and cultural organizations. However, the 
negative impact of COVID-19 has been 
different and asymmetrical, depending 
on the type of creative and cultural 
organization. For example, sports media 
have been the great losers (namely 
because there were no live games with an 
audience during the lockdown period until 
the end of the season in late June), and 
streaming platforms (such as Netflix) are 
the big winners, namely in what concerns 
monetization. There are, of course, other 
creative products (for example, those 
offered by theatres, concert venues and 
museums) that were simultaneously 
winners and losers. On the one hand, 
they increased their audience in the digital 
universe. Still, on the other hand, they did 
not manage to turn that audience increase 
into monetization models and were unable 
to generate ticket sales. 

Anyway, audiences generated by the 
experiences offered by creative and 
cultural activities as a result of the impact 
of COVID-19 may become an important 
test to create a new market through 
the digital offer, and also innovate in the 
delivery format of the experience and its 
monetization. However, it also seems 
to be true that COVID-19’s impacts may 
highlight, more than ever, the importance 
of analogue experiences and consumption 
that imply a physical presence in social 
gatherings, i.e., the deprivation of these 
social gathering practices to which society 
has been subjected during the COVID-19 
restrictions period has been showing how 
indispensable they are for a more human, 
happy and balanced life.

In the creative and cultural industry, there are 
several examples allowing us to understand 
that an audience attraction strategy for a 
digital device is not incompatible with (or 
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does not cannibalize) audience attraction 
for physical venues. For instance, in the 
music sector, one might mention the case 
of Radiohead (British alternative rock band), 
which launched the album In Rainbows in 
2007 and made it available on their website, 
leaving it up to their fans to decide how 
much they should pay to download the 
songs or if it should be free of charge. The 
album was first sold online using the “pay 
what you want” model, and a part of the fans 
decided to pay. Only afterwards was it sold 
on CD in the traditional commercial circuit. 
With this strategy, Radiohead managed to 
strengthen the interest of their fans (they 
even won new fans) in moving from digital 
to physical experiences. Therefore, their 
monetization strategy focused primarily on 
ticket revenues by increasing the value of the 
physical experience with their live concerts. 

On the other hand, Franz Ferdinand 
(Scottish indie rock band) encouraged 
their fans to choose on their website the 
support band that would fit best with their 
music style for concerts worldwide, so their 
audiences became active participants in a 
kind of co-authorship or open innovation 
that gave them the leading role; some 
local music groups could even apply on the 
band’s website to be the support band. 

As for AC/DC (Australian rock band), in 
October 2008 they launched the album 
Black Ice and created a (simple) webpage 
where fans could listen to and watch 
parts of songs and concerts. It looks like 
something basic today, but at the time it 
showed they were focusing on the market 
by offering free content to increase interest 
on the band. We could mention many 
other examples, but the common aspect 
in these three cases is the capacity of the 
bands to use their websites as an integral 
part of their marketing and communication 
strategy and of their business model to 
win loyal audiences.

Innovation, Adaptation 
and Business Model of 
the Creative Industry

As suggested by Florida (2019), who 
has attentively been studying the 
geography of creativity, there is a strong 
correlation between the financial and 
cultural well-being of a city and its 
capacity to attract creative capital, which 
encourages innovation and promotes 
the development of an ecosystem that 
supports the emergence of innovative 
attitudes and ideas. For city planners, 
this means worrying less about creating 
a great business environment and more 
about creating ann excellent environment 
for creative people. Florida studied the 
ranking of cities according to diversity. 
And in his comparison within the U.S., 
he found that cities/urban centres with 
high technology also corresponded to 
cities with higher cultural diversity. From 
that analysis, he concluded that diversity 
attracts the type of creative capital that 
produces high technology innovation.

In what concerns innovation, first it 
is most important to highlight that 
sometimes there are myths about the 
need to be permanently innovating: the 
types of innovation—radical/disruptive 
(i.e., produce cars and replace people with 
robots) or incremental/sustainable (i.e., 
the evolution of MP3 technology to MP4 
or the transformation of 1-CD albums 
to 2-CD albums)—will not have much 
of an impact on their own if they do not 
correspond to a need valued by the market. 
Innovation is not necessarily something 
new for the company, it is something new 
for the market, be it a process, a product, 
a distribution channel or a business 
model (Ostervalder and Pigneur, 2010). 
When a company or organization starts 
doing the same thing others are doing, 
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it is not innovating, it is adapting, and 
that is not insignificant as a competitive 
factor. Innovation and creativity are 
words and ideas (and practices) that are 
closely related. Still, sometimes they are 
considered as a unique quality—and 
creativity is even considered to be rarely 
found among the human race. From this 
wrong perspective, there is a minority of 
highly inventive individuals, and a vast 
majority of people who do not possess 
this quality. As Hamel (2010:77) suggests:

“There are some prejudices and 
myths regarding the perception of 
creativity that must be taken into 
consideration in deeper and more 
rational thinking.”

This prejudice is particularly strong 
among those who have ‘creative’ 
careers, such as filmmakers, designers, 
entrepreneurs, and the like. While these 
individuals may be innately creative, 
they often fail to adequately credit the 
myriad of environmental factors—
inspiring teachers, iconoclastic parents 
and lucky job breaks—that fueled their 
passions and allowed them to develop 
their talents. Most human beings are 
creative in some sphere of their lives. For 
example, during the lockdown and further 
restrictions period (between February and 
August 2020) due to COVID-19, I took 
the opportunity to make a few repairs 
at my country house. I hired a mason 
to do this and could see that a lot of his 
work required a considerable amount of 
creativity. Besides some routine mason 
tasks, like laying bricks and tiles, there are 
design, planning and execution details that 
are part of the creative process. In addition 
to those activities, I realized he had other 
skills (e.g., carpentry and garden design), 
which are also types of creativity, even 
artistic abilities. And all this knowledge is 
acquired through practice, showing not 

only that creativity can be learned, but 
also that it can be developed without 
needing a university degree in Fine Arts, 
Architecture, Creative Writing, Design, etc. 
For that reason, creativity can be said to 
be a human ability.

Success is therefore critically dependent 
on identifying the type and impact of the 
innovation, and on identifying how it adds 
value and satisfies a need of the public. 
In other words, if the type of innovation 
the business (its position and impact on 
the market) needs is not well understood, 
this will be a waste of resources, and it 
will even decrease the acceptance level 
of the creative and cultural experience or 
product.

In the last 10 to 15 years, and again in 
2020 with COVID-19, many industries 
were unable to surf the wave of change, 
which means they were not prepared 
for significant changes. For example, 
television channels, newspaper publishers, 
record companies, etc., all of them have 
been struggling to rejuvenate or reinvent 
their outdated business models. Of 
course, many of the companies in these 
sectors will stand on their feet again 
one day. But in the meantime, billions of 
euros and millions of clients have been 
lost. That is the price of poor adaptation. 
Some business models are now suddenly 
sinking due to the changing environment, 
and what changed the most was change 
itself. 

Our time is different from any other moment 
in history not because of the levelling impact 
of communication in the world, the rise of 
China and India, the degrading climate, or 
the resurgence of old animosities between 
religions. On the contrary, it is the frantic 
acceleration of a changing pace, which 
humanity is sometimes unable to follow. 
Or, even if it manages to follow the pace, 
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it feels the need to balance the technologic 
advances of an increasingly virtual life with 
older and more physical ways of social 
life, such as travelling, enjoying nature or 
interacting with friends (which may even 
consist of sharing or experiencing a cultural 
activity) instead of virtual conversations. 
For this reason, the moment we are living 
in (with COVID-19) seems to be helping 
to clarify that both worlds (analogue and 
digital) must co-exist with the same level 
of importance. And this will probably 
be the starting point for the creation 
of sustainable business models in the 
creative and cultural industry.

In the following decades, the adaptability 
of every society, organization and individual 
will be tested as never before. Fortunately, 
disturbances also create opportunities, 
as well as challenges. But the balance 
between hope and danger for each specific 
company or organization depends on its 
ability to adapt. The answer to the question 
“Is humanity changing as fast as the world 
around us?” is not straightforward because 
changes are not always easily and quickly 
identifiable, which is why organizations 
are faced with many decision-making and 
innovation dilemmas. 

For example, the recent difficulties 
experienced by the music industry are a 
typical case of the underrated impact of 
the digital transformation. Initially, record 
companies disregarded music downloads. 
MP3 files had worse sound quality than 
CDs and downloading music was not very 
practical and took a long time. Anyway, 
who would want to listen to music on a 
computer? However, and despite all the 
faith in traditional business models, the 
truth is that suddenly everything changed 
and the music industry had to adapt. But 
now with more competition from other 
industries and companies that were in the 
“race” and entering the music sector with 
other competitive advantages, such as the 
incorporation of technology in this activity.
 
Initially, the music industry executives 
said that this new business model was 
based on theft. They claimed that if people 
had to pay for the music, the number 
of downloads would be insignificant 
(Hamel, 2010). Their (wrong) answer to 
this situation was to adopt draconian 
measures: they threatened to sue all 
the college students that would instead 
make downloads than spend a few 
dollars to acquire these products. Some 
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companies outside the industry, such 
as Apple, used this to their advantage 
and innovated, discretely entering the 
business, which seemed to be controlled 
by the primary market incumbents, and 
growing fast, creating music platforms 
such as iTunes or Spotify, among others. 
The same thing happened with Amazon 
in the book industry, which started as an 
online book sales company and is one of 
the largest platforms of electronic trade 
in the world today. It also revolutionized 
the business models of publishers and 
bookstores, and changed (and shortened) 
some phases of the chain of value of this 
activity, for example bringing the producer/
salesperson and the consumer closer.

For successful innovation, one must also 
understand whether it is necessary to make 
a radical change or just an incremental one 
to the way a specific product is delivered 
to the public, and it is also necessary to 
analyze the market. For example, trains 
compete with the transportation industry 
rather than merely the railway industry. 
Much the same way, candle makers 
compete with all companies generating 
light, rather than just other candle makers. 
And the media do not just compete with 
other companies in the industry, but in a 
much broader market—the “attention” 
market (Davenport and Beck, 2001)—, 
in this case, that of other sectors of the 
creative and cultural industry. In other 
words, all creative and cultural industries 
work in the attention market, a resource 
that is increasingly scarce and, at the 
same time, more disputed due to the 
growing number of operators and the 
offer of creative and cultural experiences 
and products.

From the  market’s point of view, innovation 
only makes sense when it corresponds 
to a benefit to the client. Even though 
the ’ ‘client’s role is ever more essential 

to promote innovation through the joint 
creation (co-creation) of new (or improved) 
products and services within the context 
of open innovation (Chesbrough, 2003), 
that does not mean the client is always 
right by default. Regarding this, Henri Ford 
suggested that if he would always do 
what clients wanted, he would have built 
wagons with faster horses (Ford, 2012). 
Hence, it is also necessary to create new 
offers, to explore new markets and to 
identify new needs resulting from several 
sources of knowledge and experiences, 
either internal or external or both.

In the case of the cultural, creative and 
media industry, COVID-19 is already 
acting as an innovation accelerator 
in several domains, from production 
to delivery and the monetization of 
the product/experience. For example, 
during the lockdown period, journalistic 
companies were compelled to reinvent 
their distribution model, finding new ways 
and points of sale (while shutting others 
down), and increasing the optimization 
of the logistic process and the number 
of prints. In other sectors of the creative 
and cultural industry (music, theatre, 
museums and other performing arts, for 
example), innovation was also visible in 
their internal and external chain of value: 
production (adaptation, creation or reuse 
of resources), delivery (maximization or 
creation of new distribution channels) 
and dissemination (reinforcement and/
or adoption of new marketing and digital 
communication practices).

As in all industries, marketing and 
communication strategies and practices 
have become decisive in attracting 
audiences. In the case of the creative 
and cultural industry, marketing and 
communication have increased importance 
to attract and win the loyalty of audiences. 
For marketing, besides the importance 
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(notoriety and reputation) of the ’creator’s 
name (actor, director, artist, journalist, 
writer, etc.) in the creation of the work or 
content associated with the product, service 
or experience, one of the particularities 
of the creative and cultural industry is its 
“addictive” effect or the fact that it creates 
dependence. In other words, there is a 
cumulative effect to consumption since 
the more one listens to music, goes to the 
theatre, reads sees television, or the more 
one spends time in streaming platforms, 
the greater the tendency to repeat that 
consumption (practices and experiences). It 
is almost like chocolate or candy: the more 
you eat, the more you like it, and the more 
you want to eat—i.e., the more you want to 
repeat the experience.

It is public knowledge that online audiences 
associated with the consumption of creative 
and cultural products and experiences have 
increased substantially all over the world 
(e.g., between March and July 2020) due to 
the impact of COVID-19. However, it has not 
been possible to generate the corresponding 
income, which is a chronic problem 
associated with the sales of media content 
and other creative and cultural products on 
digital devices because audiences do not 
understand their economic value. In this 
context, one can say that the creative and 
cultural industry has no alternative but to 
face reality and the accelerator effect of 
C2OVID-19 in the innovation “droplets”, 
while simultaneously valuing the online and 
offline experiences/consumptions.

Innovation, Market, 
Marketing and 
Communication in the 
Creative Industry

As it has always been for those who 
want to survive and adapt to new times, 

technology must be seen as an addition 
(opportunity), instead of a replacement 
(threat), to the previous business concepts 
or theories (Drucker, 2017). For example, 
the media and other creative and cultural 
products and experiences associated with 
the analogue world are not condemned 
to disappear. Still, they must reposition 
themselves by becoming complementary 
to (and not just a reproduction of) the digital 
environment. It means we must look more 
and more at the potential of ICTs. And the 
remarkable transformation of society, 
which is ever more inclusive and digitally 
literate, is the main drive to realize that 
innovation is based on the way these trends 
can have a positive impact on creative and 
cultural organizations, namely on the way 
they (i) produce, (ii) organize, (iii) monetize, 
(iv) promote and (v) deliver their product, 
service or experience.

In general, the creative and cultural 
industries have already understood 
the need to innovate in a context of 
uncertainty about the sustainability of the 
business model, namely in what concerns 
monetization. Although it is true that there 
are many uncertainties, it is still possible to 
identify some certainties, namely:

(i) People will work more from home (a 
new way to manage time);
(ii) Organizations still need marketing 
(new ways of communication);        
(iii) People will value space outside big 
cities more (new market for proximity 
offer);        
(iv) Consumers will still need good 
products and content (artistic, 
journalistic, leisure, educational, etc.). 

In turn, consumers also tend to reinforce 
their control over the production, 
communication and transaction process 
(and even in content management). 
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Furthermore, the offer must meet the 
public demand for a specific way to 
consume the products and to enjoy the 
cultural and creative experiences, namely 
where (device), when (moment), how 
(payment method) and how much (cost).

As suggested by Hamel (2010), innovation 
is governed by an important law: For every 
thousand eccentric ideas, there is one 
hundred worth trying; of those, only about 
ten are worthy of significant investment; 
and only two or three will bring prosperity. 
This principle— created by Pareto (2014) 
to measure, for example, the levels of 
concentration of ownership, wealth, 
poverty, profit, etc.—applies in different 
circumstances, such as in the field of 
venture capital, to assess the impact of 
investments. And it is called the 80/20 
rule. Venture capital companies follow 
the equation that is based in part on the 
80/20 rule1. 

Innovation theory and practice are 
intrinsically associated with the 
development of mankind. In each stage of 
history, one can identify many examples 
of innovation typologies, though some 
stood out due to their widespread impact 
and structural effect on the development 
of societies. For instance, the Three-mast 
Caravel, swift and fast, and a product of 
Iberic (namely Portuguese) ingenuity, gave 
European powers an essential advantage 
in building their empires on a global scale 
in the fifteenth and sixteenth centuries. 
In the last decades, companies have lived 
isolated from the gales of competition, 

1 - Speaking of which, in a class about manage-
ment and business in the publishing sector, in a 
course I took at Stanford University in July 2019, 
Guy Kawasaki (one of the professors and a renow-
ned researcher in venture capital) mentioned that 
in his investment decisions he assumed that about 
80% do not generate the expected return. But the 
remaining 20% of investments could generate a 
significant return that would compensate the un-
profitable investments.

namely with regulatory barriers, patent 
protection, distribution monopolies, 
powerless consumers, ownership 
regulation, advantages in scale economies, 
protectionism concerning imports and 
capital hurdles which protected the 
members of the sector from the impact of 
Darwinian competition on profit margins. 
Nowadays, most of those fortress walls 
are collapsing. (Hamel, 2010; 65)

Therefore, and considering potential 
dilemmas associated with innovation 
theory and practice (Christensen, 2011), 
a possible path to accelerate innovation 
in the creative and cultural industries will 
have to take into account the following 
aspects to increase the chances of 
success, which, even so, will never be 
automatically guaranteed:

1) Understand the benefit of the 
experiences, products and services for 
audiences to readapt and/or reinvent 
the way it is provided. In other words, 
one must understand that the business 
is based on the benefit instead of 
the object itself. It is also essential to 
confirm the value of the benefit to the 
public (or audience). 

2)  Not lose too much time trying 
to create something completely 
original when success may lie in 
some improvement or incremental 
innovation. Usually, innovators are not 
entirely original. They tend to perfect 
what already exists, but they do it in 
new ways. To radically innovate, one 
of the possible paths is to license 
something revolutionary and to apply 
creativity to face the competition more 
competitively and to discover new 
markets (Kim and Mauborgne, 2004). 
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3) See whether the innovation in question 
considers the available infrastructures 
and can really be implemented, namely 
from a technical point of view. It does 
not make much sense to invest in 
digital social media (or other forms of 
product dematerialization, as well as 
in communication, distribution and 
monetization) if the area still does not 
have good internet coverage, or even if 
users still have not reached an adequate 
level of internet literacy. For example, 
in some African regions, radio is still 
the primary means of communication 
because it has the best coverage, 
and also because the level of digital 
literacy is deficient (this also applies to 
some segments of the population in 
developed or developing countries). 

4) For marketing and communication, 
it will not make much sense to rely 
on persuasive advertising (unilateral 
communication) if consumers tend to 
prefer communication and dialogue 
(bilateral communication), or on digital 
communication, if the audience values 
analogue devices even more. In general, 
young people prefer to have contact 
with new media, and they are influenced 
by their peers. Middle-aged audiences 
are influenced by both traditional media 
and new media. And older audiences 
pay greater attention to traditional 
media. Therefore, innovation will only 
make sense if there is acceptance 
from the audiences/customers. The 
product, service or experience must be 
accepted by the audience, or it will fail. 
One can only know if this acceptance 
converges with the interests of the 
market (i.e., audiences) by making tests 
among users for their feedback in order 
to make the necessary changes on its 
excellent acceptance in the market. 
This principle is associated with the 
idea of co-creation and open innovation 

(Christensen, 2011): to learn from the 
’customer’s experience and to innovate 
from outside the organization. 

5) Understandably, audiences find 
something odd if it has never been a 
part of their reality, or if they’re simply is 
no need for the product; and also if the 
consumption opportunity cost is high. 
Regarding this, it is worth mentioning 
a universally known Portuguese poet, 
Fernando Pessoa, who also worked as 
a copywriter and in 1929 created the 
following slogan to introduce Coca-Cola 
into the Portuguese market: “Primeiro 
estranha-se, depois entranha-se!” (’ ‘It’s 
odd at first, but then it becomes second 
skin!)2. 

6) The market’s acceptance must drive 
the innovation process, which means 
not losing your bearings—nor your 
focus—in the following (good) practices: 
Knowing how to identify the benefit to 
the public, and perfecting or reinventing 
what already exists, instead of doing 
something entirely original which does 
not correspond to a market need. 

2 - To enter the Portuguese market, Coca-Cola 
commissioned Hora, the agency where Fernando 
Pessoa worked, to do an advertising campaign in 
1929. Fernando Pessoa wrote the slogan: “Pri-
meiro estranha-se, depois entranha-se!” (It’s odd 
at first, but then it becomes second skin!). How-
ever, it was censored by Ricardo Jorge, director of 
Lisbon’s health authority. He claimed that if coca, 
from which a narcotic is extracted, was in fact in-
cluded in the product, it could not be sold to the 
public because it was illegal. However, if the prod-
uct did not have coca, then advertising it with such 
a name would be misleading. Ricardo Jorge consid-
ered that the content of Fernando Pessoa’s slogan 
was the recognition of the drink’s toxicity. If at first 
it was odd and then it became second skin, that 
is what happens with narcotics: at first there is an 
odd feeling and then people cannot stop using it. 
The drink finally entered the Portuguese market 
three years after 25 April 1974. However, Co-
ca-Cola was already being sold in the Portuguese 
former colonies, Mozambique and Angola. This 
happened because of the strong commercial influ-
ence of South Africa over Mozambique, which then 
transferred to Angola.
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Andlet us not forget that innovation will 
only add value (to organizations and 
audiences) if it is adjusted to the existing 
infrastructures.

Still about innovation, and using as an 
example case that are not associated with 
the creative and cultural industry, many 
countries tried to “mitigate” the negative 
impact of COVID-19 in education through 
distance learning. And in many situations, 
it was the  right solution. However, it 
was not so good in other cases because 
there were areas with no communication 
infrastructures (internet) or even the work 
tool (computers), among other market and 
available resources failures that prevented 
the due promotion of digital migration. 
Under such circumstances, innovation 
can even mean a return to the past or to 
practices (and technologies) which seemed 
“condemned to disappear”. 

For example, analogue media (namely radio 
and television) had an essential role as an 
alternative, acting as mediators to bring 
TV schooling or Radio schooling (in some 
African regions) to its target audiences. This 
reality became visible even in developed 
or developing countries, namely because ’ 
‘people’s access to digital infrastructures, 
as well as the possession of resources 
(tools, especially computers), which allows 
them to enter the digital world, is not the 
same everywhere. 

The creative and cultural industry is now 
facing challenges like never before. Still, 
new opportunities can also be emerging, 
which add value to experiences both 
in digital and in physical environments. 
However, in this area (the conciliation of 
the digital and physical environments), the 
creative and cultural industry seems to 
be, in general, lagging behind compared 
to other industries, namely creative and 
cultural organizations that are more 

dependent on public funding, for which the 
management and decision-making process 
is stricter than in private organizations. 
However, all is not lost yet, although there 
is still a lot of urgent work to be done. Since 
this industry is closely related to, and even 
dependent on, the state (more obvious in 
the European model), one of the decisive 
factors for the repositioning of the creative 
and cultural industry is the articulation with 
governments and those responsible for 
public policies in several sectors, namely on 
the municipal or regional planning level. 
Although the discussion on access to 
cultural offers and their appreciation by 
the public, which is not the topic of this 
paper, is important, COVID-19 made the 
fragility and sustainability of the creative 
and cultural activities even more evident, 
namely on the level of its business model 
and of the salaries that are paid, not only 
to artists—or creatives—, but also to all 
the others involved in the management, 
production, logistics, etc. The Coronavirus 
disease crisis also highlighted the fact that 
creative and cultural organizations need 
to invest more in the digital environment, 
not only in marketing and communication 
to attract more audiences, but also in 
innovation using digital platforms to 
increase the offer of new experiences and 
ways to enjoy the culture. Such changes 
require a new strategic vision that merges 
the best of both worlds (digital and physical) 
and is more market-oriented, especially 
from publicly funded organizations, in order 
to find new and complementary revenue 
sources. Indeed, governments all over 
the world have, in general, been unable to 
fund creative and cultural organizations 
adequately.

In this context, it is also essential to know 
if the creative and cultural ’ ‘product’s 
innovation domain is feasible or not. And 
one can only know this through orders or 
pre-orders. If there is a considerable number 
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of them, the product is selling. Hence, it has 
a place in the market. Of course, innovation 
types and opportunities also depend on 
knowing how to read the ecosystem of 
innovation and planned and implemented 
(or to be implemented) public policies. 
Innovation and creativity are essential 
to social and economic development. 
However, just like in scientific research, the 
innovation process can only be efficient and 
effective if one has hypotheses, or asking 
questions to find an answer to a problem. 
Then, by proceeding with the research, it 
will be possible to confirm or invalidate 
such hypotheses. 

One must not presume but always test 
as it happens with COVID-19, by the way. 
The medicine (vaccine) to eradicate the 
virus has not been found yet, so the best 
practices are to test as much as possible 
to understand what is the immunity level, 
and to generate information that helps to 
find a more effective medicine. In creative 
and cultural industries, the practice must 
be similar. There is still no solution that 
ensures the sustainability of a digital-
based business model, but it is necessary 
to test several types of models before one 
presumes they work.

Of course, one of the problems of doing 
tests is that, unlike COVID-19 (overall, 
the cost of doing tests is financed by 
taxpayers), in the case of private creative 
and cultural organizations tests are paid for 
by the stockholders, partners or investors, 
who do not have the necessary capital in 
many cases. But that is another discussion 
topic on the role of public policies and 
state funding in the creative and cultural 
sector. In the case of (privately or publicly 
funded) creative and cultural industries, 
the situation will not be very different from 
that of private organizations, since they are 
increasingly following a market logic to find 
resources that complement public funding.

Conclusions and 
Recommendations

As seen so far, creative and cultural 
industries, as in other sectors, face 
additional challenges with the impact 
of COVID-19. It  is an exceptional period 
that requires exceptional answers from 
organizations, and answers from the public 
powers, namely on the level of public 
policies, to help (re)launch the economy and 
reactivate the new normal of social life. It  
also requires new thoughts on our models 
of organization and of economic and social 
development.

In that context, and as is visible in the 
strong social activism movements that 
have spread all over the world, expectations 
that some impacts caused by COVID-19 
(including economic and social crises 
worldwide) can result in positive social 
transformations in the medium term, 
with culture and creativity as the new 
foundations of a new social structure, are 
rising. And COVID-19 will surely help “skip 
some stages” in social interaction.

All things considered, with this essay it was 
possible to show that COVID-19 has been 
an element of pressure and disruption 
in a society which is changing the way 
creative organizations are managed and 
that digital platforms, now more than ever, 
are the last resource to keep their activity 
visible, though without the so desired 
financial return. It  is a great challenge 
for creative and cultural organizations: 
to generate revenues through the digital 
world. Also, this study tried to refute some 
possible myths regarding the theory and 
practice of innovation as applied to the 
creative and cultural industry. For example, 
it is essential to underline that (i) the 
orientation towards digital solutions does 
not necessarily mean radical changes. It 
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means being more attentive to new ways 
of using digital tools to get to know and to 
better serve the needs of the audiences; 
(ii) digital solutions do not necessarily 
replace physical world options, and the 
key for success can be a good combination 
of offers of experiences adapted to each 
environment; (iii) digital solutions do not 
only mean investing in technology, they 
mean investing in the consumer in order 
to understand better what he/she values; 
(iv) relying on digital solutions does not 
imply ending all former systems and 
proceedings, it implies rethinking and 
identifying incremental innovations that 
allow for value to be added and for market 
opportunities to be grasped. 
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Abstract
This paper examines the intersection between visual and software cultures, in which the 
software becomes responsible for the production of the visual content. The first part of the 
paper defines visual culture as a continuation of the classic capitalist mode of production 
which re-creates everything in terms of outputs but avoids reinvention of the means of pro-
duction. The second part of the paper presents the analysis of the software culture and its 
ongoing trend to modify human practices with technological extensions which dramatically 
alters the means of production. The third part of the paper describes the consequences of 
the collision of the two cultures. In particular, we consider iPhone Portrait Mode as a con-
sumer-oriented example of micro-automation which helps to valorize the mobile photogra-
phy, and Instagram as a medium of the aesthetic visual communication which provides users 
with tools to edit photos with filters, mixture them into stories, furnish with metadata, and 
deploy to the global informational network.
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Introduction

The current discourse of software shifted 
from the analysis of how computers 
work and what they mean to the debates 
around the consequences of their 
implementation. There are three pressing 
and complementing issues: surveillance 
(Lyon, 2014), privacy (Andrejevic, 2007), 
cyber warfare (Carr, 2012) and automation 
(Frase, 2016). Among these issues, the 
latter is a subject of our investigation. 
In this respect academic opinions split. 
Some consider the increasing automaton 
as a significant threat (Ford, 2016), while 
others see it as the groundwork for 
future modernization (Schwab, 2017; 
Srnicek, Williams, 2015; Frase, 2016). 
In both reasonings, there is a common 
understanding that software is a 
technology with far-reaching implications. 
It rapidly automates human practices and 
threatens to dissolute the essentials of 
social organization workplaces. There is 
currently no substantial evidence that 
new professions will appear. However, in 
this context, it is necessary to the point 
that the phenomenon of automation is 
broader than just a subsequent industrial 
revolution and it builds on modest but 
significant developments. In particular, 
the software is responsible not only for 
the elimination of labor practices but 
also for the creation of new consumer 
practices. In this case, we consider mobile 
photography as a mode of visual culture 
production brought into existence thanks 
to algorithms.

The micro-automation

The influence of automation on the 
development of mobile technologies is 
rarely a focal point of discussion. Instead, 

theorists consider the importance of 
mobilization as decentralization of social 
practices (Urry, 2013; Featherstone, 2014; 
Castells, 2010) either as a core process 
of capital production (a Marxist view on 
this topic). In the first case mobilization 
displaces and creates new practices, and 
in the second one, it electrifies the cyclical 
M-M exchange on the global scale. In 
those cases, mobilization is a description 
of the systematic relocation of given units 
in space and time which use technologies 
as carriers. However, in this analysis 
we need to perform what we may call 
‘a postmodern shift’ which once turned 
critical theory upside down. It is about 
taking the repository of knowledge from 
the classical Marxist’s socio-industrial 
analysis and proceeding with the analysis 
of the consumer sphere in which the 
presence of automation is less politically 
radiant but not less notable.

There are multiple examples of 
automation on the micro level, especially 
if one considers the sphere of consumer 
IT. For instance, the significant part of 
Apple’s approach builds on the notion 
of automation. The motto ‘It just works’ 
presumes that a machine can handle 
actions independently and, therefore, 
is more useful. The vast amount of 
innovations that Apple or any other IT 
company present as improvements of 
user experience are, in fact, improvements 
of automation. For instance, these are 
spellchecking in Microsoft Word, real-time 
translation of PowerPoint, the ability of Siri 
to find appointments in letters, and every 
other function of voice assistants. The 
goal is usually to shorten the way between 
the initiation of the certain process and 
the result until it fully disappears in the 
‘black box’ of algorithms. As we will 
show further, the mobile photography 
is the significant part of this trend. The 
reason for that is because the quality 
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of the image processing and its further 
life in the expanse of global networks 
strongly depends on the elimination of the 
redundant elements in this scheme.

The structure of the paper

To approach the micro-automation of 
mobile photography, we need to define 
the intersection of cultures that make it 
possible. In doing so, we undertake the 
following approach: since the phenomenon 
of mobile photography includes the micro-
automation of production and post-
produce of photos, it is a result of the 
collision between the visual culture and 
the software culture. Consequently, the 
theoretical framework for the analysis 
should be built in the following way: after 
the brief description of what culture is 
(introduction to the Part 2), we proceed to 
the analysis of the essence of the visual 
culture and evolution of its production 
mechanisms (Part 2.1). Then we venture 
to identify of the general purpose of 
algorithms (Part 2.2). The third section of 
the paper represents the collision of the 
cultures: in the introduction, we describe 
what understanding of the algorithmic 
turn in the production of visual culture 
is available, and then we move to the 
particular cases of Portrait Mode and 
Instagram to show how they develop it 
further.

Literature review: the 
visual and the software 
cultures

The visual and software cultures are two 
milestones in modernization that focus 
on the different aspects of it. Alexander 
Galloway described the software culture as 
a processual one: it is always ongoing (and 
frequently hidden) processes which blend 

user actions with automated algorithmic 
actions (2013: 23). On the opposite, the 
main innovations of the visual culture are 
about content. Although in this discourse 
we study the effects of ‘the visual turn’ of 
modernity, it is the content which makes 
it unique (Jay, 2002). Both cultures have a 
long history of development. For example, 
the visual one was there when a human 
eye captured the first information, and 
it was a Persian mathematician who 
invented the algorithm (Striphas, 2015: 
403). However, their prime time took place 
in different historical periods: the visual 
culture became a revolutionary force with 
the appearance of TV and movies. Among 
other things, it retrospectively made 
‘invisible’ aspects prominent for years. 
The visual culture became algorithmic 
with the appearance and distribution of 
personal computers that made Alan Turing 
inventions perennial and omnipresent. As 
both cultures show no signs of stagnation, 
their convergence is inevitable. Today it is 
not the visual culture which is novel, and it 
is not a standalone culture of algorithms 
that matters — it is the algorithmic 
production of the visual and the rapid 
convergence of two trends is what is 
essential.

Moreover, as the Silicon Valley aims to 
take on Hollywood with companies like 
Netflix, two cultures reinforce each other, 
and the boundary between them slowly 
disappears (Flint and Ramachandran, 
2017).

The definition of culture

One of the key definitions in both cases is 
culture. Here we will utilize the classic leftist 
definition which becomes the centerpiece 
of its discourse after the so-called ‘cultural 
turn’ which then serves as a construction 
site for the visual one and all further ‘turns’. 
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Raymond Williams highlights the absolute 
and processual nature of the culture: 

“We use the word culture in these 
two senses: to mean a whole way 
of life — the common meanings; to 
mean the arts and learning — the 
special processes of discovery and 
creative effort” (1989: 93). 

Williams argues that culture is a system of 
both physical and symbolical production 
which is both daily, omnipresent, and in the 
process of the constant development. In 
sum, it is something one may call a totality 
(Ibid: 93). What is important for critics is 
the way culture comes into being. It is not 
merely an objective process but a subject 
to capital with the goal of both an intensive 
an extensive economic expansion (Harvey, 
2000; Baudrillard, 1993). The production 
of a cultural totality exists within a 
specified timeline, which is outlined by 
multiple milestones of innovation. As 
Marx himself pointed, the mechanisms of 
cultural production are historical, and at 
the same time are involved in a continuous 
process of development (Marx and Engels, 
1970: 100). This statement is vital to 
our argument here — there are specific 
landmarks which Michel Foucault names 
‘disjunctions’ which alter the continuous 
process of cultural development (1972: 
1972). Here we will focus on a ‘disjunctions’ 
of visual and software cultures.

The visual culture: 
the evolution of the 
spectacle

Here we are going to consider visual 
culture as a content revolution. By it, we 
mean that visual culture is a continuation 
of pre-industrial and industrial approaches 
of production, and it does not presume 
the reinvention of human practice. The 

appeal of the visual culture, of course, is 
vast and it fundamentally changes the 
way we recognize and interpret the world, 
but it still relies on human energy and 
the industrial automation of the manual 
labor; therefore, it inherits the classic 
capitalist problems. Thus, authors who 
established ‘the visual culture studies’ as 
a full-fledged academic paradigm have 
been using the sources from classical 
Marxism and its further evolution in neo-
, post-, and psycho-Marxism paradigms. 
The main idea here is manipulation with a 
visual register, the denying of the objective 
teleology of the visual production, and 
implying the web of power relations 
orchestrates the entire visual culture 
(Baudrillard, 1998), which is very similar 
to the problems that happened before 
visual media became such a phenomenon. 
The culture is purposefully deceiving, and 
the primary task of a critic is to make the 
hidden mechanisms of manipulation visible.

1. The upgrade to the level of 
content

Guy Debord’s (2014) obsession with the 
visual ontology of capital was the primary 
source of inspiration of this paper. Debord 
successfully combined the classic Marx’s 
approach with the groundwork of Marx’s 
intellectual followers (in particular, with the 
concepts of post- industrialism and the 
consumption society) and used them to 
criticize visual culture. Debord pointed out 
that the new importance for the visual is 
a new foundation for capital. He proclaims 
that the mechanisms of economic 
determination slip behind the curtains 
of the sublime world of modernity, and 
make the visual representation its primary 
source of influence. The rise of the visual 
culture from the establishment of photo, 
TV, and cinema as the new conventional 
forms of art and culture impacted every 
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possible layer of human subjectivity 
through the multi- dimensional world 
of capitalism towards our perception 
of such global events as wars. What is 
even more critical, he mentions not only 
the invention of new industries but the 
commodification of present as such: for 
him, every object of daily life in a certain 
sense is a compromised commodity. These 
features extend the traditional version 
of pathology according to which capital 
uses machines to exploit and complement 
human labor and cannot function without 
those elements. The spectacle is rather a 
mode of representation than the mode of 
production. Though it is directly responsible 
for the production of desires and obedience, 
which naturalizes the embedment of the 
surrounding technocracy, in its essence the 
practice stays in the pattern of mechanical 
mechanisms.

Instead of upgrading labor, visual culture 
complements and supplements the media 
that appeared earlier. Mirzoeff says that 
visual culture is complementary to the 
linguistic culture which precedes it:

“While print culture is certainly not 
going to disappear, the fascination 
with the visual and its effects that 
was a key feature of modernism has 
engendered a postmodern culture 
that is at its most postmodern when 
it is visual” (2009: 6).

He also mentions that there is an intention 
to visualize what previously existed in the 
text form. It is what Jay David Bolter and 
Richard Grusin called remediation: the 
process of convergence when new media 
refurbish old media (1999). In this process, 
established but worn institutions are 
trying to maintain their actuality and stay 
on the market by transforming themselves 
according to new trends. Authors give an 
example of print media which underwent 

a traumatic process of invention and now 
compete with the online blog culture. 
Essentially Mirzoeff highlights the shift 
from the text (of a novel or a newspaper) 
to a visual culture and connects it to a 
transition from modernism as a primarily 
linguistic culture to postmodernism as 
the central visual culture. However, both 
maintain its value and build into each 
other, and scale up to be a more significant 
trend of changes which we call late 
modernity and globalization. Mirzoeff says 
that cooperation between text and the 
picture increases the reliability of culture, 
and highlights the picture is a better 
narrative to the disjunctions and chaos of 
postmodern (2009, p. 7). By saying it, he 
indicates the emerging of new dialectical 
relation, between the picture and text, and 
the profound cumulative effect it produces.

2. The transformations of
 the spectacle

The first trend that manifests the coming 
changes in the process of production 
is the appearance of photo and video 
equipment. After a few economic shifts it 
became a commodity and flooded not only 
the service sector but a consumer culture 
which empowered individual practices as 
well (Sontag, 2010). Moreover, the photo 
camera and then video recorders did not 
principally change the role of technologies 
as an individual stayed as an operator 
of the equipment. In fact, the opposite 
happened: these new technologies 
created new skills and professions. 
From the contemporary point of view, a 
photo camera is a very peculiar case of 
automation. The mechanism which was 
sensational for the majority and mystical 
for painters has been producing jobs not 
eliminating them. Technically, the marvel of 
the visual culture starts here. The practice 
that the individual never possessed, the 



36 | JOCIS 2020 - V5, ISSN: 5-607727-158028 00005 

duplication of particular moments with 
photos or capturing of movements on 
film created a content which use-value 
reinvented the entertainment industry. 
Subsequent power manipulations were 
profound: from the family portraits, 
through the advertisement and the 
experiments with propaganda, we moved 
to the culture of home videos that later 
mutated into blogs and vlogs.

Considering the fact, that the discursive 
legitimation of the visual culture, the so-
called ‘visual turn’ belongs to the end of 
the previous millennium, and at this time 
the one could not ignore software, digits 
forked the discourse of the visual culture 
from the very beginning. Many aspects 
of the visual culture, in fact, were aspects 
of the digital visual culture. So, Mirzoeff 
frequently acknowledged the presence 
of algorithms considering that digital 
modification of pictures is an important 
research area. Also, Mark Poster claimed 
that the term ‘visual studies’ is important 
and it can be used in the certain contexts, 
but the main definition should be ‘media 
studies’ because it is more versatile and 
complex. In his opinion ‘visual studies’ is the 
result of unnecessary reductionism; and 
it is not the exclusively visual content we 
study but a hybrid content in which visual 
can play a dominant role but still interacts 
with other types of information. He 
stated that “With digitization, multimedia 
becomes the norm” (2002: 69).

The software culture: the 
extension of the practice

The software culture began to show 
the signs of active development at the 
beginning of the 90th when, as Manuel 
Castells puts it, the proliferation of 
capitalism powered by computers broke 
all possible borders, and a new globe 

was in the making (2010). The computer 
becomes the centerpiece of a western 
culture after business, and corporate 
sector successfully implemented it. The 
main innovation is software, which is a 
sum of algorithms that operate with ‘data 
structures’ according to Lev Manovich 
(2014: 197). Now, it is evolving, and the 
‘new globe’ which Castells discussed two 
decades ago is ready for yet another prime 
time. Everything from a phone to a house 
is becoming a computer, and algorithms 
are taking more and more responsibilities 
(Greenfield, 2018). As Manuel Castells 
puts it, new technologies upgraded 
capitalism as the mode of production 
with informationalism as a new mode of 
development – it subordinates, upgrades 
and navigates the processes of production 
(2010: 14). The quest of software 
companies to appear everywhere is 
possible. As the well-known article by 
Marc Andreessen states, ‘software is 
eating the world’ (Andreessen, 2011). As it 
happened when a picture complemented 
a text, the reliability of culture, in general, 
is improved as algorithms solve many 
problems with connectivity in general and 
education in particular (Wegerif, 2004). It 
is also a subsequent leap of remediation. 
Quoting Bolter and Grusin, Mark Deuze 
says that this process is still a trend, and 
the content of old media continuously 
reappears in various forms of new media 
(2006: 66). He highlights the productive, 
mediatory, and complementary character 
of new technologies (Ibid).

The main difference between software 
culture and the visual culture is when it 
affects everything, it mainly focuses on 
processes. As a result, finally, labor is a 
sphere of intense transformations. As 
we mentioned earlier, in the collocation 
‘the visual culture’ we add the adjective 
‘visual’ to mark that the importance of a 
symbolic status of certain products. By it, 
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we discover and rediscover phenomena 
which appearance once was to the 
certain extent unimportant. In a similar 
manner, but targeting completely different 
aspects, we add the adjective ‘software’ 
to highlight not an evolution of products 
but a substitution of practices which is 
responsible for the creation of products. 
What is essential is, while having a visual 
representation, algorithms do not thrive 
on it and stay in the background. Debord 
said that the deceiving amalgamation of 
visual entertainment shields the economic 
technics, and now the particular parcel of 
these technics is the fusion of software 
and hardware.

For now, even if software fully automates 
specific activities, it remains social as 
it produces and organizes society, and, 
therefore, it is a human extension as 
Marshall McLuhan described it before 
the inception of informationalism (1994). 
However, the process of interaction 
between the user and an extension is 
complicated, and automation is only 
one part of it. Here, complementing 
McLuhan’s theory with ideas of Galloway 
and Manovich, we suggest that software 
alters human practices in three ways:

1 - First of all, software demands 
the new type of actions. As Galloway 
states, a computer is not about 
ontology but ethics. A computer is 
not just interactive, it demands user 
actions. It automates actions only to 
produce additional actions (2013: 23). 
Unlike television, a computer does not 
operate on its own, and we cannot 
consider it as a structured flow of 
information as Williams once described 
TV (Williams, 2017). However, like TV, a 
computer is still the institution in the 
sense that it co-constitutes the social 
context it inhabits.

2 - Consequently, computer reshapes 
practices and becomes a new outline 
of social activity. As Raymond Williams 
put it, media is an applied technology 
as it profoundly changes mechanisms 
of social development (2017: 17). 
The necessity to utilize not physical 
materials but numeric forms, and 
exchange them serves as a basis 
for the new abstract labor (Hardt 
and Negri, 2006: 292). For instance, 
Manovich describes the utilization of a 
graphics editor as a guiding process, in 
which the user only gives commands 
to an application and overseas its 
performance (2016: 125).

3 - Thirdly, as a user only executes 
a guiding creative function, the 
software also automates. McLuhan 
proclaimed that extension means 
‘self-amputation’ (1994: 45). He 
emphasized that the function of 
extension is not only to augment but 
to take away, and, in fact, we translate 
ourselves into new technologies (Ibid: 
57).

In the industrial and pre-industrial 
era, we have seen a rise of the partial 
automatization in the sphere of 
production, but the results were far from 
the appearance of the fully automated 
factories. However, as modern researchers 
indicate, it was not a false but untimely 
prognosis as now more and more practices 
(and entire professions) may become fully 
automated, and it happens primarily not 
in production spheres, but everywhere 
human being presents, or already does 
not (Ford, 2016). The software is still 
not advanced enough to entirely replace 
the wage worker, but its supportive 
functions became invasive. After all, the 
full replacement is an official business 
goal (Ibid). For example, Foxconn, the most 
prominent manufacturer in China, plans to 
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replace almost entire human force with 
so-called ‘Foxbots’ (Statt, 2014).

So, the algorithm does not only provoke 
actions, extends or augments them, but 
it also automates them, and there is a 
connection between the upgrade and 
the deskilling. Metaphorically speaking, 
software expansion does not only inject 
the virtual element to the social practices in 
the physical environment, but it is also built 
on these practices. Software increases its 
value by decreasing the value of specific 
(mostly routine) human practices. What 
is essential in our case is that it does so 
with a production of the visual culture on 
the individual level. To be more precise, 
it alters how an individual takes photos, 
modifies and distributes them.

Case study: the mobile 
photography as the 
intersection of two 
cultures

When the two cultures collide, the general 
process of convergence starts. It does 
not mean that we witness a process of 
substitution, and that visual culture will 
eventually cease to exist. It is the opposite, 
as software is responsible for the 
automation and enchanting the production 
of visual culture, the visual culture is 
becoming even more profound as software 
navigates, produces, orchestrates and 
delivers the visual content. Of course, the 
story of how algorithms participate in the 
production of contemporary visual culture 
deserves an entire book, but here we will 
stop only one of the most representative, 
individual, and in the same time subtle 
cases: it is mobile photography. At least 
two significant factors construct its 
value. First of all, it heavily relates to the 
implementation of algorithms, which 

makes the process of production and 
postproduction of photos trivial, and, 
therefore, the second constitutive force 
appeared: mobile photography becomes a 
tool of the multitude.

The algorithmic turn in 
photography

In 2011, William Uricchio introduced a 
collocation ‘an algorithmic turn’ in his 
eponymous article (2011). While he does 
not analyze mobile photography, his 
analysis in the article mostly refers to his 
experience of utilizing the camera which is 
enhanced by algorithms. This device was 
quite far from what we now call ‘mobile,’ 
but it also included everything to give an 
impression of what may come next. For 
its time, this camera represented severe 
technological advancements: it was digital, 
not analog, stored photographs on the SD 
card, and its functionality relied on the built-
in software, which mattered for him most:

“My argument, in a nutshell, is that 
over the past decade or so we have 
had increased access to new ways of 
representing and seeing the world, 
ways dependent on algorithmic 
interventions between the viewing 
subject and the object viewed” (Ibid, 
2011: 25).

Then, he analyzed the Microsoft Photosynth 
which is an application for organizing photos, 
and it is what we can call post-production 
of the photography, and which of course is 
continuing the way algorithms determine 
our operations with visual content. Uricchio’s 
description seems comprehensive and 
relevant, but six years since his analysis, 
the photography experience became even 
closer to a computer experience, which both 
means the augmentation and simplification 
of the technology.
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In 2017, a prominent blogger within 
an Apple community John Gruber, 
commenting a John Paczkowski’s piece 
for BuzzFeed about the camera of 2017 
iPhone models, wrote:

“As I wrote in my iPhone 8 review, 
in the old days, if you wanted better 
photos, you made better lenses and 
better film/sensors. With cameras 
small to fit in a phone, you need 
better software and better silicon.” 
(2017)

It is mobile photography now, but the 
conceptual blueprint is the same. The 
particular difference here is Uricchio was 
concerned with an ability of algorithms 
to alter our understanding of a photo 
before and after it was taken, and today, 
algorithms are responsible for the way 
pictures are taken due to the importance 
of silicon which we will analyze later. 
While both notions are crucial, the new 
one seems more important: it is not pre-
production or the post- production, but the 
situation in which software uses the power 
of silicon to replace physical lenses and its 
functions: the production itself. Moreover, it 
is a reason mobile photography becomes 
a number one photo practice today, and 
why it is so significant to study its impact. 
In 2011, developers used algorithms 
to improve the core experience of the 
professional cameras which were good 
enough even for shooting movies. At this 
period, we could recognize algorithms as 
additional selling points, the method to 
galvanize surplus value and boost profit 
margin (what analysts can identify as 
‘gimmick’). However, as we present further, 
with the rise of mobile photography 
the software stops to be a fashionable 
addition and becomes the predominant 
part of photography culture.

Portrait Mode: the automation 
of the professional practice

The mobile photography has passed some 
critical milestones. The main reason of 
continuous advance development is a 
conflict between the physical capacity 
and the use-value: the smartphone’s 
body is too small to carry a big camera 
module, which would provide a better 
quality of pictures, but camera quickly 
became the main selling point, and 
industry thrives for improvements. Once, 
the inserting of the photo-camera into a 
phone produced a new convergence and 
everyone who just wanted to make calls 
started to take photos, and then there 
was the idea to squeeze the maximum 
out of this innovation. Consequently, many 
companies struggled to reinvent mobile 
photography, and the idea took different 
shapes. For years there was an idea of 
‘cameraphone,’ midrange of flagship device 
which ergonomic and design compromises 
we made to embed the larger camera 
module. Probably, the most notable case 
is Nokia’s experiment that took place 
in 2013: the Finnish company released 
a smartphone Lumia 1020 with the 
41-megapixel camera. Many IT companies 
used help from the professional designers 
of photo equipment: again, Nokia had a 
long-term partnership with the German 
company Carl Zeiss, which provided high-
quality lenses for it, and Huawei has an 
ongoing collaboration with Leica for the 
same reason.

1. Apple’s approach

In the race to fit the decent camera in 
a smartphone and to capitalize on the 
innovations of the mobile photography 
phenomenon, Apple introduced one of its 
key innovations. It is not that Apple was 
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solely responsible for the development of 
this market, but it created a blueprint for 
the further competition. Yet, from the very 
beginning, their intentions were not clear. 
Apple entered the smartphone game with 
the first model of iPhone which is equipped 
with, according to critics, a lackluster two-
megapixel camera that was significantly 
worse than competitors’ offerings, and 
it was rather a placeholder for future 
innovations. However, after three years 
of research and development, Apple made 
a case for the mobile photography. The 
first camera which signified companies’ 
intention to reinvent mobile photography 
it delivered with iPhone 4 which had five- 
megapixel lens and flash. Since this time, 
the camera becomes a most recognizable 
feature of an Apple’s phone and its 
promotion a significant part during annual 
keynotes.

What is essential in the Apples’ strategy 
of iPhone is a pursuit of the idea that 
the algorithm can replace analog parts 
of professional DSLR devices. In this 
connection, the hardware specifications of 
iPhone camera received minor upgrades 
since the 2015 lineup. The only major 
one is an appearance of the dual camera 
with a ‘telephoto’ lens in iPhone 7 Plus 
model in 2016 (this title is in quotes as 
the representatives of the company name 
it this way, but experts are debating this 
title). However, if we take basic non-
plus models, they carry almost the same 
12-megapixel lenses as 6s. Meanwhile, 
the camera stayed in the center of Apple’s 
marketing strategy and tests performed 
by third-party experts have shown a year 
by year increase in the quality of iPhone 
photos. The reason for it is that Apple 
delegated responsibilities for the image 
production to its software and hardware. 
First of all, they started to integrate 
more advanced versions of algorithms 
responsible for the photo processing in 

each version of the iOS operating system. 
Secondly, the camera of the iPhone 
started to depend on the custom silicon: 
the company designed the specific chip 
responsible for taking photos. Apple called 
it Image Signal Processor (ISP), and when 
it first appeared with A5 chip, its function 
was to detect faces and tweak the white 
balance (Viticci, 2017). Since then, every 
year IPS takes more responsibilities, like 
noise reduction and face recognition, and 
companies’ representatives positioned as 
a significant innovation. As a consequence, 
every new model of iPhone has a better 
camera performance but not a better 
camera lens, what, if we exclude the 
software from the equation, will seem like 
a paradox.

2. Portrait Mode

The example of how Apple treats and 
prioritizes standard lens equipment, 
algorithms, and its silicon is a feature 
named Portrait Mode. As we mentioned 
before, in iPhone 7 Plus Apple in addition 
to a standard wide-angle lens included 
an analog of the telephoto lens. With it, 
they introduced the Portrait Mode, which 
is, in fact, a replica of ‘bokeh’ effect of 
professional cameras. We must note that 
Apple does not position this mode as 
an alternative to ‘bokeh,’ but these two 
functions are notoriously similar, which 
makes them identical for the majority of 
consumers.

In Japanese, ‘bokeh’ is ‘blur’, but the 
meaning of this word in a western culture 
is slightly different. By the word ‘bokeh’ 
photographers refer to the quality of 
blurred background which the photographer 
can achieve utilizing analog lens creates 
utilizing the fast lens and the large sensor. 
To achieve this effect, it is necessary to 
perform the sequence of the following 
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actions: (1) the photographer puts the 
object far from the background, (2) the 
photographer stays close to the object 
and points the camera on it, which puts 
the object into focus (to the depth of field), 
(3) photographer opens aperture, which 
allows more light to enter the objective. 
Usually, the open aperture will increase 
brightness, but as the photographer is 
close, it starts to modify background: it 
causes the interplay of light and objects 
which are out of the depth of field. This 
interplay we usually call blur, which 
qualitative characteristic is ‘bokeh.’ 
The quality of the blur, in this case, is a 
smoothness of blurred objects, the artful 
flashing out of the background which 
many end- users find fashionable.

However, in the case of Apple camera, it 
is not the result of a natural processing 
of lenses but an ‘effect.’ For this reason, 
various photo blogs quickly entitled this 
feature as ‘fake bokeh’. The sequence of 
events is different: (1) the user puts an 
object in front of the camera, (2) the user 
selects the Portrait Mode in its camera 
application and then touches the button 
on the screen to take a photo, (2) each 
camera takes a photo, and as cameras 
stand close to each other, we get pictures 
from the slightly different angles, (3) using 
the difference between these photos the 
algorithm outlines borders of an object 
and its distance from the background, (4) 
the algorithm generates blur around the 
object. iPhone even saves two versions of 
a photo, with blur or without it. The effect 
is very similar to ‘bokeh’ but as the close 
examination shows, it is different.

However, for a general customer, the 
difference between an analog processing 
and the software effect is too narrow or 
merely absent, and for them, Portrait 
Mode is an innovation that will alter 
the way they think about selfies. In this 

case, algorithms help to simplify and 
commoditize the analog impact, which 
both makes the physical equipment and 
the practice of its utilization obsolete and 
reduces the necessity to use the service of 
professional photographers in the number 
of cases.

What is peculiar, since the Apple initiative 
did not stay unnoticed, other companies 
studied how to make ‘blur’ without the 
additional lens. In 2017, Google released a 
Pixel 2 phone which had only one camera 
but could imitate the same effect using 
only algorithms. Google took Apple’s 
approach and pushed it even further. Now 
there is no sentiment for a professional 
photo world, just alienated and hooded 
actions of software. As analytics put it, 
Google replicated the analog effect in 
‘a fundamentally Google’s way’: it built 
algorithms with the help of its Big Data 
powerhouse. Unlike Apple, which strategy 
is to reduce the data operations in favor 
of security and privacy, Google heavily 
relies on the collecting and processing of 
harvested information, and actively studies 
the photos of its users what helps them 
to build more advanced algorithms (along 
with maintaining of their business model, 
of course). Google also included released 
Pixel Visual Core chip which is responsible 
for photo processing but avoided the 
addition of the second lens, making the 
function of the software-hardware unity 
even more crucial. As a consequence, in 
2018 Apple additionally to the phones with 
two lenses, Apple released iPhone XR with 
one lens, which simulates the functions of 
the second lens with algorithms. In fact, in 
this case, Apple uses Google’s modification 
of its strategy. Which approach will win in 
the end is unclear, but the question itself 
is not whether we will or will not use 
algorithms but whether we will or will not 
use additional lenses that supplement 
algorithms. What Apple and Google do is 
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the continuation of their strategy to take 
functions from institutions and give them 
to individuals, only in this case it wants to 
assure its users that some professional 
skills are redundant and it is time to take 
them for granted.

It is important to note that neither 
Apple iPhone nor Google Pixel capture 
better photos than professional DSLR 
or mirrorless cameras, and every 
professional test can prove it. However, it 
should not be a central point of discussion 
as the debates around quality, in this 
case, are misleading. There is a famous 
world in the IT discourse ‘reinvention,’ 
and it is precisely what IT giants are 
doing in this case: they alter the photo 
culture by remaking or recreating it but 
with an aim to a simpler utilization which 
can appeal to a broader audience and help 
to sustain the profit growth. In this case, 
the effect of Portrait Mode is similar to 
Uber or Airbnb disruptions: it is a decent 

but not perfect counterpart of what 
came before, but it is winning due to its 
convenient design, relatively low price, 
and practically absent learning curve. It is 
highly possible that the entire evolution 
of mobile photography in this sense is 
pretty straightforward and even primitive: 
IT companies may produce sensations 
by staying on the path of remaking 
professional practices into the automatic 
out-of-the-box features and relocating 
them into the smartphones, which are the 
most popular computation devices on the 
planet. ‘Bokeh’ effect takes place in the 
‘Camera’ application where the buttons 
for general photography and panorama 
use to be for a while. This strategy will set 
new goals for companies, partially deskill 
professional photographers, and alter the 
way customers use their phones. In the 
end, we will end up in a culture where 
consumers will have access to more 
automated photographic skills than ever 
and will become a new norm. What is 
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for sure is not happening is a return of 
the giant cameras as the most popular 
photography devices.

What is also crucial, Apple intentionally 
conceals details of the ‘bokeh’ effect: the 
interface limits the user interference as 
possible allowing only to implement minor 
changes into the process of the photo 
capturing, and engineers do not comment 
on technical details. It happens both due to 
the habit of Apple not to detail its products’ 
functionality (which as commonly 
believed improves the marketability of its 
products), and to keep its market secrets 
away from competitors. After the function 
dissolves in the interrelations between 
silicon and algorithms, the knowledge 
of how ‘blur’ comes into stopping being 
common, visible, and, what is possible in 
the not so distant future, even teachable. 
This closure highlights the critical notion 
about the power distribution in the age 
of algorithmically based spectacle. We 
can describe contemporary media as 
spreadable which means that they can be 
tools for users (Jenkins, Ford, Green, 2018). 
But the Cathedral model of development 
which successfully decreased the value 
of open computing (Raymond, 2010) 
still does not allow the user to take full 
control over the means of productions. 
The new stage of commodification 
produces extensions which can contribute 
to the development of the external 
mechanisms of transparency, but it stays 
an unfathomable object of consumption.

Instagram: the 
automation of the 
postproduction of photos

After algorithms co-create a photo, the 
photo is modified and distributed with 
algorithms through networks. As Castells 
says, the network is the primary social 

logic of informationalism, the social 
structure that was going before and along 
with it, and then became a perfect social 
foundation when computers became its 
principal communication means (2010: 
13). Therefore, the fact that object 
becomes a subject to the Xerox and Infinity 
in the oversaturated world of hyperreality 
(Baudrillard, 1993: 52), and then dives 
even deeper by going through the process 
of dematerialization and creation of digital 
doubles of everything physical, is only a 
part of the new narrative of it (Andrejevic, 
2007: 308). The second one is a rapid 
creation and destruction of its symbolical 
value not thought the mass networking. In 
particular, the example of Instagram looks 
very important as this social network once 
promoted the photography as a primary 
type of content, meaning that the place 
of the photo is not on the heterogenous 
newsfeed of Facebook, where it competes 
with the text and stickers, but it can be 
the medium of communication. Unlike 
Pinterest, where any picture can become 
a message, the Instagram creators 
stated from the beginning that it is a 
social network that aims to fasten the 
production of photos, and what is even 
more critical, it thrives for algorithmic 
photo modifications.

1. Filters

Manovich says that Instagram is meant 
for “aesthetic visual communication” 
(Manovich, 2017: 11). By that, he means 
that the main content in Instagram is 
an altered photo which appearance 
recognized as a certain value for its 
recipients. First of all, it is an automated 
alteration of photography which makes 
Instagram such a phenomenon. From the 
beginning, one of the significant features 
of Instagram which contributed to the 
establishment of its aesthetic status and 
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became an industry standard due to its 
duplication by competitors, was an ability 
to modify photos with sample filters. The 
filter is a diversified amount of alterations 
which change the features of photography. 
Co-founder and CEO of Instagram, Kevin 
Systrom explains the functionality of 
filter the following way: “Our filters are a 
combination of effects – curve profiles, 
blending modes, color hues, etc. In fact, I 
usually create them in Photoshop before 
creating the algorithms to do them on 
the phone” (2011). Algorithms here help 
to automate alterations of photos and 
therefore allow them to become a more 
diversified form of content.

In this context, Manovich asks a very timely 
question: do the tools of Instagram reduce 
the individuality of photo (Manovich, 2017: 
20)? As the filter performs color correction, 
it is unclear how many real-world colors 
can Instagram timeline reflect, and do not 
they endorse Instagram algorithms more 
than reflecting human experience as such? 
Doubtfully, these questions can have easy 
answers as in most cases the filter only 
complements but does not replace the 
original appearance. It also turns a photo 
into the brand signifier, making the original 
signified subtle, and putting the picture 
into the flow of now very similar artifacts. 
If Nike once conquered every frontier of 
branding and went as far as its clients 
started to voluntarily make a new habitat 
for ‘swoosh’ logos out of their bodies 
(Klein, 2000: 56), Instagram took into its 
possession the color mixing schemes. 
Instagram’s success is hard to deny as it 
successfully increased the jargon: even if 
it is filters of competitors, users usually 
eagerly admit that it is an Instagram filters 
meaning not a particular company but a 
principle of algorithmic modification.

2. Mobile networking

For the purpose of making this color 
masquerade popular, it was necessary 
to develop Instagram for the devices 
that would facilitate the quick growth of 
the platform. The Instagram’s success is 
a result of the mobile platform capitalism 
of Apple and Google. Therefore, changes 
were applied not only to the colors but 
the aspect ratio of a photo and utilization 
of data. First of all, it had to look natural 
on the vertically oriented screens which 
aspect ratio is from 2:3 (as it was on 
early iPhone models on which Instagram 
appeared first) to 18:9 (which is a trend 
since 2017). For this reason, Instagram’s 
photo is square by default (but can be 
altered to vertical with portrait 4:5 aspect 
ratio, and horizontal 1.91:1) that allows 
users to see not only the photo itself 
but information about it and supportive 
elements as hashtags and description. 
Those are social ties which make a node 
out of a picture, that helps it to achieve 
what economists call ‘a network effect’: to 
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receive likes and comments which may 
graduate both the photo and its author 
from the node to the center. Utilization 
of metadata also plays a huge role in the 
economic foundation of Instagram, its 
data-driven economy, which builds on 
the processing and selling of when-and-
how of the photos, and, therefore, by 
commoditizing every user’s input helps 
to keep the service free what, in its turn, 
attract even more free workers. We must 
note that mobile focus is so important 
that up to this day the functionality of a 
browser app that users supposed to use 
on laptops and desktops, is so limited that 
users cannot even upload photos with it.

3. Stories

As it usually happens at first modest 
ambitions that bring only limited 
functionality, Instagram evolved: they 
slowly extended its photo-filter fundament 
and became a setting for much complex 
social interactions. Developers enchanted 

Instagram experience further, organizing 
new activities around the main timeline 
of square modified photos conceptually 
and visually. Now, the service allows to 
share multiple images at the same time 
and share non-square photos. Then, they 
added the ability to stream live videos, and 
by it made the apparent fact that from the 
photo-first network they want Instagram 
to grow into the visual-first network. One 
of the last additions is Superzoom, the 
feature that captures selfies and then 
quickly resizing it by zooming on a user’s 
face. However, the chief advancement 
is something they call ‘stories’ (and it is 
something they borrowed from Snapchat): 
a combination of pictures, photos, and 
graphic elements (both stories and live 
videos appear on a new horizontal bar on 
the top of the main timeline). With it, they 
introduced short loop video clips which 
allowed users to highlight specific actions 
and perform casual video editing.

We should pay attention to stories here 
as this feature widens our understanding 



46 | JOCIS 2020 - V5, ISSN: 5-607727-158028 00005 

of the algorithmic production of the visual 
culture. In fact, it is Instagram’s take on 
editing: it both concerns the structure of a 
photo itself, the plain or looped videos and 
its combinations with various symbols. 
What Instagram allows to do is to sequence 
modified photos and collages into the 
narratives. The key is still a square photo in 
the center of everything, but it now has an 
orchestration: it is now a foundation for a 
different form of expression that not only 
spatial but also temporal (which is similar 
to the way real photos once became 
for an annotated and decorated photo 
albums or movies). Developers are trying 
to recontextualize the photography and 
explore its potential roles further in a more 
diversified and hybridized forms. However, 
it still heavily relies on algorithms as it 
is mobile-first and aims to become as 
trivial as it can to achieve a high peak of 
a consumer market. As Apple Clips, it tries 
to put video editing process to a more 
straightforward interface and capitalize 
on the cool factor. Moreover, as in the 
case of mobile photography in general, 
what cannot fit the smartphone screen 
adequately either automated or severed.

4. Commoditization

If we take Instagram as an element of 
the human extension or as an extension 
itself, it does the same three things we 
mentioned in a previous section. First 
of all, Instagram creates new practices 
by provoking users to socialize more 
via modified photos and take a lot more 
pictures then they thought is necessary. 
Then, it also reshapes our understanding 
of what photo production is.

Thirdly, it, of course, automates, and, 
therefore, obsoletes many aspects 
of practices which were here before 
Instagram. It makes post-production of 

photography algorithmic, individual, and 
commoditizing. The latter one is even 
more profound if we recognize the fact that 
Instagram’s ecosystem closely integrated 
with brands which represent themselves 
in it, buying its data, and put on 3D-masks 
that allow users to impersonate famous 
characters. This way, it is the new lifestyle 
politics which paired with deskilling (which 
arguably is a dark side of what Mirzoeff 
named, ‘comprehensible, quicker and 
more effective’) and make us look at 
the production of visual culture in a new 
way. Of course, the strength of the word 
‘politics’ here depends on the fact whether 
you want to recognize brand-powered 
activism as possible or valid or not.

Conclusions

In this paper, we describe one of the many 
relations between the visual and software 
culture — the algorithmic enhancements 
to the mobile photography. The content-
oriented approach to the expansion of 
visual culture finds in software culture an 
ally which provides enhancements to the 
process of production. The production 
of photos now utilized the power of 
hardware and software, which partially 
replaces the functions of lenses. Then 
there is software post-production, the 
template for which is Instagram, that 
automizes the editing process, an allows 
the photo to become a part of ’story’ 
sequences. Visual social networks convert 
images into the centerpieces of networked 
social relationships which algorithms are 
attaching to the Big Data massive. In case 
of Portrait Mode, it is a transformation of 
professional practices into the consumer 
habits, which with certain quality 
compromises (which stay unknown to 
consumers) helps to significantly shorten 
the process of production and significantly 
valorize the output of production.
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One of the most obvious conclusions 
from the elaborations we made here is a 
devaluation of a photo as a cultural object. 
We can limit ourselves by discussing 
exclusively the loss of ‘aura’ and initiation 
of the new stage of image commodification 
performed not by companies but by users 
themselves on behalf of companies, and 
by these means we enter the area of 
Walter Benjamin and Theodor W. Adorno 
(2001). This approach is justifiable in the 
following way. It is becoming even more 
challenging to cultivate photography 
culture when everyone can make, modify 
and share photos - something which 
is a global phenomenon can hardly be 
authentic - than what it used to be after 
Polaroid’s approach. However, it is a point 
of discussion launched by Benjamin under 
his belief that the decline of authenticity 
is a positive trend. He proclaimed 
the devaluation of the image as a 
democratization of culture and said that 
by devaluing the uniqueness, we achieve 
the egalitarianism (Benjamin, 2008). This 
dualistic approach is appropriate one 
more time, as our situation is mostly a 
remake of the contradiction that Benjamin 
articulated but the sphere of application 
is a dividing photo culture, in which the 
old automation makes the new one looks 
false. We can interpret the algorithmic 
influence both as a mass-destruction of 
the analog value and a resurgence of the 
digital one. However, there is more to the 
photo after algorithmic production started 
to infiltrate the consumer area.

Either it is a death of photography or an 
endless afterlife, while we still remember 
that there was the world without Portrait 
Mode and Instagram, its status is now the 
reminiscence to the aliens’ activity in ‘Body 
Snatchers’ or ‘The Things’ movies. A photo 
itself looks the same as it used to, but now 
it is a sum of digits which lives a circumvent 
life, where it continually moves through 

the cascades of algorithms, creates new 
connections and recruits new users for 
the social network of its origins. The same 
concerns the process of photo production 
but in this case, the visual representation 
of it is notably different, and we instead 
have a deal with what Paul Virilio entitled 
as an aesthetic of disappearance (2009) 
as once visible functions slip behind the 
curtain. The consumer photo now starts 
from the fact that algorithm hijacks the 
process of picture production and then 
follows it on the journey through networks 
of informational glocalization.

The central point here is a production 
which is born by the undeniable use-
value of visual artifacts, and the vastly 
transforming machinery of automation 
is now banal: unlike a macro scale of 
automation which is growing global 
problem, micro-automation comes under 
the moniker “new features.” As a result, 
such trends as visualization and ubiquitous 
implementation of software collide in a 
daily routine of culture. The algorithmic 
production and networking, which lead to 
a further trivialization of photography, are 
the main nexuses of the way visual culture 
comes into being and exists now. Due to 
the appearance of Big Data, they never 
cease to exist. In this current context, we 
lose the ability (or need) to handcraft by 
giving a particular parcel of our practices to 
machines which, if we get back to a classic 
Marxist definition, is a new foundation of a 
‘base.’ Like Yochai Benkler says, users now 
have direct access to means of production 
which is not necessarily mediated by 
corporate power (2006: 14). Meanwhile, 
here is more: as new algorithms frequently 
stay incognito for general users, it is an 
automated and concealed background 
which actively complements the non-
automated parts of the visual production.
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Abstract
Over the last twenty years, advertising has recognized a new market segment: gay consum-
ers now constitute a niche market which is large and affluent enough to deserve more media 
and marketing attention. Drawing on gender and queer studies, the article will analyse the 
representation of male homosexuality in German advertisements will identify socioeconom-
ic reasons for the changing representations of homosexuality in German society – bearing 
in mind that advertisements featuring homosexuality still tend to provoke controversial re-
actions in Germany, even though gay marriage was permitted in October 2017. While at 
the beginning of the 21st century, homosexuality was still represented in a covert way in 
subsequent years these media portrayals changed considerably: the representation of male 
homosexuality is now openly supported by well-known brands. Moreover, in recent adver-
tising, signs and symbols are used which openly identify the portrayed men as homosexuals, 
while at the same highlighting the `naturalness´ of homosexuality and gay relationships.
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Introduction: 
Homosexuality in 
advertising

Although gay marriage has been part of 
the political diversity discourse in Germany 
for some time now and was eventually 
legalized in 2017 in Germany, the topic of 
homosexuality continues to be surrounded 
by stereotyping and prejudices, be it in 
everyday life or in public discourses. One 
reason for this is the widespread social 
dominance of heterosexuality. As social 
theorist Judith Butler pointed out in Gender 
Trouble (1990), in a patriarchal gender 
order which is based on heterosexual 
hegemony, sex, gender and gender 
identities are connected to social norms 
which do not allow for the existence 
of “incoherent” and “discontinuous” 
sexed/gendered beings. Bodies, gender 
identities and forms of desire outside the 
“heterosexual matrix” and thus outside 
intelligibility, i.e. the realm of thinking 
and understanding, are consequently 
constructed as “unnatural” (Butler 
1990:35). Irony, laughter and negative 
stereotyping of gays are particularly 
common strategies of containment and 
an attempt to return what is perceived as 
devious and “discontinuous” behaviour to 
the binary gender system.

A study published by Germany´s Anti-
Discrimination Agency in 2017 to gauge the 
support for legal equality for homosexual 
marriage revealed that a majority (83% of 
those surveyed) supports equality in same-
sex marriages, but prejudices remain. 
Homosexuals still face discrimination in 
Germany although the country´s General 
Law on Equal Treatment prohibits it. 
Even as late as 1994, “homosexual acts” 
were legally considered to be criminal. In 
2001, same-sex couples were able to 
enter a “registered life partnership”, which, 

however, was perceived as a second-
class marriage because same-sex couples 
were not allowed to adopt children. In 
comparison with other countries from 
Europe and the rest of the world, Germany 
was lagging behind with regard to marriage 
for all, which eventually became a law in 
Germany as late as October 2017. 1

As a public media space, advertising 
has the power to influence the way we 
think and behave. As a channel of social 
ideologies, it also has the power to 
articulate changing attitudes towards social 
and gender identities: The representation 
of homosexuality in advertising is a 
comparatively recent phenomenon. Not 
until 1994, when the Swedish furniture 
store IKEA produced the first gay-friendly 
commercial with a same-sex couple, did 
homosexuality feature in advertising at 
all. Since then, many global mainstream 
companies are more interested than ever 
in embracing the purchasing power of the 
gay market. 

In international comparison, mainstream 
advertising with a gay-themed content 
tends to appear more frequently in the 
USA. An estimated 35% of the top 100 
USA companies directly target the gay 
community. This fact can be explained by the 
very specific consumption patterns of the 
US gay community: According to research, 
half of the homosexuals living in the USA 
do not consume gay media and over 
90% of gay men admit to reading generic 
mainstream magazines. Reportedly, only 
3% of gay media outlets and platforms 
reach their intended audience (Mcnamara/
Descubes 2016).

1 - For further information see a study conduct-
ed by the German Federal Government in 2014 
at: http://sozialministerium.baden-wuerttemberg.
de/fileadmin/redaktion/m-sm/intern/downloads/
Downloads_Offenheit_und_Akzeptanz/Online-
befragung_Aktionsplan_Akzeptanz_2014.pdf  
(Accesssed 30 January 2018). 
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In Europe, by contrast, companies reveal 
a greater reluctance to targeting the gay 
market directly via mainstream media as 
they fear that gay-themed advertising 
might result in image loss for their brand. 
On the other hand, given the high level of 
market saturation, companies are seeking 
to open up new and more specialist 
consumers. Hence – larger and recognized 
– brands have started engaging in LGBT-
marketing. Companies which participate 
in targeted marketing have a higher 
visibility and consumers who are accepting 
of homosexuality will be attracted and 
remain loyal towards a brand which depicts 
homosexuals and a homosexual lifestyle in 
a positive manner (Krauß 2008: 1). 

Consequently, in Germany as in other 
countries, advertisers are becoming 
aware of the economic potential of the 
gay community. Gay consumers now 
constitute what marketers describe a 
niche market which is large and affluent 
enough to deserve more media and 
marketing attention (Sender 2004: 1): 
Gay consumers often live in single or 
two people households, are childless 
and have, therefore, more disposable 
income than heterosexual consumers. 
Surveys have shown that 7,4% of the 
German population identify as LGBT (Dalia 
Research 2016), with an average salary 
of about 16€/h (Kroh et al. 2017) and an 
estimated worth of 50 to 100 billion Euro 
to the German economy (Der Tagesspiegel 
2016). Moreover, gay male consumers 
are perceived as having a high degree 
of brand loyalty and a strong interest 
in exclusive products (Krauß 2008: 6; 
Neumann 2016). These facts illustrate 
the community´s value to marketers – or, 
as one German marketer puts it: “First 
get the gays, then get the girls and then 
comes the rest” (Wahl, quoted in Neumann 
2016). It is, therefore, surprising that only 
little empirical research has so far been 

conducted on consumers´ responses to 
implicit or explicit gay-themed advertising 
in gay vs. mainstream media. A notable 
exception are McNamara and Descubes 
(2016), who provide a comprehensive 
overview of recent empirical research 
on gay and lesbian consumer behaviour. 
According to their overview, it would 
appear that gay consumers are receptive 
to and appreciative of gay-themed 
advertising and therefore show more 
interest in brands and products which 
are targeted specifically at them, allowing 
them to self-identify and feel represented.

The following analysis focuses on how 
marketing professionals in Germany have 
approached this valuable, dynamic and by 
no means homogeneous segment over 
the last 20 years: What representational 
strategies have been employed in recent 
German advertising to depict male 
homosexuality and how and to what 
extent have they changed? What values, 
ideologies and myths are being transported 
and (re-) produced? To what extent is 
homosexuality overtly addressed? The 
advertising examples discussed here were 
published in German-speaking countries 
and were selected because of their visibility, 
with a distinction being made between 
poster advertising and commercials.

Homosexuality 
in German poster 
advertising

In 2000 and 2007, the German coffee 
manufacturer Jacobs published two 
advertisements for the light version of 
the coffee brand, showing a young man 
drinking a cup of Jacobs Krönung Light 
coffee. There are two versions of the 
2000 poster. In one poster, he is casually 
sitting on a chair (Fig. 1a), in the other one, 
he is sitting on the floor (Fig. 1b). In both 
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versions, he is barefoot and wearing an 
unbuttoned, white shirt and blue jeans. 
He is holding a turquoise coffee mug in 
his hand and is smiling into the camera. 
While the background is a simple white, 
allowing the recipient to focus on the male 
protagonist, the turquoise colour of the 
slightly inclined frame, mug and lettering 
are reminiscent of the classic Jacobs design 
in green-black and combine to emphasize 
the light version with a paler tone. The only 
difference between the two versions is 

that in Fig. 1b the model looks even more 
directly and closely towards the camera, 
which is positioned at a slightly higher 
angle in order to create a more intimate 
perspective and to make the viewer feel 
more engaged with the subject. 

Figure 1a: Jacobs Krönung (2000) Figure 1b: Jacobs Krönung (2000)
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Although the 2000 advertisements were 
placed in the German gay press, they 
avoid explicit gay imagery. The visual 
signs do not unambiguously mark the 
protagonist as homosexual. – he could be 
all things to all people - hetero-, homo-, 
or metrosexual.2 The male body in the 
advert can therefore be interpreted with 
the concept of Roland Barthes´ ”sliding 
signifier”, shifting and changing meaning 
depending on who is decoding (Barthes 
2006:67). In its largely stereotype-free 
representation of a male person whose 
sexual orientation remains vague and who 
favours a healthy life-style and a sensible 
diet the company has decided for a coded 
marketing strategy (Krauß 2008:15f). In a 
coded or implicit gay-themed marketing 
strategy, advertisers use special cues, 
hidden signs, and linguistic codes 
which allow their advertisements to be 
specifically recognized by gay consumers, 
but which pass largely unnoticed by 
consumers in general. 

Strategically, companies which use implicit 
gay-themed advertising can be seen as 
taking advantage of the polysemic nature 
and quality of signs (cf. David Morley 
1993, John Fiske 2010), due to which a 
variety of different interpretations can be 
inferred from any media message by the 
recipient. A coded strategy is, therefore, 
particular suitable for reaching both the 
gay market and the general public. Using 
a coded strategy is also a way of avoiding 
controversy and of containing the risk of 
a negative reaction from the larger (and 

2 - The first recorded use of the term metrosexual was by 
writer Mark Simpson in the UK national newspaper The 
Independent (15 November 1994). As a blend of `metro-
politan´ and `heterosexual´, the term refers to straight men 
who take on many of the attributes usually associated with 
women or gay men, such as interest in fashion, grooming, 
appearance. The Oxford English Dictionary now defines 
metrosexual as a “heterosexual urban man who enjoys 
shopping, fashion, and similar interests traditionally asso-
ciated with women and homosexuals” (https://en.oxforddic-
tionaries.com/definition/metrosexual).

therefore financially valuable) heterosexual 
mainstream segment. Not surprisingly, 
therefore, this is the earliest and also the 
most frequently used marketing strategy, 
be it in the gay press or in mainstream 
media (Krauß 2008:15f). 

The only reference to homosexuality 
can be found at the linguistic level: In the 
middle of both advertisements, the slogan 
reads “Typical coffee aunt: always time for 
KRÖNUNG Light” (“Typisch Kaffeetante: 
Immer Zeit für Kröning Light”). The term 
“coffee aunt” suggests the notion of 
effeminacy since it refers linguistically to a 
female person. Besides, light products are 
often associated with female consumers 
and a health-conscious lifestyle. Even 
more importantly, while “Kaffeetante” 
is the German expression for a `coffee 
addict´, the German word “Tante” might 
evoke for a German readership in form of 
a pun the colloquially used term “Tunte”, 
meaning a “pansy” or “poofter”. Thus, the 
linguistic inference of homosexuality, but 
also its publication in a gay magazine, 
contribute in subtly framing the meaning 
of male homosexuality.

In 2007, a new version of the advertisement 
was produced that promoted the same 
product, but with a different male model and 
a more overt use of what can be identified 
as gay imagery. The advertisement is 
premised on stereotypes of gay men as 
especially knowledgeable in matters of 
fashion, style, personal grooming and 
interior design. There are also two versions 
of this advert: in the first version (Fig. 2a), 
the man is sitting in a comfortable position 
in an armchair, in the second poster (Fig. 
2b), he is shown only from the chest 
upwards, lying on a wooden base, his arms 
and hands as a support for his head in a 
slightly angled, gentle-looking posture with 
the camera zoomed onto his face. In both 
posters, he openly smiles into the camera.
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The portrayal of the man and his 
surroundings in the 2007 advertisements 
are much more clearly stereotyped than 
that of the earlier version and indicate 
that gay consumers were openly being 
addressed. The generously spaced and 
stylishly furnished apartment indicates a 
higher income and an interest in interior 
design. The dressmaker’s dummy on 
wheels wearing a black dress and the 
magazines suggest that the man is active 
in the fashion or arts industry. The men´s 
generally groomed appearance - gel-
conditioned hair, dark trimmed beard, 
plucked eyebrows, fashionable sandals 
with striking toe loops and long, black 
trousers as well as a conspicuously elegant 
way of holding the small turquoise green 
semicircular coffee cup and matching 
saucer – further enhance the notion of 
effeminacy. At the same time, the white 
muscle shirt reveals a considerable amount 
of naked skin and helps to eroticise his 

appearance. As in the earlier advertising, 
the connoted linguistic message “Coffee 
aunts like it light” (“Kaffeetanten mögen’s 
Light”) further establishes the meaning 
of homosexuality. Visual and linguistic 
signs combine to identify the man as a 
homosexual, ruling out the “both-as-you-
go” option of the 2000 advert. 

The description of homosexuality in both 
Jacobs Krönung- advertisements show 
that over the years companies have 
discovered the affluent “gay men” market 
segment and have made advertising more 
open and target-group-oriented. With 
growing equal rights and social acceptance 
of homosexuality, showing homosexual 
males and couples has also become more 
acceptable in advertising, as can be seen in 
the next example. In 2010, the Hornbach 
DIY superstore-chain openly addressed 
homosexuality with the depiction of a 
same-sex couple in close and intimate 

Figure 2a: Jacobs Krönung (2007) Figure 2b: Jacobs Krönung (2007)
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body contact with one another. Two men 
can be seen in the centre of a kitchen 
which is being constructed, one of the two 
men is sitting on the worktop, the other is 
standing in front of him with his left arm 
around the other man’s neck while his 
eyes are closed. His mouth forms a slight 
smile. These (public) displays of affection 
as signs for relationship were labelled 
by Desmond Morris as tie signs, that he 
defined as “any action which indicates 
the existence of a personal relationship” 
(Morris 1971: 86). So the body contact is 
not only an unintentional or friendly touch 
but states a closer intimacy between the 
two men.
With the representation of two gay men 
building a home and domestic space for 

their relationship, the advert presents a 
positive alternative to heteronormativity. 
The advert pitches directly to gay couples, 
but departs at the same time from 
traditional stereotypes of effeminate 
homosexuals by showing two gays 
engaging in DIY and craftsmanship – 
an area traditionally considered to be a 
heterosexually male domain. The advert´s 
slogan in large letters “You can be anything 
- but not clumsy” (“Du kannst alles sein – 
nur nicht ungeschickt”) is an interesting 
play on the viewer´s imagination. While the 
modifier “but clumsy” defines clumsiness 
in craftsmanship as unacceptable, the 
advert´s slogan “You can be anything” can 
be read in the context of the advert as an 
overt allusion to sexual orientation, with 

Figure 3: Hornbach (2010)
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the company expressing its tolerance and 
support of sexual freedom. The company 
is thus trying to present their brand 
as progressive, inclusive and reaching 
out to the gay community. However, 
bearing in mind the important role of 
generational change and looked at from 
the perspective of a younger male gay, 
this advert might also be decoded in a 
slightly less enthusiastic manner: the use 
of a modal verb and its communicative 
function of formally asking for and 
granting  permission can be construed 
as expressing condescending acceptance 
from a hegemonial heteronormative 
society: For this reason, especially a 
younger generation of gay consumers, 
the so-called  “post-gays” (Savin-Williams 
2006), who see their sexual orientation 
as `normal´ and part of mainstream 
society, might find a gay-themed advert 
which gives them “permission” to follow 
their sexual orientation as offensive and 
condescending.

A more daring and frank progression 
towards an open and stereotype-free 
depiction of male homosexuality can 
be seen in the poster advertising of the 
automobile group Mercedes-Benz, which 
appeared in 2016: it features two men 
openly kissing in public and watched by 
passers-by in the background. While the 
advertisement´s slogan “When engineers 
and designers love each other” (“Wenn 
Ingenieure und Designer sich lieben”) might 
refer to the effective cooperation of the 
technology and design departments at 
Daimler, the in-your-face representation 
of two men publicly displaying affection 
resolve any ambiguity and endorse gay 
relationships and lifestyles in an overt 
manner. The only stereotypical signifier 
of homosexuality is the neat and trendy 
appearance of the two men, both with a 
three-day beard as well as the small silver 
ear piercings of the model on the right.
The German Daimler company is one of 
the most influential representatives of 

Figure 4: Mercedes Benz (2016)



JOCIS 2020 - V5, ISSN: 5-607727-158028 00005 | 59

what is considered to be a heterosexually 
male-dominated automotive sector. With 
this largely cliché-free representation 
of open gay commitment, the company 
unconditionally and very openly expresses 
a positive attitude towards homosexuality. 
Up until now, no well-known company in 
Germany has been prepared to go this far 
in addressing gay consumers, which is even 
more remarkable as negative attitudes 
surrounding the topic of homosexuality 
were still comparatively widespread in 
Germany in 2016: according to the earlier 
mentioned Anti-Discrimination´s Study 
(2017), almost 20% of Germans who took 
part in the study considered homosexuality 
to be “unnatural” and almost 40% said they 
found it unpleasant to see men or women 
displaying public affection for each other, 
for example, by kissing. Given that overt 
representations of homosexual acts in 
public are still relatively rare in contemporary 
Germany, the Daimler company is not 
only reaching out to the gay community. 
Moreover, and even more importantly, 
the visual signs in conjunction with the 
linguistic ones clearly invite the viewer to 
engage with the topic of homosexuality 
and confront and (re-)consider their own 
emotions, reactions and prejudices. In this 
context, it is certainly not unimportant that 
the advert shows two passers-by in the 
background staring at the two men kissing. 
Are they maybe the afore-mentioned 20% 
and 40% who feel put out by public displays 
of homosexual emotions?
 

Homosexuality in 
German Commercials

Poster advertisements address the topic 
of homosexuality, but tend to suffer 
from low target orientation. Gay-themed 
advertising, therefore, tends to appear 
more frequently in Internet commercials 

and social media marketing, where 
companies can target their message 
to the specific group, without maybe 
alienating other consumers. Moreover, by 
combining several sensory impressions, 
images and sound track, a more realistic 
and comprehensive representation is 
possible.

The Swedish furniture store Ikea is a pioneer 
in designing advertising for homosexuals. 
Globally, with over 20 examples, the 
company has a long-standing history of 
including gay and transgender themes in its 
advertising campaigns. However, no IKEA 
ad has so far appeared in gay media which 
demonstrates the company´s policy of 
not segmenting their advertising. In 1994, 
IKEA produced the first advertisement with 
a gay couple on US television. In 2010, a 
TV commercial was published in German-
speaking countries which addressed the 
topic of sexual identity and orientation 
in a humorous manner: a woman and a 
man are shown kissing passionately in the 
stairwell of an old building. They enter the 
apartment and fall over the backrest of a 
sofa to finally end up on the kitchen table, 
ready for sexual intercourse. Having thus 
established the notion of heteronormality, 
the couple are interrupted by the surprise 
entrance of a man who addresses the male 
(“Florian”) with the affectionate: “Darling”. 
In the next scene, both men are seen 
sitting at the kitchen reaching across the 
table to touch tenderly, while the narrator 
comments that: “Florian sometimes has to 
store bigger things and Ikea has the right 
solution for it”. At the same time – visually 
and ironically underlining the narrator´s 
comment -, the camera pans into the 
frog’s perspective under the table, where 
the female figure is secretively retrieving 
her ballerina shoe and, unnoticed by the 
men, retreating into the kitchen cupboard, 
thus disappearing from the scene of happy 
homosexual coupledom.
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This advertisement might be considered 
clichéd in its presentation of male 
homosexuality: the gay partner is dressed 
in a pink polo short, while Florian, the 
bisexual male, is about to commit adultery, 
evoking the stereotype of promiscuity in 
gay male relationships. However, in the 
comedic closing shot, the advert breaks 
with the heteronormative idea and (re-)
establishes homosexuality as committed 
and devoted life-style. Besides, the advert 
cross-references the earlier 1994 IKEA 
advert: again the dining table has a high 
symbolic value as it signifies commitment 
and domesticity in the couple´s relationship. 
This is a humorous depiction of open sexual 
identities and orientations, but the humour 
is not used at the expense of the gay couple. 
On the contrary: the advertisement´s 
depiction of open, fluid sexual identities 
and orientations is in keeping with the 
well-known Ikea product image - furniture 
which is adaptable, can be moved around, 
reassembled and rearranged in order to 
create more space, freedom and comfort. 

Although gay-themed, the advert manages 
to appeal to a wider heterosexual and non-
heterosexual audience - and to connect a 
broad group of consumers to their products 
and the company´s corporate philosophy. 

An even stronger and more nuanced 
focus on inclusiveness and diversity can 
be observed in Ikea´s 2016 Christmas 
commercial broadcast on private TV 
channels and online: To the background of 
relaxing swing music, the domestic scenario 
of a festively decorated home is set with its 
members preparing for Christmas. Children 
are looking out of the window watching the 
rain (not snow) pour down. In the next scene, 
the children are seen painting place cards 
and, accidentally also painting the table-
cloth, laughing, dancing and decorating a 
gingerbread house with icing sugar, thus 
unwittingly recreating the impression of 
snow. A woman is preparing food in the 
kitchen, kneading a sticking dough and 
struggling with the recipe. The family´s 
attempts at preparing for Christmas are 

Figure 5: IKEA, “Florian” (2010)
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accompanied by the narrator asking: “Does 
it always have to snow at Christmas? Does 
everything have to succeed right away? 
Does everything have to be perfect in order 
to be perfect?” Then, the first guests, an 
elderly couple and two young men, arrive 
and everybody, including a disguised 
Santa Claus, gather around the Christmas 

dinner table, eating, drinking, laughing and 
celebrating together. The final shot focuses 
on the two fashionably dressed young men 
(Fig. 6) and one of them kisses the other 
on the cheek which outs them as a couple, 
while an ending voice-over asks: “Or isn’t it 
the most important thing that everybody 
feels at home?” 

Figure 6: IKEA, “Zusammen wird’s ein Fest” (2016)

The notion of `home ´- a place where 
family and friends convene to celebrate 
together- is, of course, in keeping with Ikea 
products and the company´s philosophy. 
Although home interior elements set the 
scene for the narrative and can be directly 
connected to the brand, the message 
behind the advertising has an added layer: 
in a period, when the traditional nuclear 
family is slowly disintegrating, the value 
of family is emphasized and at the same 
redefined and opened up, including the 
young beside the old, same-sex persons 
beside heterosexuals - with the gay 
couple being represented as integrated 
members. This Ikea advert is thus an 
example of an inclusive approach directed 

at wider general public (Krauß 2008:13). 
This integrative approach addresses 
consumers as individuals, not as a market 
segment, in order to develop a relationship 
with them on the basis of common values 
– such as inclusion, togetherness and 
sharing experiences across the borders of 
age, gender and sexual orientation. In its 
all-embracing, inclusive representation of 
diversity, the advert reflects social reality 
in Germany and is able to reach out to a 
large number of people.

The third selected commercial also 
advertises the Christmas theme, 
but this time comes from the mobile 
communications provider Vodafone. This 
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time a certain product is advertised, which is 
however only mentioned almost casually at 
the end of the advertising video. Therefore, 
one can assume that the advertising of the 
brand image is in the foreground, which can 
also be clearly interpreted from the topic 
of the commercial. Again, the focus is on 
the value of family and thus brings with it 
several parallels to the Ikea commercial. 
The commercial is introduced with the fade 
in of a girl and a calendar with encircling of 
the 24th day which sets the theme

In the second scene you see a young man 
at the train station with a big present under 
his arm and a smartphone in his hand. He 
moves hectically in the station hall filled 

with Christmas decorations and many 
people, looks at his smartphone and sees 
that his train has been cancelled. The girl as 
narrator comments as an off-voice that at 
“Christmas no way is too far”.

As in the Ikea commercial, in the following 
scene the narrator is shown in front of a 
window wet with rain, and she also notes 
with little euphoria that “it is no longer 
white Christmas”, which is made clear by 
the recording of the heavy rain outside. 
Afterwards the house is shown from 
outside with coloured Christmas lighting, 
which is attached in arrangement of the 
rainbow flag at the building as well as at a 
Christmas tree.

Figure 7: Vodafone,“Christmas Family-Card” (2016)

This is underlined by the narrator’s 
statement “but it is colourful”, which is both 
a pictorial contrast to the “white Christmas”, 
but also a metaphorical oneIn the shortly 
following fade-in of two kissing men in 
the centre of the picture in front of the 
colourfully illuminated house he statement 

“colourful” gets a double meaning. On the 
one hand the colourful lighting is adressed, 
and on the other hand the representation of 
the two men, who obviously belong to the 
gay community, which is often represented 
as colourful. 
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In the next scene  the focus lies on a goose 
being pushed into the oven by a woman 
who may be the narrator’s mother, which 
is documented on video by the girl. She 
says that “Christmas is not a day off”, 
whereupon a man with a smartphone in 
his hand in a fireman’s uniform is shown 
sitting at the fire station. By recording his 
screen showing the girl with her mother in 
the kitchen and the girl saying “Hi Papa” 
(00:14), it becomes clear how he relates to 
the protagonist and why Christmas is not 
a day off for her.

Her next comment is that “Christmas is not 
a skin colour, which is visually supported 
by a black person who laughingly puts 
on a Christmas cap and in the following 
sequence kisses a white woman who also 
wears a Christmas cap. 

In the same short frequency pattern, a man 
in a mirror is seen shaving his hair with an 
electric shaver. One hears the narrator say 
that “Christmas is not hate”, whereupon 
the association of skinhead could arise 

in the viewer. But this is reversed in the 
scene following and in the antithesis “but 
love” (00:22) coming from the narrator. A 
child without hair is shown in a hospital 
bed, looking at a tablet together with the 
man both laughing. It can be assumed that 
the child is ill and that the man shaved his 
hair out of empathy, i.e. “love”.

In the last scene, the different people are 
brought together to form the final frame 
of the spot. At first you can see how the 
woman takes the burnt goose out of 
the. The narrator says that “Christmas 
is NOT perfect”. Two elderly people, man 
and woman, are also faded in, who could 
represent the girl’s grandparents. The 
older woman is shaking her head in the 
kitchen next to the goose, while the older 
man, laughing, reaches for a tablet and 
opens an online order page for pizza. 
The entire family is then depicted with 
many of the previously shown actors 
gathered in the living room of the house. 
In the background you can hear laughter 
and cheering as well as the voice of the 

Figure 8: Vodafone,“Christmas Family-Card” (2016)
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protagonist summarizing her message: 
“Christmas is what brings us together” 
It also shows the kissing couple of the 
black man and the white woman, the 
young man from the train station who 
arrives at the house and the fireman 
and father who he sits on the sofa and 
is happy about the arrival. The young girl 
embraces the young man and thus closes 
the story behind the commercial, since at 
this moment the voice-over also changes 
and the otherwise well-known speaker 
of Vodafone commercials advertises the 
product with the subsequent “We bring 
you together” message (00:35-00:36). 

Similar to the Ikea commercial, this video 
picks up on the narrative of Christmas 
and thus links to existing connotations of 
family and home. It shows how important 
family cohesion is, but also how important 
it is to open up within the society. 

The portrayal of homosexual couples or 
those of different origins and skin colours 
relaxes the once so strictly traditional image 
of Christmas, which is also underlined 
by the title song “Why so serious”. Thus, 
this advertising is again an example for 
the integrative advertising style (Krauß 
2008: 13), which tries to reach individuals 
on the basis of common values without 
addressing a certain market segment. In 
general, the values of openness, tolerance, 
humanity and charity are promoted and 
therefore the commercial is based on an 
emotional connection to the recipient. 
Though the part of homosexuality within 
this commercial is short, the depiction 
of the colourful house and the two men 
kissing in front of the camera are still 
highlighted scenes which are equally well 
integrated into the topic of family.

In the same year, the German railway 
company Deutsche Bahn broadcast online 
and on information boards a video clip to 

mark the 25th anniversary of its high-
speed train, the InterCity Express (ICE). 
The advert caused a sensation in Germany 
because it dared to break with two taboos: 
On the one hand, it portrayed homosexual 
commitment in an entirely cliché-
free way. On the other hand, it placed 
homosexuality in the context of football – 
a domain traditionally connected to male 
heterosexuality (Eggeling 2010). A male 
football fan is cheering on his favourite club 
in several spots: He is shown in the football 
stadium with jersey and fan scarf as well as 
watching football in his flat surrounded by 
club memorabilia, on the radio and laptop 
during a train journey. The fan seems to be 
particularly interested in one of the football 
players, who the camera often dwells on as 
he is taking a penalty and suffering fouls – 
everything keenly and emotionally watched 
by “the fan”. He even travels to follow his 
club by bus and train. In the final scene, he 
is travelling on the ICE train as the team bus 
is passing his train window. He then smiles 
and types a message into his smartphone. 
In the next scene the acclaimed footballer 
is first shown in the previously shown club 
bus and later on the platform in the train 
station. The ICE pulls in and the footballer 
gets off. The two men face each other, 
laugh, rejoice and hug each other intimately 
and then walk away holding hands while 
the advertising text appears: “Connects 
more than A and B. 25 years ICE DB” 
(“Verbindet mehr als nur A und B. 25 Jahre 
ICE DB”). Throughout the commercial, there 
is no language spoken between the two 
males, the only background sounds are 
cheering fans and football commentaries. 
The last scene on the platform is framed 
by the iconic football anthem “You’ll never 
walk alone”, which serves to highlight the 
emotional connection and commitment 
between the two men. From a cinematic 
view, it clearly cross-references earlier 
classical romantic reunions of couples.
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In this sensitive gay-themed advertising, 
both men are represented without 
stereotyping: wearing jersey and fan scarf, 
the football “fan” is well-integrated in 
the crowd of other male watchers, while 
his football-playing partner does not 
stand out from his fellow team players 
either. The decision to make a committed 
homosexual relationship in the context of 
football play the leading topic in their 25th 
anniversary advertisement in 2016 makes 
Deutsche Bahn appear as an open and 
tolerant company aware of the political 
diversity discourse in Germany - a year 
before marriage for all was legalized.

Conclusion
 
Representations of homosexuality have 
become increasingly visible in German 
mainstream advertising. While earlier 
advertising targeted to gay men was 
primarily published in specialized media, 
the growing economic potential of the 
gay community has made marketing 
professionals at global brands realize that 

for a campaign to be successful, it has 
to be mainstream. The advertisements 
discussed here reflect a gradual movement 
from an implicit to a more explicit, open 
and increasingly cliché-free depiction with 
the respective representational strategies 
depending on what advertisers have found 
expedient at a given time. At the beginning 
of the 21st century, homosexuality 
was still represented in a covert way, 
avoiding stereotypes that would depict 
the portrayed man as unambiguously 
homosexual, thus allowing the company 
to target both gay consumers and the 
general public. In the Jacobs Krönung light 
advertisement of 2000 the homosexuality 
of the male actor was still left open as 
a “both-as-well” possibility and only 
hinted at by linguistic signs. In 2007, 
however, the representation of male 
homosexuality appeared in much more 
openly gay imagery. The ironic plot of the 
2010 Ikea-advertising supported fluid 
sexual orientations, but also partially lost 
its serious appeal through the attempted 
fling with the female protagonist. 

Figure 9: Deustsche Bahn,“The Football fan” (2016)
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Shifting public opinions mean that 
supporting same sex relationships in 
advertisements is no longer a taboo. As 
more consumers take into consideration 
the ethics of the brands they consider 
buying, featuring gay relationships shows a 
company´s awareness of market and social 
reality and has, therefore, become a viable 
marketing strategy – to reach both gay 
consumers and the general public. In fact, 
as more consumers support gay marriage 
than not, gay-friendly companies are able to 
boost their image among the general public 
and broaden their appeal. Consequently, 
in Germany, where the majority of people 
support gay rights and where sexual 
diversity is widely accepted, showing an 
open and tolerant attitude towards same-
sex relationships makes financial sense and 
opens up new commercial opportunities. 
The Mercedes Benz-advertising, the IKEA and 
Vodafone Christmas commercials and the 
Deutsche Bahn anniversary spot all published 
in the same year (2016), can be classified as 
completely integrative. In their cliché-free 
depiction of close intimate relationships 
between male couples the recent these 
ads represent a flexibility of attitudes and 
an open acceptance and celebration of 
gay men and their relationships which 
reflect changing social attitudes in German 
society at large. From an entrepreneurial 
perspective, a sensitive and respectful 
approach concerning gay marketing is also 
evidence of good business sense, or in the 
words of Katherine Sender´s book title, a 
matter of “business, not politics”  (Sender 
2004). 

However, what the analysis has also 
shown is that ethnic variation does seem 
to play very little or no part at all in German 
gay advertising. Likewise, there was little 
variation among gay men´s bodies in the 
advertising examples discussed here.  
Clearly, the ads were targeted towards 
a certain class of gays – notably white, 

educated, young, athletic, affluent and 
fashionable, as opposed to working class 
and black gays. Bearing in mind that 
within the gay community there exist, as 
within any other subculture, differences 
in nationality, ethnicity, age, religion and 
social background, marketing professionals 
who intend to reach out to this dynamic 
consumer group should refrain from 
conceptualizing this “imagined group” as 
homogeneous market.
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Abstract
A central theme of the cultural and creative industries (CCI) discourse is the exploitation of 
intellectual capital for economic benefits by CCI workers. Also, the CCI are seen as vehicles 
of cultural expression and should contribute significantly to employment generation. But 
beyond cultural expression and employment creation, the CCI can be a veritable pathway 
to the globalisation of local cultures. This paper reviews two segments of CCI in Nigeria to 
assess how the concept has fared, especially, with difficulties associated with registration 
and enforcement of IPRs in these two key segments. The paper explores a brief history 
and reviews activities in these two selected segments in terms of employment creation, 
economic value added and overall impact they are having on Nigeria’s culture and political 
economy. It concludes that authentic cultural creativity can indeed globalize aspects of a 
country’s culture and reposition its image in subtle but effective ways.
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Introduction

Nigeria’s cultural and creative industries 
(CCI) has grown in recent years, attracting 
the interest of researchers across the 
globe. Some segments, especially, the 
music, fashion designing, creative writing, 
and film unarguably, stand out as the 
most successful in terms of attracting 
global recognition and even critical 
acclaim. Youthful talents and experienced 
producers have combined creativity and 
the use of digital media communication 
technologies to transform the ecosystem 
and landscape. In the process, they have 
created and continue to create a new crop 
of ambassadors and industry icons that 
are fast becoming global stars. 

Creative writing and fashion designing 
have produced talents like Chinua 
Achebe, Wole Soyinka, and more recently, 
Chimamanda Ngozi Adichie, just to name a 
few in creative writing. Also, some Nigerian 
fashion designers have also distinguished 
themselves internationally, at least in 
Africa. Nigerian designers have graced 
the international runways of London, 
New York, Paris, Milan and Johannesburg, 
and have been featured in international 
fashion magazines. This article is however 
concerned with the success recorded in 
tow segments - music and film segments, 
and how their success is positively 
promoting and redefining Nigeria’s image 
across the world.

In the music industry, Nigerian recording 
artists have created a new global sound 
– Afrobeats – that is truly unique. These 
recording artists are taking the world of 
music entertainment by storm. They are 
getting global entertainment arenas like 
London’s O2 Arena packed full with music 
fans in completely sold-out gigs. CNN, 

in a report carried in May 6, 2009, noted 
that Nigerian musical acts are selling out 
entertainment arena across Africa and 
many parts of the world. In a more recent 
report by CNN on November 26, 2019 and 
captioned, Africa’s biggest music stars, CNN 
identified 10 music stars it recognised as 
Africa’s top ten. The Nigerian recording 
artist, Burna Boy, topped the list at number 
one. Burna was nominated for the best 
World Music Grammy. 

The list of top ten also included three 
other Nigerian music stars – Yemi Alade, 
Tiwa Savage and WizKid. Their sound 
is connecting Nigeria to the world and 
the world to Nigeria to the extent that 
Nigerian pop music can now be classified 
as a successful cultural export. The result 
of this recent success is that major United 
States record labels like UMG, Sony and 
Warner Group are finally taking notice of 
Nigerian acts and signing them on. For 
instance, Canadian rapper, Drake, has done 
commercially successfully collaborations 
with a Nigerian recording artist, WizKid. 
This collaboration is now available on 
iTunes. This is to cite just one of such 
collaborations. If this trend continues, 
within the next two decades, this author 
believes it may become a significant 
part of global pop music culture just like 
American pop music has been in the last 
three or four decades. 

The Nigeria film segment has also recorded 
significant progress in the last 28 years 
since its resurgence. Within this period 
it that has recorded significant success 
and global recognition, especially, among 
Africans in the Diaspora. However, it is 
reported that Netflix is taking an interest 
in Nollywood following recent successes. 
The drama, Lionheart, which nearly 
got into the Oscars but for a technical 
disqualification from the category it was to 
be nominated to, is one of the more recent 



successes in Nollywood. For many years 
now, Nollywood films are now streamed 
online by iROKOtv, an online film and 
media content distribution service which 
saw the opportunity and launched their 
service in 2011.  

Due to the successes recorded by 
these segments in the international 
marketplace, this article seeks to review 
the positive role these two segments 
have played in promoting and redefining 
a not-so-favourable image of Nigeria. 
The review applies three out of the four 
potential measures of activity in the 
creative industries suggested in the 
UNCTAD (2010, p. 99) creative economy 
report. These include: employment, time 
use, trade and value added, and copyright 
and intellectual property right. Because of 
the difficulty in estimating time use, this 
article will exclude that measure in its 
review and analysis. 

Exploring the CCI 
Concept

The concept of the cultural and creative 
industries (CCI) is a subject of intellectual 
disputes among academics and policy 
makers. The works of several authors and 
policy analysts (Garnham, 1987; Miège, 
1989; Peck, 2005; Hesmondhalgh and 
Pratt, 2005; Hesmondhalgh, 2007; Lovink 
and Rossiter, 2007; Pratt, 1999, 2005, 
2008; Gill and Pratt, 2008) highlight these 
disputes and the academic debates about 
the concept. Gill and Pratt (2008, p.4) have 
highlighted that, in different writings some 
of the above authors have suggested that 
the term ‘creative industries’ is simply 
a political rebranding of the cultural 
industries. Nevertheless, the CCIs are part 
of what is commonly referred to as the 
knowledge economy. 

Several studies and mapping documents 
by the Australia Creative Industries 
National Mapping Project (CINMP), UK 
Department of Culture Media and Sport 
(DCMS), the World Intellectual property 
Organisation (WIPO), UNESCO and 
others have identified segments and 
industries that constitute the CCI or the 
creative industries grouping. As earlier 
highlighted, the field literature indicates 
that the definition of the concept and 
the segments that form the CCIs are not 
universally accepted. Different countries 
applying different methodologies of 
classification have ended up including and 
classifying different segments as CCIs 
or creative segments. Hence, defining 
the concept has therefore been fraught 
with ambiguity, as various definitions and 
conceptualization of the subject matter 
have been “inconsistent and confusing” 
(Galloway and Dunlop 2007, p.17). 

In many instances ‘the terms creative 
industries and cultural industries have been 
used interchangeably even though their 
origins, meanings and uses are, quite 
different’ (Galloway and Dunlop 2007, 
p.33). In classifying what constitutes CCI 
segments, Australia’s Creative Industries 
National Mapping Project (CINMP) 
developed what they called the creative 
trident approach. This approach measures 
the creative workforce within the creative 
industries; the creative occupations 
within other industries; and the support 
occupations in the creative industries. The 
mapping project identifies the creative 
industries as those enterprises whose 
primary business activities fall within 
specific industrial activity classifications 
that are wholly or mostly creative.  

Higgs, Cunningham and Pagan (2007) have 
suggested six broad categories or groups 
within the creative economy segments 
and a number of finer sub-segments. 
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These include: 1) Music and Performing 
Arts Segment; 2) Film, TV and Radio 
Segment; 3) Advertising and Marketing 
Segment; 4) Software and Digital Content 
Segment; 5) Publishing Segment; and 
6) Architecture, Design and Visual Arts 
Segment. Within these segments, Higgs 
et al (ibid) identified the core industries and 
occupations in each broad category.

According to the DCMS (1998; 2001, p.4) 
the CCIs 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.” According to the 
DCMS template, CCIs include: advertising, 
architecture, arts and antique markets, 
crafts, design, designer fashion, film 
and video, interactive leisure software 
(electronic games), music, performing 
arts, publishing, software and computer 
services, and television and radio. Higgs 
and Cunningham (2008), Hesmondhalgh 
(2007), Galloway and Dunlop (2007), Pratt 
(1999, 2004) and others, have criticized 
this template. They argue, among other 
things, that it over reaches and overlaps 
various industries and occupations. 

In its own contribution to the development 
of the concept, UNCTAD/UNDP (2010, p.5) 
defines the cultural industries as “those 
industries that combine the creation, 
production and commercialization of 
products which are intangible and cultural 
in nature. The contents are typically 
protected by copyright and they can 
take the form of goods or services.”  
According to UNCTAD/UNDP, the cultural 
industries include printing, publishing and 
multimedia, audiovisual, phonographic 
and cinematographic productions as well 
as crafts and design. 

Literally speaking, the term creative 
industries incorporates a broader range 
of activities than the cultural industries. 
UNCTAD/UNDP (2010, p. 8) defines the 
creative industries as: 

the cycles of creation, production and 
distribution of goods and services that 
use creativity and intellectual capital 
as primary inputs;  constitute a set of 
knowledge-based activities, focused 
on but not limited to arts, potentially 
generating revenues from trade and 
intellectual property rights; comprise 
tangible products and intangible 
intellectual or artistic services with 
creative content, economic value 
and market objectives; stand at the 
crossroads of the artisan, services and 
industrial sectors; and constitute a 
new dynamic sector in world trade. 

Like other definitions, the UNCTAD/UNDP 
definition appears to be too wide and 
overreaching. It is however important to 
note that the concept makes a distinction 
between the creative and the cultural 
industries. But for the purposes of this 
paper, the terms cultural and creative will 
be used together to represent a group of 
economic segments.

From observation, the overriding factor 
in the definitions is the recognition that 
individual creativity from cultural activities 
provides a viable pathway to economic 
prosperity. Consequently, the central idea 
in the cultural industries discourse is how 
to harness individual talents from everyday 
cultural activities and position them for 
economic benefits within the sphere of 
intellectual property and the knowledge 
economy. This central idea resonates 
in all the CCI segments, especially, the 
music and film industries where individual 
talent and creativity is the currency that 
drives the creation and exchange of 
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value through intellectual property rights. 
This is different from other workers who 
also apply their talents in everyday work 
that create economic value but are not 
usually able to claim or register intellectual 
property from such works.

In the final analysis and regardless of 
the shortcomings in the definitions 
and other issues that problematize the 
concept, the development of the CCI 
remains an economic and social policy 
success.  Despite all the criticisms, its 
conceptualization broke new grounds in 
defining and bringing the contributions of 
the various segments to the economic 
limelight at various levels of government 
in the UK. It highlighted their economic 
relevance to the national economy. But 
their impact was not only limited to the 
UK, rather several countries have now 
adopted the same framework of analysis 
for the benefit of their cultural and creative 
industries. Hence, one can argue that the 
CCI, as an economic policy concept, has 
been a successful British export. 

The Cultural and Creative 
Industries in Nigeria

There is no clear organizing framework that 
maps out sectors to be classified as the 
CCI in Nigeria because there has been no 
similar mapping document by the Nigerian 
government that clearly delineates the CCI 
in Nigeria. The closest attempt at official 
policy for the CCI in Nigeria is the National 
Council for Arts and Culture (NCAC) and 
its equivalent in all the states of Nigeria. 
The NCAC Act identifies the segments and 
activities that are covered and supervised 
by the agency. This lack of a CCI mapping 
document or framework makes it difficult 
to effectively measure the impact and 
contribution of these segments to the 
Nigerian economy. But in November 2013, 

the British Council in Nigeria took steps to 
introduce and promote the CCI concept by 
publishing what it called a pilot study on 
the CCI in Lagos, Nigeria. The study was 
sponsored and conducted in collaboration 
with some key stakeholders and 
organisations. It attempted to map some 
traditional cultural and creative segments 
in Nigeria. 

The findings from that pilot study are 
documented in the, Mapping of Nigeria 
Creative Industries: Report of Lagos Pilot 
Study. In that study, the BC study made a 
preliminary delineation of what segments 
should constitute the creative sector in 
Nigeria, whereas a national and official 
consensus has yet to be reached on which 
segments constitute Nigeria’s creative 
industries. But a quick comparison 
indicates that the NCAC listing, the British 
Council preliminary delineation and the 
DCMS template are remarkably similar 
(see table 1), even though there remains 
to be seen an official delineation of the CCI 
by the Nigerian government. It is however 
important to note that the basis for the 
selection of the segments included in 
the NCAC Act and by the British Council 
working group is not explained. This falls 
into what Flew (2002, p.14) describes 
as ‘the element of ad hocery in some 
definitions of the cultural industries. 

The British Council also encouraged the 
formation of the Creative Enterprises 
Association of Nigeria (CEAN), and 
sponsors events organised by it. In all 
of these, the British Council has tried to 
raise an awareness about the potential 
contribution the CCI can bring to national 
socio-economic development. Hence, the 
concept is gradually finding its way into 
official planning documents of the Federal 
Government and some state government 
in Nigeria. 
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DCMS BC Preliminary Template NCAC

Advertising Advertising Photography

Architecture Architecture Architecture and town planning

Arts and antique markets
Visual art and animation 
(photography, painting, 
graphic design, drawing, 
sculpture, etc.) 

Painting, sculpture and general 
arts

Crafts Arts and crafts Sundry crafts

Design  ----------------------- -----------------------

Designer fashion Fashion and design Fashion, embroidery, weaving 
and similar crafts

Film and video Home video/film/televi-
sion and radio Film and cinema

Interactive leisure software 
(electronic games)

Tourism and hospitality 
(museums and mon-
uments, cuisine, night 
clubs, events manage-
ments etc.) 

Traditional dance, oral tradition 
and folklore

Music Music Music

Performing arts
Performing arts (theatre, 
festival, carnival, dance, 
drama, stand-up comedy) 

Drama and opera 

Publishing
Publishing (literature, 
book fairs, E-resources 
etc.)

Literature and poetry

Software and computer 
services ----------------------- Indigenous cuisine

Television and radio ----------------------- -----------------------

Table 1: Alternative templates for CCI segments composition
Source: Developed by author
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It is quite unfortunate that statistical 
reports from the Nigeria Bureau of 
Statistics and other relevant agencies of 
government such as the Central Bank still 
hardly provide data in a form that enables 
researchers to measure the economic 
contribution of the cultural and creative 
industries in Nigeria. But there is available 
information from other segments that may 
provide useful insights on the potentials 
that may exist in Nigeria’s CCI. We shall 
explore some of such information. 

The website of Nigeria’s National Bureau 
of Statistics (NBS), projects the country’s 
current (February 2020) population to 
be above 200 million people, with more 
than 50% of its people under 30 years 
of age (https://nigerianstat.gov.ng).  With 
18 years as the median age of the 
population, Nigeria has a relatively young 
population with its attendant positive 
impact on creativity and productivity. The 
NBS estimated Nigeria’s GDP figures 
at $410 billion (US dollars) as at 2019. 
Unfortunately, the reporting of Nigeria’s 
GDP figures provide little assistance in 
estimating the contribution of the CCI. 

For instance, the textile, apparel and 
footwear sector, which has a high input from 
individual entrepreneurs such as tailors 
and leatherworks producers, is classified 
as part of the manufacturing sector. The 
manufacturing sector also includes the 
wood and wood products producers 
which incorporates furniture makers. Two 
sectors – the arts, entertainment and 
recreation sector and the information and 
communication sector, which includes 
telecommunications and information 
services; publishing; motion pictures, 
sound recording and music production; 
and broadcasting- best approximate 
what should constitute the CCI. Nwankwo 
(2018) noted that as at 2015 Nigeria’s 
motion pictures, sound recording and 

music segment of the creative industries 
contributed about 22.8% of the of the 
total contribution of what he regarded 
as constituting the creative industries in 
Nigeria. 

Nwankwo (2018), drawing from figures 
provided by the NBS, estimated that 
some segments that form part of 
Nigeria’s CCI contributed 5.3% of 2015 
GDP. In nominal terms this amounts to 
about US$16.4billion or NGN5trillion as 
at that time. These segments, however, 
included the textile, apparel and footwear 
manufacturing segment, wood and 
wood products manufacturing segment, 
publishing segment, broadcasting 
segment, motion pictures, sound recording 
and music production segment, and the 
arts, entertainment and recreation sector. 
If we apply the same percentages to 2019 
GDP of US$410billion, the contribution of 
the CCI to GDP, using the same segments, 
will be about US$21.7billion. On a high level, 
the telecommunications and information 
services sector, another sector with key 
segments of the CCI, contributed about 
US$26.2 billion or NGN8trillion to 2015 
GDP.  Combining both figures indicate a 
significant contribution to Nigeria’s GDP. 
It is, however, unclear where figures for 
advertising, a key segment in the DCMS 
template, are captured. If we add the 
figures for the advertising segment, then 
the contribution of the CCI will further 
increase far beyond US$50billion.

To get more reliable estimates of the CCI in 
Nigeria, it will be useful to consider reports 
and opinions by various agencies and 
researchers. An online report published 
on January 6, 2019 by THISDAY, a leading 
national daily in Nigeria, suggest that 
Nigeria’s creative industry accounted for 
about 2.3% of National GDP as at 2016. A 
similar report published on April 2, 2019, 
by the Guardian, another leading national 
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daily newspapers, corroborates the earlier 
report by THISDAY. Both reports suggest 
that in monetary terms, the creative 
industries contribute about NGN239billion 
(about US$660million) to GDP. The writers 
of both reports further suggest that this 
figure should have grown by 2019, and 
opine that the creative sectors hold the 
key to reducing the unemployment levels 
put at about 23%. However, these reports 
did not clarify which segments they 
considered while making these estimates. 
But the content of the reports seemed 
to center more around the music, high 
fashion and entertainment segments. 

Further insight into the CCI may be got from 
the records on mobile telecommunication 
penetration in Nigeria. Records available on 
the website of the Nigeria Communications 
Commission (NCC), suggests there were 
over 186 million active mobile and fixed 
wireless telephone subscribers as at 
January 2020. However, mobile GSM 
accounts for over 99.85% of this figure. 
Figures from the NCC also state that there 
are over 128.7million internet subscribers 
in Nigeria, as at January 2020, representing 
over 69% of all telephone subscribers. Of 
the 128.7million internet subscribers in 
Nigeria, 73.4million, representing 38.49%, 
are broadband internet subscribers. This 
high numbers of internet subscribers 
provide additional insight into the potential 
size and economic contribution of Nigeria’s 
CCI. Without much doubt, the structure 
of Nigeria’s population suggests that a 
significant majority of these internet users 
are likely to be young. These statistics 
suggests that Nigeria’s young population is 
busy online. 

In the age of globalization and digitization, 
a large population size and high internet 
penetration both present significant 
economic advantages, opportunities and 
challenges, as has been witnessed in 

China, India and Brazil. A predominantly 
young population and relatively high 
internet penetration level constitute an 
interesting combination that potentially 
promises to have a positive impact on 
Nigeria’s CCI sectors and the economy in 
general. Industry watchers have posited 
that this high internet penetration is largely 
responsible for the shift in the creative 
industries’ business and revenue models. 
The internet is enabling content streaming 
services and therefore upending traditional 
business models in the creative industries. 
These indices signpost potential economic 
opportunities for young creative talents 
even though research shows that they also 
present great challenges to CCI producers 
such as fashion designers, movie producers, 
film producers, etc.(Samuel, 2019, Shultz, 
2011; Spender, 2009 ). In a nutshell, these 
trends are also being witnessed in Nigeria.

Reviewing the Impact 
of the Music and film 
segments in Nigeria

The Nigeria film industry – 
Nollywood.

The Nigerian film segment otherwise 
known as Nollywood, has recorded 
significant progress in Nigeria in the last 
28 years. The success story of Nollywood 
has been highlighted by several writers 
(Onuzulike, 2007; Lobato, 2010; Obiaya, 
2012; Giwa, 2014; Bisschoff, 2015; 
Alakwe, 2018, Nwankwo, 2018, etc.). 
According to UNCTAD (2010) film 
production started in Nigeria around 1948 
with the production of documentaries and 
news reels. However, commercial film 
production began in the early1970s when 
the first commercial film was made in 
Nigeria. But since those days, the Nigerian 
has continuously shown significant 
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potential for economic prosperity. The 
UNCTAD (2010) report and other writings 
provide fairly good historicity of the 
development of Nigerian film segment.

It is now widely believed that the industry 
is the third largest film industry in the 
world, in terms of value, after America’s 
Hollywood and India’s Bollywood. Lobato 
(2010) argues that while Nollywood may 
not lead in revenues, it probably leads 
other industries in terms of volume of films 
produced per annum. It is not precisely 
known how many titles are released every 
year in the Nigerian film industry. UNCTAD 
(2010, p .250) however reported that, 
“Nollywood produces more than 1,005 
home video films annually, but Lobato 
(2010) believes it may be about 2000 
titles annually. If you go by the number of 
titles approved by the National Film and 
Video Censors Board (NFVSB), the number 
is somewhere between 1000 and 2000. 
This number of titles is significant and 
suggests either that there is demand for 
it or that it is economically profitable, at 
least on a small and subsistence scale.

Although the industry has great potentials 
and has recorded significant number of 
titles and value of productions, the sector 
is battling several challenges that stifle 
its growth and development. There are 
structural and resource constraints that 
hinder the entry of Nigeria’s home video 
into the global market. According to the 
UNCTAD (2010) report, these constraints 
include: lack of funding sources, lack 
of structured local and international 
distribution/marketing infrastructure, 
piracy and lack of a robust anti-piracy 
enforcement mechanism, poor quality 
of production, distribution and exhibition 
infrastructure, dearth of technical/
professional skills, lack of technical/
professional training infrastructure, high 
level of industry fragmentation, and a lack 

of industry data for planning and decision-
making. 

In terms of employment creation, Lobato 
(2010) has noted that Nollywood producers 
are achieving many of the objectives of 
the CCI concept. Lobato reaffirms that 
Nollywood has created thousands of 
jobs and achieved unprecedented levels 
of growth without government subsidies 
or any assistance from the state, NGOs, 
international agencies or film festivals. The 
UNCTAD (2010) creative industry report 
stated that the Nigeria film industry has 
well over 500,000 home video distribution 
and rental clubs that employ millions 
of Nigerians. Apart from the actors, 
Nollywood employs thousands of skilled 
and unskilled “behind the scenes workers” 
(Obiaya, 2012). Nollywood now indirectly 
provides online jobs for many through 
strategic private sector led initiatives such 
as the online streaming services provided 
by iROKOtv. Through this unique service 
and some others, thousands of Nollywood 
titles are made available for online viewing 
to millions of audiences across the globe. 
In an environment where there is a weak 
intellectual property right protection 
framework, such initiatives have helped 
protect and cushion the effect of revenues 
losses due to piracy. Thus, iROKOtv met 
with immediate market acceptance and 
success.

It is important to note that there was 
practically no government funding 
assistance or subsidies to Nollywood until 
Project Act was initiated by the Goodluck 
Jonathan led Federal Government of 
Nigeria in 2013. As a way of building 
capacity in the film industry, the Project 
Act, sought to partner with local training 
institutions to provide world class training 
and skills development facilities for 
practitioners in the film industry. Part of 
the intervention fund was to enable local 
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organisations acquire modern equipment 
for training of creative workers in the film 
industry. President Jonathan’s initiative 
was the first time a sitting president and 
indeed the country would make available 
such an amount (US$200million) as 
intervention fund to strategically grow the 
film sector. 

It was therefore a manifest declaration of 
the growing importance of that cultural 
segment and the recognition of its 
potential impact on Nigeria’s cultural and 
socio-economic development. The fund 
was made up of two components. The 
first component was to be dedicated to 
training and skills acquisition for ‘behind 
the scenes’ Nollywood practitioners in 
scriptwriting, directing, production and 
production design, special effects, lighting, 
sound engineering, HD techniques, acting, 
cinematography, make-up, editing, etc. 
The second component was meant for 
modernizing, upgrading and purchase of 
technical training equipment in existing 
Nigerian-owned private institutes that 
offer training courses and professional 

programs for technical certification in the 
movie industry. 

Notwithstanding all the challenges 
and peculiar difficulties in the Nigeria 
environment, Lobato (2010) observes 
that Nollywood has recorded uncommon 
success with limited funding and no 
financial support from government. 
Therefore, there is a need to formally 
study the sector to reveal strategies 
and measures that could be applied in 
other jurisdictions. The summary of the 
Nollywood experience is that the creative 
exploits of Nigerians in this segment is 
now a known global phenomenon and 
can be replicated in other CCI segments. 
It also demonstrates that by leveraging 
information technology (internet), cultural 
and creative producers in Nigeria’s CCI can 
reach international audiences and assume 
global relevance in this era of globalisation.
Despite the challenges, globalization and 
increased connectedness via the internet 
and digital media technologies has enabled 
Nollywood to record significant growth 
within the last 28 years. Nollywood stars 
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are celebrities in their own rights in Africa 
and among Africans in the Diaspora. They 
celebrated in Ghana, Kenya, Uganda, South 
Africa, Jamaica, Brazil, Haiti, and many 
more countries. Their movies are popular 
with black communities across the world. 
Nollywood now boasts of movies that 
premiere on IMAX cinema. Nollywood now 
produces films and television series that 
run on international cable TV. Nollywood 
has recently produced movies like 
Lionheart that nearly got nominated for the 
2019 US Academy awards. It is reported 
that following the quality and success of 
Lionheart, Netflix is finally taking notice of 
Nollywood and may be planning to make 
investments. If this happens (even though 
it may be more of a medium term plan), it 
will move he segment several notches up. 
In the author’s reckoning iROKOtv remains 
Nollywood’s most important evidence 
of the existence of global appeal and 
endorsement.

This evidence of its relative success 
in the global space suggests that the 
industry could constitute a veritable 
source of foreign revenues for Nigeria as 
a country and for the individual artists. 
It also constitutes a powerful cultural 
communication tool that unites and 
integrates. It is both an art and an industry 
whose development should be of great 
national interest in terms of its social 
and economic value. Its impact, as earlier 
highlighted, goes beyond the stories told 
in the films. The industry as a global audio-
visual media platform showcases various 
aspects of Nigerian and African culture 
– fashion and textile, sundry arts and 
crafts, architecture, beauty and make-up, 
carpentry and woodworks, wrought iron, 
tourism, etc. 

I will like to argue that the success 
of Nollywood is, among other things, 
hinged on its role in telling the authentic 

Nigerian and African story; its role in 
showcasing the authentic contemporary 
cultures of Nigeria and by extension, 
Africa. Nollywood represents a manifest 
statement that Africans have cultures 
and identities that are not projected or 
deliberated mis-projected by mainstream 
media and entertainment networks. 
Nollywood showcases Africa’s rich cultural 
heritage in dress fashion, textile, beauty 
and make-up, architecture, furniture and 
woodworks, metalworks, sundry arts and 
crafts, tourism, religion and philosophy. It 
announces a rich diversity that was hitherto 
not known or just taken for granted. This 
is another reason why iROKOtv, a digital 
content and film distribution service, 
seems to be commercially succeeding (at 
least in convincing investors to invest in it). 
In this sense, despite its relative infancy 
and many weaknesses, Nollywood is a 
true Nigerian success story.

It will be worthwhile if government officials 
will leverage the linkages to showcase the 
opportunities that exists in other segments 
of our national economy and culture. For 
instance, the cultural dominance of the 
US is not just because of its economic 
and military strength but also because of 
its control of mainstream global media 
that continually propagate its culture. 
Through various forms of media (print, 
film, television, music, literature, etc.) key 
aspects of American culture – language, 
fashion, arts, music, etc., are given daily 
coverage that gradually make them 
acceptable and established as dominant 
(hegemonic) cultures. This is consistent 
with the Gramsci idea that cultures 
become hegemonic as they are constantly 
propagated, through institutions like the 
media that form the superstructure of 
society, to the point that they become the 
‘common sense’ values of everyone. 
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The Nigeria music 
industry

The UNCTAD (2010) report identifies 
music as one of the central CCI segments 
that provides not just a platform for 
cultural expression but also economic 
reward in practically all societies. Music 
transcends and penetrates physical 
boundaries, language and cultural barriers 
and therefore a veritable instrument for 
intercultural dialogue. Musical composers, 
singers and songwriters can share 
their creative expressions with people 
and audiences from different cultures, 
languages and geographies. This unique 
characteristic makes music easily 
exportable. With advances in information 
communication technologies, any local 
music can reach a global audience within 
minutes of pushing a share command icon/
button on a digital device. Consequently, 
digital technologies have introduced a 
paradigm shift in the way music is created, 
produced, traded and marketed globally as 
a commodity of value.  

In the recent past effective music promotion 
required the artist to produce a few hundreds 
of demo/promotion copies to be distributed 
to television and radio presenters and DJs. 
But all that has changed. Nigerian music 
has blossomed with a variety of creative 
talents in the last few decades. There are 
songwriters, recording artistes, back-up 
singers, instrumentalists, sound engineers, 
musical video producers, etc. Also, there 
are show promoters, financiers, artistes’ 
managers, PR handlers, etc. This is not to 
suggest that these professionals are new 
to the industry, but they have grown in 
numbers. 

With the popularization and wide 
acceptance of a unique rhythm and 

authentic style of music previously known 
as Nigerian hip-hop (but now collectively 
referred to as Afrobeats) the industry 
assumed a new growth and development 
trajectory in the last decade. Initially, its 
acceptance was limited to Nigeria and 
Nigerian audiences in the diaspora. But 
gradually the genre has become appealing 
and accepted by audiences across Africa 
and the world. Amadi (2017) in an article 
published in Vanguard newspapers on July 
23, 2017, noted that several speakers and 
contributors at the Creative Nigeria Summit, 
2017, overwhelmingly voiced ‘the success 
of Nigerian music, nationally, continentally 
and internationally’. The speakers at the 
summit included representatives of the 
Copyright Society of Nigeria (COSON) as well 
as other stakeholders in the Nigeria music 
industry. The summit participants also 
observed that over 80% of music content 
on Nigeria media is now Nigerian. This wide 
appeal has reflected in the annual revenues 
attributed to the industry, the radio-airtime 
devoted to Nigerian music on local radio 
stations, as well as in the number of youths 
attracted to pursuing careers in various 
aspects of music.

It is common knowledge that in the 
decades of the 1970s and up till the end of 
the 1990s, music and the performing arts 
were not considered top career choices 
for many youths in Nigeria. Music and the 
performing arts was largely considered 
careers for social misfits, for those who 
could not pursue further education, those 
who could not seek careers in the civil 
service or in the more formal sectors of 
the economy. Unarguably, the industry has 
come a long way. However, the story has 
not always been about hip-pop/pop music. 
The industry has witnessed the rise and fall 
of different genres of music. 

Afropop Worldwide, in an article in its 
website, (http://www.afropop.org), noted 
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that Highlife music was West Africa’s 
pioneer popular music of the late colonial 
and early independence era. During this era 
other genres - Apala/Juju/Fuji and Afrobeat, 
related to highlife also emerged. But in 
the late 1970s and up to the early 1990s, 
reggae and pop music genres gained 
ground. During this era Fela Kuti stood out, 
and achieved international recognition and 
acclaim. I believe he stood out because 
of the uniqueness of his music which he 
styled Afrobeat without an ‘s’. 

Nigerian musicians of that era played 
music that I will argue was authentic to 
Nigeria and Africa. They fused sound from 
western instruments with those from 
local instruments. Most of the times they 
sang in local dialects, local Pidgin English,  
but sometimes in Standard English. The 
result was something unique to Africa. 
Many of the musical talents of that era 
should have become international music 
stars but were constrained by the histories 
and the capacities of the infrastructure of 
their times. 

During this period, music was produced and 
marketed by record companies through 
long play plates (LPs) and cassettes. Those 
who desired to listen to music must own 
record players or be closely associated to 
someone who owns one. If you could not 
afford record-players, you have to, either, 
wait to watch live performances of the 
artists or hope to hear music from the local 
radios. But poverty levels also meant that 
large portions of the population, especially 
rural dwellers, did not have radios and 
could not afford to go watch live shows.

Music as an art form was largely produced 
and enjoyed locally, and so the influence of 
the artist could not travel quite easily. The 
artist had to physically travel to desired 
audiences outside of their urban base. At 
this time the infrastructure and technology 

of transportation, its availability and 
affordability, were greatly constrained. 
For instance, the highly talented highlife 
musician, Rex Jim Lawson, died in a car 
crash, on his way to play at a musical show 
in 1971. This meant that musical artists 
lived very precarious lives - exposed to the 
dangers of frequent travels under unsafe 
conditions. Poverty level also meant that 
record sales were low, and artists had to 
rely on live performances to augment 
income, which made the occupation 
appear economically insecure and even 
more precarious, at that time. Of course, 
there were little or no opportunities at  
all for endorsements. I believe the 
experience from this era created a 
narrative that informed the mindset 
against pursuing careers in the performing 
arts. But all that has changed dramatically, 
even though there is still a hangover of 
that mindset today. 

In the mid-1980s and the 1990s, reggae, 
pop, and afrobeat music held sway, even 
though highlife was still enjoyed by older 
audiences. During this time, the technology 
and marketing infrastructure of music as 
well as the technology and infrastructure 
of transportation were greatly improved. 
Many international recording companies 
were already domiciled in Nigeria and 
many local recording labels had also 
emerged. Recording artists now had the 
opportunities their predecessors never 
had. By these developments, truly talented 
artists achieved fame as music stars. Yet, 
only a few of them were truly financially 
successful. Except for a few, most of them 
had limited fame. Despite local fame and 
success, many were hardly known outside 
Nigeria and beyond Africa, unlike many 
contemporary Nigerian artists of today. 
The Nigerian music industry began to 
assume a new trajectory in the early to 
mid-2000s. Within this period, the industry 
has also had a very active Christian gospel 
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music segment with a unique sound. A new 
crop of artists began to emerge with a new 
sound. Many Nigerian gospel musicians 
have also achieved international success. 
The likes of Frank Edwards, has recorded 
songs with the world-renowned gospel 
musician, Don Moen. Many Nigerian gospel 
musicians like Sinach have performed and 
are well known within the global Christian 
community.

One can argue that during this period 
another authentic Nigerian music genre 
emerged. Although it resembles western 
style R & B/hip-hop, it remains a unique 
genre that reflects a style and sound of 
music that truly evolved from Nigeria. A 
style that is now recognized and accepted 
across the world. I will like to argue that 
this uniqueness was the extra factor in the 
success of Nigerian music. This resonates 
with the global success Fela Kuti, who 
also created a truly unique genre he called 
afrobeat. Afrobeat music is unique, even 
though it carries features of jazz music, 
it is unmistakably unique in style and 
sound. The success of Nigerian music on 
the global music arena is a clear example 
that the world is waiting for authentic 
African contributions. Fela Kuti’s fame 
suggested this thinking, and the success 
of contemporary Nigerian music that is 
unmistakably unique in sound, language 
and style of rendition confirms it. 
Ubani (2015), in an article published May 
6, 2015 on Tush Magazine, noted the 
contribution of some music entertainment 
channels in the rise of Nigerian music 
– MTV Africa, Channel O Africa, Hip TV, 
Primetime Africa, Sound City, Trace TV, 
Afropop TV. Through television playtime 
and the various awards they organize, they 
have all played important roles in bringing 
Nigeria music to a global audience. But 
that is primarily because their audiences 
across the world find Nigerian music an 
appealing media content. Ubani further 

notes that the international exposure 
and success Nigeria music has enjoyed 
has led to international collaborations 
between Nigerian musical acts and some 
international recording artists – D’Banj 
featured the Senegalese star, Akon, while 
P-Square have featured Rick Ross and T.I.   
Many of these artists are brand 
ambassadors for leading corporate brands 
in Nigeria. Within the mobile network 
operators of Nigeria alone, the following 
musical artists have signed brand 
endorsement deals. It is estimated that 
some of these endorsement deals are 
significant sums that run into tens, and 
sometimes more than, NGN100 million. 
With such evidence, one can argue that 
the Nigerian music industry is one of 
the more outstanding examples of how 
individual creativity can drive economic 
prosperity. Despite weak frameworks 
for the protection of intellectual property 
rights (IPRs) and the menace of piracy, 
content producers in the industry have 
found creative ways to use the weakness 
to their advantage. 

In the face of globalisation and increasing 
digitization, industry players have 
leveraged the traditional media (radio 
and TV) and digital mobile technologies to 
access new markets, reach new audiences 
and create new revenue streams.  But just 
as the internet and digital technologies 
provide great opportunities to reach global 
markets, it also poses threats to revenues. 
Unless music producers can develop 
creative ways of tracking and converting 
free online music downloads and peer-to-
peer (P2P) file sharing activities, significant 
revenues will still be lost. However, some 
industry watchers like this author, believe 
that this development is not necessarily a 
threat to revenues. They argue that what 
has happened is that the revenue model 
has changed. Therefore, those recording 
artists under good management have 
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in turn modified their acts. The revenue 
model has changed in the sense that 
producing music is no more an end, but 
now a means to an end. 

Music is no more a product but a service 
sold to create a brand following that 
can then be commoditized by the artist. 
Commodification of brand following 
comes in the form of brand endorsements, 
caller ring-back tunes (RBT), music shows 
and private gigs, advertising revenues 
from large online following. As a matter of 
fact, the rise of digital telecommunication 
technologies and the internet, especially, 
the filing sharing dimensions of the 
internet, and the rise of the so-called 
digital generations Y and Z, have combined 
to drive the observed global rise and 
popularity of Nigerian music.   

A CNN report, citing PwC data, states 
that 90% of record sales in Nigeria will be 
on digital platforms by the end of 2020.  
We are now in 2020 and so we await the 

figures. However, other similar reports 
suggest that this figure may be much 
higher. For example, a CNBC Africa report 
suggested that global live performances 
revenues were about $105 million US 
dollars in 2014, despite challenges with 
piracy and copyright infringements, 
infrastructure, etc. Going further, CNBC 
Africa quoted Obi Asika, CEO, of Storm 
Records, a leading record label, as stating 
that Nigeria’s mobile telephone network 
providers recorded revenues of more 
than $150 million US dollars from the 
sale of music ring back tunes (RBTs), and 
other related music services to mobile 
telephone subscribers in Nigeria in 2014. 
This was corroborated by Bloomberg, 
which reported that mobile music sales in 
Nigeria generates up to $150 million US 
dollars in annual revenues, and currently 
provides the largest platform for digital 
music distribution. 
Unarguably, the use of mobile networks 
and other digital platforms provide a 
gateway to reach global audiences, and 
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allows artists to be in touch with their 
fan base using social media platforms 
- Twitter, Instagram, Facebook, etc. It 
is instructive to note that global media 
organisations such as CNN and CNBC 
are now devoting media space to the 
Nigerian music industry. CNN Marketplace 
Africa notes that at a recent international 
conference on music (South by Southwest 
conference - SXSW) held in Austin, Texas, 
United States of America, in 2017, panel 
discussion sessions were held on the 
Nigerian music industry, for the first time. 
Finally, the entry of global music labels like 
Sony Music Entertainment, Warner Music 
Group, and Universal Music Group into the 
Nigerian music industry as evidenced by 
the signing of local music artists like Burna 
Boy (Warner), Davido (Sony), Tiwa Savage 
(Universal), and others, indicates that the 
industry is assuming global relevance. 

Conclusion

The creative and cultural industries concept 
was formulated as a policy framework 
to harness the individual talents in the 
creative and cultural industries. The 
big idea was to provide a viable and 
sustainable platform for promoting 
economic prosperity in local populations 
and to transform cultural societies into 
viable value adding participants in the 
national and global economy (Kwanashie 
et al, 2009). Therefore, the impact of the 
cultural industries is beyond the economy. 
As cultural segments they have intrinsic 
cultural identity values that cannot be 
quantified in monetary terms. There are 
social impacts which include providing 
platforms for cultural expression, 
contributing to civilization, creating a 
sense of pride and dignity, promoting the 
art, reducing poverty, among others. The 
wellspring of expression it affords ordinary 
people constitute forms of social and 

cultural liberation (UNDP/UNESCO, 2013, 
p. 21). The impact of these two segments 
of Nigeria’s creative industries have proved 
to platforms for cultural expression and the 
globalisation of culture, promotion of the 
arts and which contributes to civilisation. 
Without doubt, Nigerian music and film are 
veritable cultural exports, and as Nwankwo 
(2018) noted, these segments among 
others in Nigeria’s creative industries have 
bathed Nigeria with global limelight.

The Nigeria film and music industries 
have fared well in terms of providing 
employment and a means of economic 
empowerment for ordinary talents 
and creative people. Their estimated 
contribution to GDP suggest that both 
industries together are providing millions 
of direct and indirect jobs in the Nigeria 
economy. In terms of value added, these 
industries are currently generating 
revenues in hundreds of millions of 
US dollars and are making significant 
contributions to income taxes and foreign 
exchange earnings through royalties from 
IPRs. In a country where there is high 
incidence of high negative emigration due 
to poverty, insecurity and unemployment, 
this is a welcome development. The 
opportunities these segments provide 
remains an encouragement to many 
Nigerians in the Diaspora to return. 

The structure of the Nigerian film segment 
has also proved that there can be success 
outside the Hollywood model. This 
success led to the creation of iROKOtv, 
the leading internet-based African 
movies distribution service. IROKOtv, was 
simply born out of the need to create and 
effectively distribute Nigerian movies. 
The iROKOtv platforms has ensured that 
creators of IPR in the film segment derive 
economic benefits. This ensures that more 
titles are produced by Nigerian producers. 
It has however expanded its operations 
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to include movies from other countries in 
Africa. IROKOTV has subscriptions across 
the world, especially, among Africans in 
the Diaspora, which is its main target 
audience. But it all started with the success 
of Nigerian film. 

In conclusion, Nigerian music and film have 
created a new wave of cultural awareness 
and increasing tendency to identify with 
Nigeria, especially, among Nigerians in the 
Diaspora. Due to their economic potential, 
there is now a resuscitated sense of pride 
in being Nigerian. Nigerian stars that now 
populate these two segments are shining 
so bright that they are increasingly eclipsing 
the previously dark and battered image 
associated with the Nigerian identity, 
thereby encouraging many in the Diaspora 
to consider returning home. By strictly 
exploiting their talent and creativity, they 
have attracted international capital and 
foreign direct invest from global capitalist 
players in music and entertainment. These 
erstwhile local players have demonstrated 
that ordinary Nigerians have a critical 
role to play in making Nigeria better. 
Despite the apparent weaknesses and 
documented failures of successive 
governments, ordinary citizens in these 
two segments have used their creative 
talents to positively promote the image 
and culture of Nigeria to the world.
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Abstract
The paper proposes an evaluation of the impact of paywalls on information. A new media 
model based on digital platforms and paywalls is the theoretical basis. A literature review 
shows that currently many newspapers operate some kind of paywalls; however, the choice 
of free and/or paywalled content is not obvious. We study the cases of three Swiss newspa-
pers and three French newspapers. The types of paywalls and the subscription prices are de-
scribed. Data concerning free and paid articles are analysed for some main sections. Results 
show differentiation between free and paid articles concerning the authors and the types of 
articles. Different strategies appear, particularly at the level of different sections of a news-
paper. Finally, we discuss the idea of a kind of “Gresham’s law” of information.
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Introduction

Information is a cornerstone within our 
society. Media theories have long dealt with 
this issue. It is crucial to deepen concepts 
and methodologies to understand the 
mechanisms related to the increasing flow 
of information and “dis-information”, “mis-
information” or “mal-information” (Wardle 
and Derakhshan 2017: 20). The media 
ecosystem has been globally facing huge 
transformations, particularly in the press, 
for more than a decade. Many researches 
have shown the development of new 
narrative formats, new journalistic practices 
and organizations of journalistic work, new 
relationship between media and users (see, 
e.g., Pew research center, 2017; Newman, 
2019). In this paper, our main underlying 
objective is to evaluate the impact of 
paywalls on information. Obviously, paywalls 
limit the access to a part of information. We 
would like to study if there is a general trend 
toward a strong differentiation between free 
information and paid information through 
newspapers paywalls. 

Theoretical foundations

The theoretical foundations of our research 
lie at the interface of media economics and 
media and communication science. In this 
section, we present the general theoretical 
foundations and we will outline main 
research works on paywalls in the next 
section. 

Our general approach refers in particular 
to works on media economic models 
(the two-sided model and multi-sided 
models: Gabszewicz et al., 2015; Evans 
& Schmalensee, 2016), works on digital 
platforms (de Reuver et al., 2018; Varian, 
2010), and studies on changes in journalistic 

practices (see, e.g., Nielsen et al., 2016; 
Lewis, 2015). In particular, we would like 
to highlight the importance of certain large 
Internet platforms that are capturing a 
growing share of advertising resources and 
have often become main intermediaries 
for the distribution of news. Furthermore 
calculation capacities, data collecting and 
algorithms are increasing. Thus “‘Big Data’” 
strategies are the Next Big Thing for media 
companies” (Stone, 2014: 1). Nowadays 
search Engine Optimization (SEO) is a tool 
used by media professionals in order to 
increase traffic, since search engines direct 
a great amount of traffic to news websites. 
Search engines, and more particularly 
Google have a significant effect not only 
on the Web traffic of media websites, but 
more generally on news gathering, news 
production and distribution, and thus on 
journalism. Beyond innovative aspects of 
digital platforms, various recent studies 
have critically examined the economic and 
social consequences of the use of digital 
platforms. Van Dijck et al. (2018) describe 
the three processes of datafication, 
commodification and selection that are 
developing through digital platforms and 
they question the compatibility between 
private interests and public values. Bell et 
al. (2017: 10) consider that “The influence of 
social platforms shapes the journalism itself. 
By offering incentives to news organizations 
for particular types of content, such as 
live video, or by dictating publisher activity 
through design standards, the platforms are 
explicitly editorial”. 

In recent works we proposed a new media 
model we called first the “advertising-
traffic-data” model (ATDM) (Badillo & 
Bourgeois, 2015), and finally the “media 
Googlization” model (Badillo & Bourgeois, 
2019 and 2020). This model is not only an 
economic representation of online media 
but integrates new strategies of media 
companies and corresponds to a complete 
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change of what has been usually considered 
as the “essence” of media and journalism. 
We have used the term “Googlization” to 
focus on the importance of online platforms 
and the new digital management processes 
they have created. The media Googlization 
model is indeed very different from the 
traditional “two-sided” model (Rochet & 
Tirole, 2006). In the traditional model the 
core of journalism is the capacity to define 
an editorial concept which interests an 
audience. So advertising revenues are a 
consequence of the success (or not) of the 
editorial concept. The media Googlization 
model takes into account the digital context 
and in particular changes linked to Big 
Data, algorithms and automation. From 
an economic point of view, it is a multi-
sided model with media services and other 
services. The new managerial approach of 
big media groups seems to exclude more or 
less journalistic skills and to give priority to 
the new business model: advertising and/or 
collecting data are almost the prerequisite of 
many editorial concepts. The central purpose 
is no longer to produce information with the 
value added of journalistic work, but rather 
to get digital traffic. The editorial logic fades 
in favour of data and traffic. 

We aim at studying how paywalls have an 
impact on information, in this new digital 
context. More precisely, we would like to 
analyse if there is differentiation in content, 
depending if the content is offered outside 
versus behind the paywall. Before defining 
our methodology for the applied analysis, we 
propose a short summary of the academic 
literature on paywalls in order to present 
how our research relates to this literature.

Literature on paywalls

“A paywall can be defined as a subscription 
model which limits the public’s access to all, 
or to some digital news content, without a 
payment” (Myllylahti, 2016: 460). Thus, “a 

paywall acts as a barrier between an internet 
user and a news organization’s online 
content” (Pickard and Williams, 2014: 195). 
With a hard paywall all content on the Web 
site is charged while a soft paywall allows 
for free access to some content. Among 
soft paywalls a distinction is usually made 
between metered paywalls which allow 
readers to read a number of articles before 
paying and freemium paywalls which allow 
readers free access to a selection of content 
while the premium content is reserved to 
readers who accept to pay. “The models we 
observed in Europe are diverse and relatively 
new (…) However, it seems that soft paywalls, 
like metered or premium (freemium) model, 
in general are more common than the hard 
walls that leave no or very little content 
available for free” (Nenadic & Ostling, 2018: 
14). In their analysis of 171 important news 
organizations in six European countries, 
Cornia et al. (2017) show that freemium 
models are the most widely used, followed 
by metered paywalls. In a study on 212 news 
outlets in six European countries and the 
U.S. in 2018, Simon and Graves (2019) found 
that 69 percent of the newspapers they 
surveyed operate some kind of a pay model, 
“with the landscape evenly divided between 
freemium models and metered paywalls 
(33 percent each)” (Simon & Graves, 2019: 
1), while hard paywalls represented only 3%. 
Concerning France, 61,9% of the newspapers 
and weeklies surveyed by Simon and Graves 
applied a freemium model, 33,4% a metered 
model, and free access represented only 
4,3% of the sample. Our applied analysis 
below concerns six online daily newspapers, 
including three French newspapers and 
three Swiss newspapers, all of them with 
soft paywalls: one metered, four freemium 
and one that combines the metered system 
and the freemium system.

When a publisher chooses to introduce a 
paywall, an obvious objective is to propose 
a paid content that is most likely to be of 



92 | JOCIS 2020 - V5, ISSN: 5-607727-158028 00005 

interest to readers who agree to pay for the 
content. Many studies show indeed that 
paywalls are considered by publishers as 
protecting the most valuable content. In an 
analysis of the paywall strategies of three 
Norwegian online newspapers Sjøvaag 
(2016) demonstrates that “open online 
news content is highly traffic-generating, 
while paywalled content protects the most 
valued and resource-demanding journalistic 
production of the newsroom” (Sjøvaag, 
2016: 304). Of course, the characteristics 
of the most valuable content depend of 
the publisher strategy. Kvalheim (2013) 
analysed the local Norwegian newspaper 
Fædrelandsvennen in 2012-2013 and 
found that the content has not changed 
significantly with the introduction of 
the paywall. In a study of two leading 
Australasian financial newspapers Myllylahti 
(2017: 469) found that publishers “consider 
hard news and opinion pieces as their most 
saleable and valuable commodity, as this 
content was the most paywalled in both 
papers”. But the appreciation by a publisher 
of a valuable content does not necessarily 
correspond to the readers’ reception nor 
to the readers’ willingness to pay. For 

example, Brandstetter and Schmalhofer 
(2014) analysed the content published in the 
Business and Finance section on the website 
www.welt.de before and after the paywall 
was launched in December 2012 and they 
found that the paywalled content did not 
provide added value that merited payment 
from the readers, in particular because there 
was only a little paywalled content that the 
reader cannot get elsewhere for free. Olsen 
and Solvol (2018b) show that there are 
often misalignments between the intended 
attractiveness of paywalled content and 
audience attitude toward this content. The 
choice of paywalled content by publishers is 
not at all obvious: Piechota (2019) considers 
that segmentation is a main strategy 
to grow subscriptions and revenues; in 
particular, non-news products may interest 
some segments of users, as the case of the 
New York Times analysed by Piechota shows. 
But sometimes news organisations decide 
to drop, suspend, or open up their paywalls 
(Ananny & Bighash, 2016). 

A paywall may have negative effects on 
readers and on media revenues. Davoudi et 
al. (2018: 205) consider that “this artificial 
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barrier, if not used well, may disengage 
potential subscribers and thus may not well 
serve its purpose of increasing revenue”. 
Pattabhiramaiah et al. (2019: 19) study 
“two potential externalities of newspaper 
paywalls: (1) the effect of a paywall on 
the engagement of its online reader base 
and (2) the spillover effect on the print 
version of the newspaper”. Moreover, as 
already analysed by Pickard and Williams 
(2014), paywalls are often unable to offset 
steep losses in advertising revenue. More 
generally, as underlined in the literature 
review made by Olsen and Solvoll (2018b) 
on how newspapers aim to build sustainable 
businesses for the future, research findings 
are complex and ambiguous, whether it’s 
research on the balance between traditional 
print and new digital activities (see, for 
example: Thurman et al., 2018) or on users’ 
willingness to pay for online news (see, for 
example: Chyi & Tenenboim, 2016; Fletcher 
& Nielsen, 2017; Kammer et al., 2015; 
Newman et al., 2017), or on the impact of 
paywalls on newspapers’ attractiveness for 
advertisers (Myllylahti, 2016). Nevertheless, 
paywalls strategies have refined over time. 
By analysing 20 local newspapers in Norway, 
Olsen and Solvoll (2018a: 25) show that two 
different strategies have been developed 
: “A defensive brake strategy in the user 
market, and a forward leaning acceleration 
strategy in the advertiser market”. Moreover, 
in the 2019 survey of 200 editors, CEOs, 
and digital leaders realized by Newman, it 
appears that “Subscription and membership 
is the key priority for the news industry going 
forward (…) This is a huge change of focus 
for the industry.” (Newman, 2019: 5). Indeed 
“a growing number of news organisations 
across Europe and in the US are challenging 
the assumption that people will not pay for 
digital news” (Simon & Graves, 2019: 5). Of 
course, it’s necessary to take into account 
consumers’ willingness to share data (Evens 
& Van Damme, 2016) and, more generally, 
uses of digital platforms and challenges 

linked to big data and journalism (Lewis, 
2015; Lewis and Westlund, 2015; van Dijck, 
2014; Borges-Rey, 2016; Suri and Singh, 
2018). 

Methodology
 
Our sample is made up of six French-
speaking online newspapers, including 
three French newspapers and three French-
speaking Swiss newspapers. The case of 
the French press is very interesting since 
circulation and revenues have diminished 
sharply for the last decade, particularly 
in the daily press, and since well-known 
newspapers have developed their digital 
activities. The case of the Swiss press is 
also very illustrative because Switzerland is 
a country where the media is a key industry, 
considered as essential to democracy, and 
since the Swiss paid-for press is facing 
a crisis (Badillo & Bourgeois, 2017). The 
big Swiss press groups have developed 
various digital activities and in most paid-
for newspapers there are now paywalls 
on their websites. Nevertheless, in France 
as well as in Switzerland the future of the 
press is probably depending of revenues 
coming not only from digital news, but 
much more from activities correlated to 
the development of what we have called 
“media Googlization”. Although French 
newspapers have received significant State 
aid particularly for the last two decades, 
they are searching for new business 
models. Until now the development of 
digital news and paywalls has not meant 
a quick development of revenues for paid-
for French newspapers: in France only 
11% of users paid for online news in 2018 
(Newman et al., 2019: 79). Concerning 
digital news in Switzerland, most experts 
are also pessimistic: “There is currently no 
sustainable business model for information 
journalism on digital channels. On the one 
hand, this is due to the extremely low 
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willingness to pay for news - only 12% of 
Swiss citizens were willing to spend money 
on online news last year [i.e. 2018] (…) - on 
the other hand, this is due to the weakness 
of the online advertising market (Fög/
University of Zurich, 2018: 2). 
We have chosen to study some French and 
Swiss news companies which are well-
known brands and/or which continue to 
benefit from loyal readers. More precisely 
we made two analyses, a first one which 
was mainly exploratory on three Swiss 
newspapers and a second one on the six 
newspapers. 

In a first applied analysis the sample was 
constituted by the following three Swiss 
newspapers: La Liberté, Le Temps and La 
Tribune de Genève. The observation and 
calculation were made over a period of one 
week, from Monday 25.03.2019 first hour 
to Sunday 31.03.2019 last hour. These 
three newspapers are important French-
speaking daily newspapers in Switzerland. 
Le Temps is considered as the reference daily 
newspaper in the whole French-speaking 
part of Switzerland and is owned by Ringier 
Axel Springer Medien Schweiz AG, which is 
one of the two main Swiss press group. La 
Tribune de Genève is owned by Tamedia AG 
which is the main Swiss press group and is 
read mainly in the Geneva region. La Liberté 
is a daily newspaper anchored in the canton 
of Fribourg and the “Broye Vaudoise” region 
and is independent of major press groups. 
In 2018 the total daily circulations of the 
three Swiss newspapers were quite the 
same, around 35000 (Source: REMP, 2018).
A second analysis was made for six French-
speaking newspapers on a new period: from 
Monday 13.05.2019 first hour to Sunday 
19.05.2019 last hour. A first objective has 
been to see if the results are the same for 
two different weeks for the analysed Swiss 
newspapers. We have also chosen a sample 
consisting of the three Swiss newspapers - 
Le Temps, La Tribune de Genève and La Liberté 

- and three French national newspapers: Le 
Figaro, Le Monde and Libération. The three 
French newspapers are important national 
brands in France while the three Swiss 
newspapers are also brands at the level of 
the French-speaking part of Switzerland. Of 
course, the scales of the Swiss newspapers 
and the French newspapers are not the 
same since the circulations of the French 
newspapers are far larger: in 2018 the total 
circulation was equal to 317 075 for Le 
Figaro, 302 624 for Le Monde and 70 501 for 
Libération (source: l’Alliance pour les Chiffres 
de la Presse et des Médias/ACPM, 2019). 
All the studied newspapers publish in the 
same language, and journalistic practices 
are very similar, especially today journalistic 
practices on the Web. 

Our objective has been to study the 
main characteristics of the paywalls. We 
calculated some criteria by observing 
free and paid articles on the different 
newspapers websites. The comparison 
between the newspapers is also made for 
some sections of news (see Annex for more 
details on data and methodological issues). 

Results

We give hereafter the results which show 
main characteristics of the paywalls 
strategies of the six French-speaking 
newspapers. 

Table 1 below gives the main prices for 
accessing the six newspapers. We have 
selected the main subscriptions and we 
indicate also the conditions for free access. 
Le Monde, Le Figaro, Le Temps and La Liberté 
apply a freemium paywall (paywalls 
observed in May 2019). Le Temps changed its 
paywall system twice since 2011: in 2011 it 
was a hard paywall; from 2015 to February 
2019 it was a metered paywall with free 
access to 10 articles per month; from the 
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Table 1: Prices of the six French-speaking newspapers, in May 15, 2019*

 
Le Monde 
 (prices in 

Euros) 

Le Figaro 
 (prices in 

Euros) 

Libération 
 (prices in 

Euros) 

Le Temps 
 (prices in 

Swiss  
Francs [CHF]) 

La Liberté 
 (prices in 

CHF) 

La Tribune 
de Genève 
(prices in 

CHF) 

Subscription 
per year:

online  
(full 
subscription) 

99.9 119 96 328 300 348

online + 
paper 298.8 419 300 579 Paper only: 428 549

Daily online  No No No no no 2

One article No No no no 1.5 No

Other prices          
(non-
exhaustive 
list)
 
 

week-end: 
paper + digital: 
19 per month 
(228 per year)

week-end: 
paper (including 
week-end 
magazines) + 
digital: 16 for 4 
weekends (209 
per year)

week-end: 
paper + 
digital: 9.5 
per month 
(114 per 
year)

1 year online + 
paper Saturday 
489

Basic = 25 
articles per 
month 9         
(108 per year) 

light digital 
(Web access 
and mobile 
apps): 228 
per year  

1 euro first 
month          
Then 9.90 per 
month

1 euro first 
month          
Then 9.90 per 
month

8 euros per 
month

1 month online 
9          Then 29 
per month

1 month online 
without e-paper 
18

1 month 
online 
without 
e-paper 19 

Subscription for 
3 months: 1 per 
month   Then 
9.9 per month

Various prices 
for magazines  

3 months 
online + paper 
152

3 months 
«essai papier» 
from Monday 
to Saturday 57

1 month 
online 
+ Matin 
Dimanche 
online 37

Content with 
free access

Articles not 
indicated by the 
yellow logo of 
the newspaper

Articles not 
indicated by the 
yellow logo of 
the newspaper

free online 
access up 
to 4 visits; 
beyond 
that, all the 
articles have 
to be paid

Articles not 
indicated as 
“ABONNÉS”

Articles without 
a padlock       

Articles not 
indicated as 
“ABO+”         + 
free access 
to 10 paid 
articles per 
month

* In May 15, 2019, 1 Euro was equal approximately to 1.13 CHF.
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Table 2: Swiss newspapers: number of articles. first period: 2019, March 25 to March 31.

Newspapers Free articles Paid articles

Le Temps 150 65

La Liberté 116 65

La Tribune de Genève 332 50

Khi2 = 44; p-value around 0 Differentiation

14th of February 2019, the system has been 
a freemium paywall. The Deputy Head of 
the Digital Unit of Le Temps explained the 
change in February 2019 by saying it’s a 
compromise that they hope ideal: “some 
articles are reserved for subscribers while 
others are freely available. Thanks to these, 
we can maintain our good audiences and 
make ourselves known to new audiences. 
The protected articles offer, for their part, a 
real added value (…) we have already been 
able to identify four strong objectives to guide 
our decisions: retain our subscribers, reach 
new subscribers, reach a wide audience and 
strengthen our image” (Deléchat, 2019, our 
translation). Concerning Libération, the paywall 
is a metered one with free online access up 
to four visits of the website. As regards La 
Tribune de Genève, there is a combination 
of the freemium system and the metered 
system: on the one hand, some articles are 
free and others have to be paid (indicated by 
“ABO +”); on the other hand, the reader who 
does not want to pay has free access without 
any payment to around 10 paid articles per 
month. In fact, with the previous metered 
system it was possible to avoid the paywall 
by using various computers, or other devices, 
or various web-browsers, and many people 
were never in touch with the subscription 
options. The mixed system is said to work 
well by journalists of La Tribune de Genève. 
Differences in living standards explain the fact 
that subscription prices are higher for Swiss 
newspapers than for French newspapers. 
Besides that, one can observe in general 

segmentation strategies, with, for example, 
specific prices for week-end subscriptions. 
Moreover, all the newspapers try to attract 
new readers with low prices for one month.
Now, through a first group of hypotheses 
we would like to compare the online 
“presence” strategy of the newspapers. 
More precisely, we evaluate the number 
of free articles and paid articles in each 
newspaper (see below Hypothesis H1a). To 
have a better understanding we measure 
also these numbers for different sections 
in the newspapers (Hypothesis H1b). 
Then, a second group of hypotheses (H2a 
and H2b) will show the importance of the 
segmentation introduced by the paywall. 
To estimate differentiation we used the 
following tests (depending on the number 
of data): Khi-deux, or Fisher test. When 
Khi2 is high and the p-value is around 0, 
differentiation is accepted. 

H1a. Newspapers offer more free articles 
than paid ones: they develop what we call 
the “presence strategy”, i.e.  a presence 
through a lot of free papers.

We give results for the first studied period 
(Monday March 25, 2019 to Sunday 
March 31, 2019) for only the three 
Swiss newspapers, and for the second 
period (from May 13 to 19, 2019), for all 
newspapers, including French newspapers. 
Table 2 hereafter indicates the number of 
free articles (column 1) and the number 
of paid articles (column 2) for the three 
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with the two daily French newspapers 
which have developed freemium paywalls 
(Table 3). It has not been possible to include 
Libération, which has a metered paywall. 

Table 3: Swiss and French newspapers: number of articles.
Second period: 2019, May 13 to Mai 19

Newspapers free articles (C1) paid articles (C2) C1 – C2

Le Temps 171 72 99

La Liberté 98 126 -28

La Tribune de Genève 399 49 350

Le Monde 332 387 -55

Le Figaro 409 164 245

Khi-deux and p-value: Le Temps, 
La Tribune de Genève and Le Figaro 

Khi2= 54; p-value around 0
Differentiation

Khi-deux and p-value 
La Liberté and Le Monde

Khi2= 0.4; p-value around 0.5
No differentiation

Swiss newspapers. The hypothesis H1 is 
confirmed. 
Then we tested the stability of the result 
over time, and also we made the comparison 
with the two daily French newspapers 
which have developed freemium paywalls 
(Table 3). It has not been possible to include 
Libération which has a metered paywall. 
These results confirm the “presence” 
strategy through a lot of free articles for Le 
Temps and La Tribune de Genève. Moreover, 
this “presence” strategy is confirmed for Le 
Figaro. But we do not confirm this strategy 
for La Liberté in the second period. And, like 
La Liberté, Le Monde has, for this second 
period, what we can call a “balanced” 
strategy, i.e. more or less the same number 
of free and paid articles. Let us note that 
Le Monde and La Liberté have actually more 
paid articles than free papers in this sample.
Thus we can validate the hypothesis of 
“presence” strategies for Le Temps and La 
Tribune de Genève for two periods, and for 
Le Figaro (for the defined second period). 
For La Liberté results are different between 
the first and the second period. It appears 
that Le Monde and La Liberté have probably 
balanced strategies by offering more or 
less the same number of free and paid 

articles. But we will now further examine 
this issue by studying important sections 
within every newspaper.

H1.b However, the presence strategy 
differs between sections of newspapers; 
in particular, an opposing strategy exists 
for some sections of newspapers: we have 
called it the “targeted payment” strategy. 

We have studied if there is a specific strategy 
for each section within a newspaper. It 
would have been too long to present all 
detailed results; so we give hereafter the 
results only for the “economy” and “culture” 
sections. But the general conclusion 
confirms that there are different strategies 
according to sections and newspapers.  

“Economy” section

For a given section, like “economy”, we 
compared free articles versus paid articles 
for different newspapers. Table 4 gives 
results for the Swiss newspapers for the 
first period. La Tribune de Genève remains 
on a “presence” strategy with a higher 
number of free articles on economy (37) 
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Table 4: Swiss newspapers: number of articles for the “economy” section
First period: 2019, March 25 to March 31.

Table 5: Swiss and French newspapers: number of articles for the “economy” section
Period: 2019, May 13 to May 19.

“Economy” section free articles paid articles

La Liberté 5 4

Le Temps 27 26

p value = 1; no differentiation strategy for La Liberté and Le Temps 
 in the “Economy” section

La Tribune de Genève 37 10

« Economy » section free articles paid articles

La Liberté 7 5

Le Temps 29 24

p value = 1; no differentiation strategy for La Liberté and Le Temps in the “Economy” section

La Tribune de Genève 33 9

Le Figaro 150 27

Le Monde 52 90

than the number of paid articles (10). But 
La Liberté (with few articles on economy) 
and Le Temps propose more or less the 
same number of articles dedicated to 
their paying subscribers than the number 
of free papers. When we apply the Fisher 
test (adapted to a small number of data) 
on the economy sections of La Liberté and 
Le Temps, the differentiation hypothesis 
cannot be validated (p-value equal to 1). 

Table 5 gives the results for the second 
period for the Swiss and French newspapers 
(excluding Libération). For the “Economy” 
section we observe three strategies:

- the “balanced” strategy: La Liberté, Le 
Temps,
- the “presence” strategy with a high 
number of free articles: La Tribune de Genève, 
Le Figaro,
- The “targeted payment” strategy, i.e. value 
articles are behind the paywall: Le Monde.
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Table 6: Swiss newspapers: number of articles for the “culture” section
First period: 2019, March 25 to March 31.

Table 7: Swiss and French newspapers: number of articles for the “culture” section
Period: 2019, May 13 to May 19.

“Culture” section free articles
 (C1)

paid articles
(C2) C1-C2

Le Temps 51 25 26

La Tribune de Genève 51 4 47

Le Figaro 170 62 108

Khi 2 = 12; p value around 0
“Presence” strategy for Le Temps, La Tribune de Genève and Le Figaro 

La Liberté 1 24 -23

Le Monde 73 90 -17

“Culture” section

For the culture section (Table 6), La Liberté has a “targeted payment” strategy with a 
very large majority of paid articles. On the other hand, Le Temps and La Tribune de Genève, 
for the culture section, develop the “presence” strategy, with abundant free articles by 
comparison to paid articles.

In the second period the two mains strategies are confirmed (Table 7): La Liberté and Le 
Monde develop a “targeted payment” strategy, while Le Temps, La Tribune de Genève as well 
as Le Figaro develop a “presence” strategy for the “culture” section.

“Culture” section free articles paid articles

La Liberté 2 33

Le Temps 32 13

La Liberté 38 11
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Table 8: Swiss newspapers: number of articles according to the authors
Period: 2019, May 13 to May 19.

 
 

La Liberté La Tribune de Genève Le Temps

free Paid free paid Free paid

Agencies 54 1 338 0 54 0

Journalists 41 125 51 41 117 72

test p value near 0; Khi2=91
differentiation

p value near 0; Khi2=166
differentiation

p value near 0; 
Khi2= 29 differentiation

In summary, there is a very strong 
differentiation between what is free 
(outside the paywall) and what is paid 
(behind the paywall), but the results are 
different according to the sections and 
to the newspapers. The paywalls allow 
very fine strategies of differentiation. We 
will now analyse these strategies of 
differentiation by observing two criteria. 

H2. Differentiation depends on the authors 
and the types of articles. 

In order to study more precisely 
differentiation between what is outside 
and what is behind the paywall, we have 
chosen two criteria: the author of the 
article and the type of article. To clarify the 
presentation we select the results of the 
last period (May 2019) and for every section 
of each newspaper. We have excluded 
some articles for which the authors are not 
clearly indicated; so data may vary slightly if 
compared to previous data.

H2a. A first differentiation criterion is based 
on the author: paid articles are assumed to 
be made by journalists while free articles 
are mainly coming from agencies. 
 
We have analysed if newspapers differentiate 
what is outside and behind the paywall 
on the basis of the authors of articles. We 
distinguish news coming from agencies, 
such as AFP (Agence France Presse) or 
Keystone-ATS (Agence Télégraphique 
Suisse) and articles signed by journalists. 
Table 8 hereafter gives a synthesis of results 
for Swiss newspapers. La Liberté does not 
use content from news agencies to provide 
paid content: paid articles are made almost 
at 100% by journalists. For Le Temps there is 
no paid article from agencies but Le Temps 
proposes a lot of free articles made by 
journalists. La Tribune de Genève proposes 
many free articles from agencies and no 
paid article from agencies; but, for articles 
coming from journalists, we observe a larger 
number of free articles than paid articles. 
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Table 9: French newspapers: number of articles according to the authors
Period: 2019, May 13 to May 19.

 
 

Le Monde Le Figaro Libération

free Paid free paid free paid

Agencies 122 0 79 0 ----- 61

Journalists 177 385 138 164 ----- 222

test p value near 0; 
Khi2=191differentiation

p value near 0; Khi2=75
differentiation Not calculated

For the French newspapers (Table 9) we 
have the same differentiation for Le Monde 
and Le Figaro: no paid article when the 
source is an agency and more paid articles 
made by journalists behind the paywalls. 
The case of Libération is different: we 
recall that the paywall is a metered one 
which does not distinguish paid and free 
articles. But we have also to mention a 
special difficulty: in many cases Libération 
mentions not only an agency, but at the 
same time a journalist or the newspaper. In 
these cases we aggregated all data as if the 
source was an agency. If our classification 
is relevant, we can establish a link between 
great economic difficulties of Libération 
(since 2014 Libération had great difficulties 

with less readership, less journalists…; 
following a main crisis in 2014 the number 
of journalists was reduced by around 30% 
and more recently the strategy was defined 
as a digital one, reducing the content on 
the print version, with a sharp declining 
circulation) and a strategy which is based 
not only on journalistic work, but also on 
agencies sources. 

H2b. Another differentiation factor concerns 
journalistic work

We have identified another criterion, which, 
finally, provides an idea of the “quality” 
of journalistic production, at least of 
journalistic work. We have distinguished 

short articles (less than 1000 characters), 
standard articles (from 1000 characters 
to 3000 characters) and journalistic 
investigation, which corresponds to longer 
and more detailed work (more than 3000 
characters). This typology is still debatable 
but gives an approximate evaluation of the 
importance of journalistic work. 

Table 10 below illustrates the results for the 
Swiss newspapers: only La Liberté proposes 
brief paid articles, but La Liberté has more 
standard and investigation paid articles 
than free articles of the same categories: 

La Liberté develops a “targeted payment” 
strategy with less free access for articles 
based on journalistic work. The results 
show mixed strategies for Le Temps and 
La Tribune de Genève: a “presence” strategy 
exists since there are many free articles.  
Nevertheless there is also a strategy that 
takes into account journalistic work: the 
percentage of paid articles increases with 
the length of articles: for example for La 
Tribune de Genève 0% of paid article among 
brief articles, 7% among standard articles 
and 19% among investigation articles. 
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Table 10: Swiss newspapers: number of articles according to the types of articles
Period: 2019, May 13 to May 19.

 
 

Le Temps La Liberté La Tribute de Genève

free Paid
% of paid 
articles 
per line

free paid
% of paid 
articles 
per line

free paid
% of paid 
articles
 per line

Brief articles 0 0 0 58 18 24% 81 0 0%

Standard 
articles 91 23 20% 36 54 60% 161 13 7%

Investigation 100 49 33% 4 53 93% 157 36 19%

test

Khi2 = 5.2
p value  0.02
Moderate differentiation 
NB calculated on standard 
and investigation articles

Khi2 = 64
p value around 0
Strong differentiation 
(paid articles for standard 
and  investigation)

Khi2 = 24
p value  near 0
Differentiation

Table 11: French newspapers: number of articles according to the types of articles
Period: 2019, May 13 to May 19.

 
 

Le Monde Le Figaro Libération

free Paid free paid free paid

Brief articles 9 0 29 1 ----- 2

Standard 
articles 173 23 213 24 ----- 106

Investigation 115 364 167 139 ----- 262

test 
(calculated on 
standard and 
investigation 
articles)

Khi2 = 
p value  0
No differentiation

Khi2 =
p value near 0 Not calculated

Concerning the French newspapers (Table 
11), they did not propose paid articles in a 
short format (except 1 for Le Figaro and 2 
for Libération) during the observed week. 
All the newspapers develop mainly long 
articles.  Le Figaro and even more Le Monde 

have strong differentiation strategies. 
The longer is the article the higher is the 
propensity to introduce paid articles. For 
instance, for Le Monde 12% of standard 
articles are paid articles against 74% for 
investigation articles.
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Conclusion and 
discussion: beyond “fake 
news” or “post-truth”, 
a Gresham’s law of 
information ?
 
First, let us indicate some limits of the 
study. We do not pretend to have analysed 
all elements of the impact of paywalls on 
information. In particular, the quality of 
information would need further analysis. 
From a theoretical point of view, the issue 
of the impact of paywalls on information 
differentiation is important. Our applied 
analysis is, of course, limited to some criteria 
and to an observation of some newspapers. 

Without any doubt, paywalls are changing, 
in an increasing way, the access to 
information. Our analysis of some Swiss 
and French newspapers show various 
ways of information differentiation linked 
to paywalls. We would like to extend the 
approach by highlighting challenges for 
the future. Recent MIT (Massachussets 
Institute of Technology) research shows 

the main stakes of information diffusion: 
“Falsehood diffused significantly farther, 
faster, deeper, and more broadly than the 
truth in all categories of information (…) It 
took the truth about six times as long as 
falsehood to reach 1500 people” (Vosoughi 
et al., 2018: 1146 and 1148). More generally 
an approach in terms of “media ecology” 
(the term “media ecology” was introduced 
by Postman at the 58th Annual Convention 
of the National Council of Teachers in English 
at Milwaukee in 1968; for a more recent 
and interesting presentation, see Postman, 
2000) “questions about the relationship 
between the media system and its context, 
the way the media affect our understanding 
of the world, the interactions we have with 
them…” (Badillo, 2008c: 49, our translation). 
Every day, we receive a lot of information. This 
information is a diversified and permanent 
flow: true or false, a little manipulated, or not 
at all or much manipulated, not hierarchized. 
With a medium such as the Internet, 
information is spreading at an accelerated 
speed. According to Lum (2014), it is clear 
that media ecology will continue to develop 
into one of the most interesting theoretical 
development pathways. Our approach (see 
Badillo, 2008a, and more particularly 2008b 



104 | JOCIS 2020 - V5, ISSN: 5-607727-158028 00005 

and 2008c; see also Badillo & Bourgeois, 
2020) takes into account new information 
processes. The beginning of Internet was 
characterised by free culture and free access 
for everybody, everywhere… However, this 
free access has threatened the economic 
health of newspapers. The collapse of 
advertising resources and of readership 
strangles many newspapers. Correlatively 
media are developing paywalls that are 
reintroducing a market logic. We have shed 
light on the differentiation phenomena that 
comes with paywalls development. From 
an economic point of view, it is too early to 
examine if it will save news organisations. 
But the strong differentiation has revealed 
another main issue: is there a trend toward 
a “Gresham’s law of information”? Let us 
recall that, according to Encyclopaedia 
Britannica, Gresham’s law is defined as 
the “observation in economics that ‘bad 
money drives out good’. More exactly, if 
coins containing metal of different value 
have the same value as legal tender, the 
coins composed of the cheaper metal will 
be used for payment, while those made 
of more expensive metal will be hoarded 
or exported and thus tend to disappear 
from circulation” (https://www.britannica.
com/topic/Greshams-law, May 12, 2019).  
Our analysis shows that differentiation 
is at the heart of the paywall system. It 
is probably a good news for newspapers 
economic health, or more precisely for the 
economic health of some newspapers and 
some media companies. But we are far 
from “Early optimistic internet evangelists 
[who] addressed news and information as 
an area in which digital technologies would 
eradicate social inequality. […] From today’s 
perspective, such digital over-optimism is 
no longer justified. […] Digital technologies 
have rather added new layers to the existing 
news inequalities, in particular in the political 
economy of news. Digital and social forms of 
inequality appear to be deeply intertwined 
in the news realm” (Mattelart et al., 2019: 

215). The impact of platforms is critical. 
Bell et al. (2017: 10) underline: “Platforms 
rely on algorithms to sort and target 
content. They have not wanted to invest in 
human editing, to avoid both cost and the 
perception that humans would be biased. 
However, the nuances of journalism require 
editorial judgment, so platforms will need to 
reconsider their approach”. From our point of 
view, we are not at all sure all the platforms 
will reconsider their approach and, if some 
of them decide to invest in human editing, 
will they privilege checked, hierarchized and 
quality information? And at what prices? 
The present research shows that paywalls 
introduce (very) strong differentiation. This 
trend seems to indicate that the utopia to 
have a new age of access with more and 
more information circulation is perhaps 
(probably?) unrealistic. Will a new Gresham’s 
Law of information have a preeminent place? 

Annex: 
methodological issues

We calculated some criteria by observing 
the different newspapers websites: the 
total number of published online articles; the 
number of free and paid articles; the authors 
(and we distinguished three main categories 
of authors: press agencies, journalists, 
others or unknown); the dates; the titles 
of articles; the main types of information 
(with three main types: short articles, 
normal news article, in-depth investigation). 
We look at the websites of newspapers 
several times a day to collect data. For each 
newspaper methodological aspects were 
thoroughly studied and solved step by step. 
We mention only main issues hereafter. 

Sections of the newspapers

We observed four different groups of topics:  
“National”, “World” (or “International”), 
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“Economy” and “Culture”. However, there 
are slight differences between the sections 
indicated in the chosen newspapers. For 
some newspapers we had to collect data by 
grouping different sub-sections. We have to 
note that Libération does not offer a section 
on economic topics as such and all articles 
relating to economy were collected by using 
the search engine of Libération. 

Categories of authors

Six sub-categories of authors were 
observed: 1. Agency (when the author 
was the AFP, Reuters or ATS); 2. Agency 
and newspaper (when an agency and the 
newspaper were indicated); 3. Agency and 
journalist (when an agency and a journalist 
were indicated); 4. Journalists (when a 
journalist or several journalists was/were 
indicated); 5. Newspaper (when the article 
is clearly made by the newspaper); 6. other 
(when the author was neither an agency, nor 
a journalist, nor a newspaper); 7. Non-visible 
(when there was no indication). After having 
collected the data, we grouped into three 
main categories because there appeared in 
general few articles in the sub-categories 
2, 3, 5, 6 and 7. Thus sub-categories 1, 
2 and 3 were grouped into a category 
called “agencies”: a journalist may have 
added something, but when an agency is 
indicated we consider that the main content 
(often facts) was coming from an agency. 
Subcategories 4 and 5 were grouped into 
the category “journalists” and subcategories 
5 and 6 were considered together.    

Types of articles

Concerning the types of articles, the 
distinction has been made on the basis of 
the number of signs in each article: short 
articles have been considered as those with 
a content below 1000 signs (without taking 
into account the title and the “chapeau”; 
most short articles are under 750 signs 

in the French-speaking press, but we 
extended a little this limit in order to include 
some very limited news articles); in normal 
news articles the content is between 1000 
and 3000 signs; and in-depth investigation 
correspond to articles with a content above 
3000 signs (without taking into account 
the title and the “chapeau”; in general the 
number of signs is largely above 3000 signs). 
Of course, the distinction is simple and in 
particular is not an evaluation of the quality 
of content. But it gives already an indication 
of the underlying journalistic work.
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Abstract
The paper deals with the influence of the “Internet of Things” and its opportunities for the 
publishing business model. It offers a contribution for scientific research in media management 
to establish the relevance of data-centric business models. The aim of the paper is to work 
out the increasing relevance of data for the publishing business model. Potentials under the 
influence of the “Internet of Things” for the publishing business model with regard to four 
dimensions of business models are worked out: Value creation, value proposition, earnings 
mechanics and customers. These dimensions show the opportunities that publishers can 
exploit by integrating intelligent everyday objects as a content channel. Additionally, the 
author points out that publishing houses operate in a data-centric environment with the 
integration of intelligent everyday objects as a content channel. The data-centerd publishing 
business model is analysed on the basis of features, in particular with regard to its potential.
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Introduction: Potentials 
for publishers regarding the 
increasing data volume through 
new technologies of intelligent 
everyday objects 

Under the influence of the “Internet 
of Things”, a connection is established 
between the virtual and the physical world, 
as access to information via the internet 
is extended by the material dimension - 
through intelligent everyday objects. The 
material dimension includes objects such 
as refrigerators, street lamps, coffee tables 
or ovens that are clearly identified in their 
environment, communicate with each 
other and with their environment, and can 
therefore be described as intelligent (Barton 
2014, p. 15). In addition to intelligent 
technology, it is above all the collection and 
processing of data that turn the devices into 
“intelligent machines” (Hribernik et al. 2011, 
pp. 134-135; Uckelmann/Michahelles/
Harrison 2011, p. V).

Intelligent everyday objects have recently 
gained enormously in importance for 
various industries - whether warehouse 
transport robots, agricultural vehicles 
with extensive sensor technology and 
data processing or intelligent everyday 
objects.  The latter leads in particular to the 
accumulation, networking and evaluation 
of enormous amounts of data, which 
require new consideration with regard to 
their potential and their opportunities for 
business models. Publishers have not yet 
integrated intelligent everyday objects into 
their value chains. However, they have a 
unique USP - publishing content, which can 
become interesting for the integration of 
any intelligent everyday object. This paper 
examines the extent to which there is 
potential here.

Objective of the paper

Kaufmann (2015, p. 2) points out that 
the use of data, which is made possible 
by networked machines and integration 
into business processes, is a key driver of 
future successful value chains and business 
models. The topic of “data-centric business 
models” is therefore increasingly being 
discussed in scientific research (Dorfer 
2017, pp. 46-48; Kaufmann 2015, pp. 11-
30).

Kaufmann (2015, p. 47) says that the new 
technologies of the “Internet of Things” 
are already being used to expand existing 
business models and that the greatest 
potential for companies lies under the 
influence of the “Internet of Things”. Data 
must be evaluated flexibly in order to react 
proactively to the needs of buyers with 
a suitable business model in publishing 
management (Rolf and Sagawe 2015, pp. 
125-126). 

This paper examines the potential of 
this data and its evaluation as well as a 
possible “data-centric publishing business 
model”. The potential analysis first includes 
special features of a data-centric publishing 
business model according to Dorfer (2017, 
pp. 46-48) and Kaufmann (2015, pp. 11-
30) in order to determine to what extent 
the publishing business model can be 
described as a data-centric business 
model. According to Dorfer (2017, p. 1, 32, 
46-48, 74), data creation, data evaluation 
and data generation on the basis of existing 
data, for example, form the basis for the 
performance of data-centric business 
models. In this way, general characteristics 
of a data-centric business model for 
publishing management can be worked out. 

The objective of the paper is then to 
identify opportunities for a data-centric 
publishing business model based on 
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the characteristics of the dimensions of 
business models according to Gassmann 
et al. (2013). The reference to these 
dimensions is the prerequisite for the 
recording and presentation of relevant 
business processes and structures for 
value creation in the publishing business 
model.

The extent to which the establishment of 
intelligent everyday objects as a content 
channel opens up new opportunities for 
a data-centric publishing business model 
can be investigated in the paper using the 
procedure described above.

Scientific background

Rolf and Sagawe: “The Googles core and 
other spider webs: Die Architektur der 
digitalen Gesellschaft” (2015) discuss 
the topic of opportunities for publishing 
business models and possible design 
options. Changes in the publishing industry 
are discussed, but so far there is no analysis 
of adapted publishing business models 
taking into account the enormous data 
growth under the influence of the “Internet 
of Things” (Sendler 2013, p. 13). 

The first publications dealing with the 
characteristics of data-centric business 
models can be found in business model 
research in various disciplines and research 
contexts. Other terms are used, such as 
data-centric business models or data-
centric services (Tempich/Rieger 2007; 
Bodenbenner/Tempich/Feuerstein 2011; 
Müller/Flender/Peters 2012). Analogies can 
be found here with regard to the description 
of the value-added logic of the business 
model type. In all concepts, it is described 
that “data-centric business models” 
emphasize their range of services within 
the framework of an intermediary function 
in the collection, processing and provision of 

data to create added value for the customer 
(Tempich/Rieger 2007; Bodenbenner/
Tempich/Feuerstein 2011, Müller/Flender/ 
Peters 2012). These customers are often 
offered free data-centric services to 
generate user data. These are then used by 
the company for personalised advertising 
or individualised products. (Bodenbenner/
Tempich Feuerstein 2011, p. 6) 

Dorfer (2017) with the publication 
“Erfolgsstrategien: Datenzentrischer 
Geschäftsmodelle: Eine explorative 
Untersuchung aus ressourcenorientierter 
Perspektive” and Kaufmann (2015) with 
the publication “Business Models in 
Industry 4.0 and the Internet of Things” 
analyse the relevance of computer-centric 
business models under the influence of the 
“Internet of Things”. Dorfer (2017) defines 
these business models on the basis of 
selected characteristics (Section Data-
centric business models, p 7). However, no 
relationship is established between data-
centric business models and publishing 
management and the emergence of new 
intelligent everyday objects as possible 
content channels for publishers.

As the preceding research shows, the 
state of research on the business model 
type of a data-centric publishing business 
model is still immature. The focus on the 
development of a data-centric publishing 
business model under the influence of the 
“Internet of Things” therefore concentrates 
on a research gap and thus contributes to 
scientific progress. The article therefore 
concentrates on research results that are 
both well-founded (valid) and unpublished 
(original) and also provide new insights in 
the field of publication research. According 
to Alvesson, Mats and Sandberg (2013, p. 
29), the research questions therefore refer 
to so-called “gap spotting”.
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Methodology

The scientific basis of the work is based on 
an interpretative approach (Gephart 2004). 
Individuals construct their own reality and 
therefore the author of the paper is not 
objective. 

The author uses an abductive approach 
according to Alvesson and Kärremann 
(2007). This approach takes into account 
the logic of inductive research, i.e. the 
exploration of something unexpected 
(Alvesson and Kärreman 2007, p. 1265).

A theoretical-conceptual, but also logical 
approach serves as a basis for the 
development of an approach for a data-
centric publishing business model. Several 
specific recommendations for action for 
publication management are derived 
from the general (deductive approach/
top-down approach). The author uses a 
document analysis for this purpose. This 
method was chosen because it guarantees 
comprehensive access, comparability, 
long-term analysis, a large sample and a 
retrospective perspective according to the 
Costas (2015, p. 50-58) criteria. The author 
uses both detailed secondary documents 
(compiled from primary sources) and printed 
mass media (e.g. journals, newspapers and 
books). 

The author concentrates on scientific 
findings on business models, more 
specifically on research results on data-
centric business models. The aim is to 
transfer this to the research of publishing 
house management and thus make 
a contribution to media management 
research. The potentials for the publishing 
business model can thus be worked out. 
The abstractness of business models and in 
particular of data-centric business models 

is reduced by concrete solution alternatives 
for publishers. These design options for 
publishers within the framework of the 
“Internet of Things” serve as guidelines for 
maintaining competitiveness and tapping 
new sales potential (Eigler 2006, p. 522; 
Scheuss 2008, p. 216-219).

The validity of the work can be guaranteed 
by “rich data”, i.e. a variety of data based 
on completeness, sufficient detail and 
feasibility of the research. The author 
analyses the individual dimensions of a 
business model according to Gassmann et 
al. (2013, p. 4 ff.) and the specification of a 
data-centric business model according to 
Dorfer (2017, p.10) and Kaufmann (2015, 
pp. 11-30).

With the help of the large number of 
dimensions according to Gassmann et al. 
(2013, p. 4 ff.) and the specialisation in a 
data-centric business model according to 
Dorfer (2017, pp. 46-48) and Kaufmann 
(2015, pp. 11-30) a detailed analysis of 
the publishing business model and its 
opportunities can be carried out under 
the influence of the “Internet of Things”. 
This guarantees the validity criterion “rich 
data”. The feasibility of the research project 
is guaranteed above all by the chosen 
method, which is based on a document 
analysis.

Data, business models 
and in particular, a data-
centric (publishing) 
business model under the 
influence of the “Internet 
of Things”

A scientific discussion of a possible 
data-centric publishing business model 
first requires a discussion of the various 
influencing factors. For this purpose, 
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the influencing factor “data (1)” is first 
discussed, followed by a conceptual 
classification of “business models (2)”. Then, 
special “data-centric business models (3)” 
are characterized.

Data
 
In the scientific literature the term data is 
often described as signs, data, information 
and subsequently as knowledge (Aamodt/
Nygård 1995; Engelmann/Großmann 
2011). Characters in the form of letters or 
numbers represent the lower level of the 
term hierarchy, as they occur both alone 
and without context (Rehäuser/Krcmar 
1996, p. 4).  We speak of characters as 
soon as the letters or numbers are sorted 
according to syntactic rules (Stelzer 2014). 
These signs become information as soon 
as they are assigned and interpreted to a 
context of meaning and thus serve as a 
pragmatic basis for decision-making for 
various market participants (Krcmar 2005, 
p. 15). The top level of the term hierarchy 
is referred to as knowledge. In contrast 
to information, knowledge is action-
oriented and comprises a higher degree of 
networking and complexity (Gluchowski/
Gabriel/Dittmar 2008, p. 26-27). According 
to this definition, data can thus be described 
as the origin of information and knowledge. 
For companies, this is information that 
is used significantly for decision-making 
within the value chain. However, a 
productive value of this data only emerges 
through the interpretation and use of the 
data pool (Dorfer 2016, p. 310; Spitta/Bick 
2010, p. 1302).

Business models

Stähler (2002, p. 41-47) defines business 
models (2) based on Timmers (1998, 
p. 4) using three components: (a) The 

architecture of the product, service and 
information exchange of the actors 
involved in value creation; (b) the value 
proposition for the actors involved; and (c) 
the revenue model. This paper defines the 
business model as defined by Gassmann 
et al. (2013). Gassmann et al. (2013, p. 
4ff.) adds the dimension of the customer 
(d) to this understanding. Thus, the 
publishing business model is described 
using four dimensions: value added (a), 
value proposition (b), earnings model (c), 
customer (d). 

The traditional publishing business model in 
particular can be differentiated between the 
distribution and advertising markets. The 
sales market offers publishing customers 
content via various channels, which is 
consumed either free of charge or for a fee. 
Revenue is thus generated on the recipient 
market through product sales (content 
performance). The advertising market is 
used to place ads within the content in 
order to generate additional publishing 
revenues. The revenues are negotiated 
with the advertising market (advertising 
service) (Nohr 2013, p. 23; Tzouvaras et al. 
2002, p. 66; Wirtz 2008, p. 26).

This classic approach of the publishing 
business model has not changed since its 
inception. According to Gassmann et al. 
(2013, p. 4ff.) the individual dimensions 
of the publishing business model can 
be defined as follows: Value creation (a) 
including the various market participants 
concentrates on the production of content, 
which is distributed via various content 
channels (print/online). Value proposition 
(b) concentrates on the production of high-
quality publishing content and a suitable 
context for companies to position their 
advertising to their relevant target group. 
The profit model (c) refers to content and 
advertising revenues and the customer (d) 
is the publisher customer who wants to 
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consume the publisher’s content in different 
media types.  However, the relevance of 
the individual dimensions of the publishing 
business model has shifted, e.g. the 
profit model (c). With the advent of the 
internet, it is difficult to generate sales with 
content, which means that new sources of 
income are increasingly being established 
alongside the classic publishing business. 
For example, the publishing house Gruner 
und Jahr has been selling a wall paint under 
the magazine name “Schöner Wohnen” 
alongside the classic magazine “Schöner 
Wohnen” for years and, furthermore, has 
its own furniture-brand under the same 
name (Barti 2018).

Data-centric business models 

Dorfer (2017, p. 45, 58) defines “data-
centric business models (3)” on the one 
hand by the fact that the execution of 
a commercial market service is realised 
entirely or predominantly via internet 
technologies. Data-centric business 

models can be described by the following 
special features of Gassmann’s et al. 
understanding of business models (2013):
a) The data and the goods traded on them 
cannot be consumed. Rather, consumption 
generates new data, which finally increases 
the amount of data (Scaruffi 2016). Data 
intermediation can be defined as a central 
service offering. It collects, aggregates 
and prepares data for various transaction 
partners in order to meet their divergent 
data needs and thus provide them with 
both economic and social added value. 
These “data goods” are mainly offered free 
of charge to the end user with the aim of 
generating new data in order to create 
chargeable data goods for the corporate 
customer market (Dorfer 2017,  p. 41-42, 
48; Bodenbenner/Tempich/Feuerstein 
2011, p. 5-6; Müller/Flender/Peters 2012, 
p. 146).  

b) The second feature is that user data 
requires human interaction with other 
humans and machines. Since this is subject 
to specific data protection regulations, it 
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can be an obstacle to data monetization. 
(Dorfer 2017, p. 2, 5, 12-13, 231).

c) The third special feature is the 
distribution of data to various market 
participants such as companies or end 
customers (Dorfer 2017, pp. 46-48). 
Data-centric business models address 
multilateral interpenetrating markets 
as part of their data intermediation as 
platforms. The existing customer groups 
are interconnected via multilateral network 
externalities, i.e. an increase in data of one 
market participant increases the benefit for 
further participants and vice versa. (Dorfer 
2017, p. 40-47).

Changes in the 
publisher’s business 
model under the 
importance of data 
through intelligent 
everyday objects

Technological innovations create 
opportunities for publishing management 
to change its performance promise, taking 
into account the increasing volume of data 
(Breyer-Mayländer 2015, p. 5; Zerdick et al. 
1999, p. 130).

Kollmann (2016, p. 8) points out that, 
according to projections, between 2000 
and 2002 as many data were produced as 
in the 200 years before. With the progress 
of information and communication 
technology and in particular the 
minimization of electronic components, the 
vision of networked intelligent everyday 
objects is becoming increasingly lucrative 
for publishing house management. At the 
same time, falling prices are making the 
technology affordable and thus usable 
(Fleisch and Mattern 2015, p. IX).  The use 
of the internet by private individuals can 

also be identified as a key driver of data 
growth, with private individuals producing 
more than 70% of data traffic by 2015 
(Reinsel/Gantz/Rydning 2017, p. 21). User-
driven data production benefited, among 
other things, from the increasing diffusion 
of low-cost Internet-enabled end devices 
(Kollmann 2016, pp. 1-8). Moreover, an 
increasing data volume can be recorded 
due to the increasing data production of 
private internet users, which is due both 
to the growing degree of networking, 
increasing digitalization and virtualization 
(Cisco Systems 2016, p. 5; Kollmann 2016, 
p. 3-4).

In addition, Kaufmann (2015. p. 2-3) 
focuses on (1) the change in value creation 
networks, (2) the individualisation of 
customer requirements, and (3) embedded 
systems as an opportunity to change the 
publishing business model. In particular, 
long-established companies are under 
pressure to adapt to dynamic newcomers 
with changed business models. (1) Value 
chains have changed in recent years 
to the extent that participants in the 
various stages also take on upstream or 
downstream tasks. This development 
can also be observed in the publishing 
industry, e.g. through the integration 
of the customer into upstream value-
added stages. The technical possibilities 
and trends lead to the establishment of 
new market participants within the value 
creation network, as is also the case for 
publishers under the “Internet of Things”. 
Here, the manufacturer of intelligent 
everyday objects plays a decisive role in 
value creation. Different types of media 
in publishing management (e.g. print and 
online offerings and the integration of 
intelligent everyday objects as content 
channels) can be increasingly networked 
through the use of new technologies 
and data exchange (Breyer-Mayländer 
2015, p. 5; Zerdick et al. 1999, p. 130). For 
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example, a direct data exchange between 
the publishing products is possible, which 
offers additional added value for both the 
publisher and the publishing customer. (2) 
In addition, the increase in personal data 
helps to exchange individual customer 
requirements between the products and 
participating players and thus offer tailor-
made publishing products - oriented to 
individual customer needs (Uckelmann 
et al. 2011, V). Furthermore, today’s 
customers personalize physical and virtual 
products according to their requirements 
and also produce an increase in data 
volume through their use. In this context, 
customers are willing to make their 
personal data available under the influence 
of the “Internet of Things” as long as 
they know and are insured for what and 
how their data is use/protected and their 
use is transparently communicated to 
customers. The handling of data and 
its security thus becomes the focus of 
attention (Rump/Zapp/Eilers 2017, p. 13). 
(3) In addition, the “Internet of Things” also 
requires so-called “embedded systems”. 
According to Berns et al. (2010), this is 
characterised by the fact that the interplay 
of mechanics, software and hardware is 
becoming increasingly relevant in order to 
offer complex functionalities around the 
“Internet of Things”.

Adaptation of a “data 
centric business model” 
as a success factor 
for publishers under 
the influence of the 
“Internet of Things”

Under the influence of the “Internet of 
Things”, the publishing business model can 
be assigned to a data-centric business 
model. This can be worked out on the basis 
of the presented special characteristics of 

data-centric business models according to 
Dorfer (2017, p. 1-2, 46-48):

Characteristic 1:

Data intermediation as a 
central service offer

The collection, analysis and processing 
of enormous amounts of data with 
new intelligent technologies offers 
opportunities for the existing range 
of services offered by publishers. For 
example, sensors in household appliances 
for intelligent publishing products 
generate enormous amounts of data and 
thus a new quality of the database that 
enables the creation of personality profiles 
of publishing customers. Refrigerators 
contain intelligent sensors that can record 
and analyse the individual usage behaviour 
of customers both with the material 
objects of the product (consumption of 
food) and with the immaterial objects 
(consumption of publication content). 
The more detailed and comprehensive 
measurement of the data in “real time” 
is ensured, among other things, by the 
continuous recording of click rates. In “real 
time”, editors know what readers’ priorities 
are in relation to their content (Döpfner 
2012, pp. 176; Rolf and Sagawe 2015, pp. 
125-126).  In “real-time” therefore means 
that intelligent technologies are used to 
evaluate the data volumes of machines 
and make them accessible to humans. If 
necessary, the machines automatically 
adapt the content that is directly received 
- without human intervention.

This form of data value creation as service 
delivery is the first feature of a data-
centric publishing business model. Content 
is the commodity that enables a multitude 
of data generation through the exchange 
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between machines and people, thereby 
multiplying the value of the content. This 
data must be evaluated flexibly in order 
to respond proactively to the needs of 
buyers with an appropriate data-centric 
publishing business model (Rolf and 
Sagawe 2015, pp. 125-126).

Characteristic 2: 

Human interaction with 
machines and humans requires 
a focus on data protection and 
data security.

The topics of data protection and data 
security are thus regaining importance 
(Friedewald et al. 2010; pp. 251-252, 
Rolf and Sagawe 2015, pp. 112-113). 
In this context, publishers should work 
to gain consumer confidence in the way 
their personal data is handled. This basis 
represents the second feature of computer-
centric publishing business models, namely 
the collection and use of data to create 
personalized and individualized publishing 
content for distribution through intelligent 
everyday objects. Publishers therefore face 
the challenge of data monetization with 
regard to both data protection and data 
security (Dorfer 2017, pp. 46-48).

Characteristic 3:

Distribution to different 
market participants

With the multitude of intelligent everyday 
objects as a distribution channel for 
publishers, a further partner enters the 
value chain of publishers: The manufacturer. 
Publishers also have the option of 
integrating manufacturer content into 
the publishing product, both for intelligent 
everyday items and for their classic online 
and offline channels. The existing publication 
content can thus be further expanded and 
specified. Conversely, publishers can sell 
their content to the manufacturers so that 
they can incorporate and distribute the 
publishers’ content into their intelligent 
everyday objects. The existing market 
participant - the publisher’s customer - is 
also gaining in importance within the value 
chain, as technological developments make 
it increasingly necessary for this customer 
to be involved in the value chain. With an 
increasing number of market participants, 
publishers are therefore faced with the 
challenge of agglomerating their content 
in such a way that it can be used for the 
different needs of market participants. 
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Tzouvaras, Schumann and Hess (2002) 
have already addressed the importance of 
content aggregation with the X-model.
This takes up the third special feature 
of data-centric publishing business 
models, namely that the distribution 
of content is aimed at interdependent 
market participants - be they publishers, 
manufacturers or end customers. In 
addition, the existing market participants 
are interconnected via network 
externalities, so that the data growth on 
one market side also determines the data 
growth on the other market side (Dorfer, p. 
15, 47-48).

A data-centric publishing business model 
therefore describes the sales-oriented 
distribution of content among internet-
based intelligent everyday objects. The 
publishing product consists of specific data. 
The publishers act as data mediators for 
the intangible value creation in the form of 
data collection, data preparation and data 
provision to the satisfaction of the various 
market participants.

A data-centric publishing 
business model as an 
opportunity to offer 
intelligent publication 
products under the 
influence of the “Internet 
of Things” via intelligent 
everyday objects

The emergence of growing data volumes 
and the potential associated with the 
processing, consolidation and use of the 
data pool are the drivers for the development 
of new business models in the internet 
economy and in publishing management 
in particular (Porter/Heppelmann 2014, pp. 
67-71). 

The new value of data and data analysis 
methods forms the starting point for 
the emergence of data-centric business 
models, which are now also finding their way 
into media management and the publishing 
industry in particular (Kollmann 2016, p. 11, 
48).  According to Kaufmann (2015, p. 24), 
the prerequisite for the success of a data-
centric publishing business model is the 
availability of data. The market participant 
who possesses the data can generate the 
knowledge from the data and incorporate 
the corresponding know-how into the 
creation of the publishing product via 
consumption of intelligent everyday objects.

With the advent of new technologies 
and thus intelligent everyday objects as 
a content channel, new opportunities 
are emerging for the publishing business 
model.  These can be identified according 
to the presented characteristics of the 
Gassmann et al. business model (2013, p. 
4.ff.): value added (a), value proposition (b), 
profit model (c), customers (d).

Value added (a)

The intermediate data value creation of 
the publishing house with a data-centric 
publishing business model is characterised 
by the collection of continuous data from 
all market participants in order to build up 
a new data stock with these data goods 
as the basis for a new value creation 
for all market players. Data is collected, 
aggregated, processed into information in 
the form of data analytics and semantic 
processes in order to make these individual 
data goods available again and processed 
to the various customer groups - both 
users and corporate customers - with 
individual publishing content (Kollmann, 
2016, p. 49;  Dorfer, 2016, p. 334). The 
described characteristics according to 
Dorfer (2017, p. 78) - that value creation is 
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largely distributed among external players 
- is also reflected in the publishing value 
chain. Within the value chain, there is now 
an essential partner at all levels, namely 
the manufacturer of intelligent everyday 
objects - who, as an external market 
participant, is of decisive importance for the 
data-centric publishing business model. 
This can complete the publishing product by 
optimising the publishing product through 
its data, knowledge and any content. In 
addition, value creation processes change 
with the development of customer groups, 
which participate in the value creation 
across all value creation stages.

Value proposition (b) 

The value proposition gains added value for 
the customer, since publishing products can 
now be consumed in the immediate context 
of use. In order to identify the publisher’s 
value proposition, it is crucial to precisely 
analyse and delimit which customers 
belong to the target group. Based on this 
definition, the user potential for publishing 
content can then be made available via 
the “intelligent everyday objects” channel 
(Stähler 2014, pp. 118-119). Customers 
who want greater flexibility with regard to 
content channels can thus be convinced. 
The value proposition for the customer 
is extended, since the availability of the 
content is now increased by increasing 
the content channels and the customer 
can retrieve the required content when 
he wants it. Based on the newly acquired 
data and the use of this data, there is great 
potential for publishers to expand their 
value proposition. The individualization of 
publishing products can also be used to 
better serve individual customer needs, 
thus increasing customer loyalty in the long 
term (Kaufmann, p. 18). In addition, the new 
technologies offer real-time data exchange 

so that the various market participants can 
work together in real time (Kaufmann 2015, 
p. 24). Today, high-quality databases are 
still regarded as a unique value proposition 
(Otto/Aier 2013, p. 482).

Profit model (c) 

When analysing from which sources 
and with which strategy publishing 
management can generate earnings under 
the influence of the “Internet of Things” via 
the content channel “intelligent everyday 
objects”, it is possible to examine the existing 
publishing business model and its profit 
model. With regard to the profit model, 
new sales opportunities now arise, both for 
the manufacturer and for the publisher’s 
customer. For example, the publisher’s 
content can be sold to the manufacturer, 
as the latter can expand its intelligent 
everyday object with an additional function, 
namely that of a content supplier. The 
second option is to sell the publisher’s 
content to the publisher’s customers via 
intelligent everyday objects using paid 
content models, thus creating an additional 
source of income. The chance of acceptance 
on the part of publishing customers is high, 
as more individual products enable higher 
prices and thus the willingness of users 
to pay increases (Kaufmann 2015, p. 19). 
It is also advisable for publishers to offer a 
socially interactive benefit, e.g. in the form 
of user communities, in order to increase 
the willingness of publishers’ customers to 
pay, as this depends largely on the purpose 
of an application (Dorfer 2017, pp. 82-83).

Another indirect profit model that 
addresses the characteristics of a data-
centric publishing business model, is to 
offer free publishing products in order to 
generate chargeable publishing products 
with the newly acquired data. Publishers, 
for example, collect user data in order to 
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subsequently play out precisely tailored 
advertisements in the environment of their 
publishing products. The publishing business 
can benefit from this: the advertising 
market benefits in the form of the “long 
tail approach” through the collection 
of specific user data for performance-
oriented and personalized advertising 
distribution (Anderson 2009, pp. 23-28). 
The “long tail approach” describes that with 
a data-centric publishing business model, 
a commercial “long tail of data” is created 
as a benefit for the customer. Data storage 
creates new long-term value for publishing 
customers through optimized publishing 
products and thus economic potential due 
to low realization and production costs for 
publishing management.

Another revenue opportunity for publishers 
is data mining revenue from the growth 
of the database in the form of limited 
access to their own database. Publishers 
also benefit from dynamic economies of 
scale, as the constant accumulation of 
data continuously improves the quality of 
the data goods. This is reflected in more 
accurate and relevant data goods for the 
various market participants. This results 
in decreasing average costs (creation of 
publishing content) with an increasing 
output volume (distribution of publishing 
content) (Junius 1997). In addition, publishers 
benefit from the effects of the network, as 
skills and competences from the classic 
publishing business are transferred to the 
environment of the “Internet of Things” 
and thus the creation of a multitude of new 
content channels through heterogeneous, 
intelligent everyday objects. Examples of 
new competitors, such as Google with its 
original context search business, show 
that existing competencies and resources 
are used to expand related business areas. 
Today, Google offers much more than 
context search, be it Google Maps or Google 
Mail (Wirtz 2016, pp. 370-372).

Customers (d)

Due to the increased volume of data, the 
customer demands individual publishing 
products that correspond to his individual 
usage context. The publisher’s customer is 
more informed and can now choose from 
a variety of media on the basis of possible 
access to a variety of content. The demands 
placed on content by the publisher’s 
customer are therefore increasing. Within 
the framework of data-based marketing, 
better fulfilment of publishing activities 
oriented to the sales market and thus 
the production of individual publishing 
content is taken into account. This concept 
corresponds to the construct of Anderson’s 
“Long Tail of Data” approach (2006).  

In addition to the actual publishing 
customer, new customer groups with 
individual customer wishes can be won 
through networking via a large number of 
intelligent everyday objects, e.g. the various 
customer groups of the manufacturers of 
intelligent everyday objects.

Possible integration 
of intelligent everyday 
objects as a content 
channel for publishers

How publishers can now use the new 
technologies under the influence of the 
“Internet of Things” as a potential content 
channel for their publishing content and thus 
integrate them as an opportunity into their 
data-centric publishing business model will 
now be explained. This can be explained 
using the example of an intelligent electric 
cooker. An intelligent electric cooker implies 
that it already has a display integrated 
into its surface. A possible recipe from the 
publisher’s content could be shown on 
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this display. The customer thus has the 
option of directly calling up the contents 
of the publisher (here the recipe) via the 
manufacturer’s product (here the electric 
cooker) and implementing them directly 
while cooking. An additional media channel 
for retrieving the publisher’s contents is 
therefore not required. What does this 
mean for publishers? Publishers have the 
opportunity to integrate their content into 
the intelligent everyday object and sell 
this added value to the manufacturer (e.g. 
an intelligent refrigerator now serves not 
only as a refrigerator for food but also as 
a content supplier for publisher content). A 
possible cooperation with the manufacturer 
of intelligent everyday objects could be 
that the manufacturer assumes the costs 
for the technical provision and necessary 
interface for the publisher’s content. This 
creates new sales opportunities and thus 
sources of income for publishers.

The example illustrates the direction in 
which the publisher’s content can move 
for distribution via intelligent everyday 
objects: the subject-specific content. This 
content is geared to the customer’s needs 
when using the intelligent everyday object, 
i.e. the refrigerator always cools food or 
the electric cooker is used to cook recipes. 
With these intelligent everyday objects, 
the provision of content in the context 
of cooking offers you the possibility. 
Publishers now have the opportunity here 
to fall back on their specific specialist topic 
collected over many years of work and 
make the publisher’s content available 
to the manufacturer of the intelligent 
everyday object. The publisher’s content is 
thus directly related to the customer’s use 
of the intelligent everyday object and thus 
creates added value for the customer. 
Above all, the contents are made available 
to the customer at the right time and 
in the right place, i.e. exactly with the 
everyday object that has a reference to 

the publisher’s contents made available. 
In addition, a wide variety of intelligent 
everyday objects can be used to meet a 
wide variety of individual customer needs. 
If desired, the customer is also part of 
the content production and distribution 
(open innovation approach), which is why 
the customer can identify more strongly 
with the publishing product. For example, 
the publishing customer can be involved 
in the selection of content in the form of 
surveys.

Conclusion and 
Discussion

Main findings

A data-centric business model in publishing 
management is only rudimentarily 
regarded as original research object in 
science. In conclusion, there is currently 
little knowledge about the possible 
development of a data-centric business 
model in publishing management. Against 
this background, the author of this paper 
has pursued two objectives with this paper:  
On the one hand, it should be pointed out 
why, under the influence of the “Internet of 
Things”, a data-centric publishing business 
model can be spoken of as a conceptual 
basis in publishing management and can 
thus serve as an independent research 
object in publishing management research 
in the future. On the other hand, it had to be 
emphasized which opportunities publishers 
have as a competitive advantage with the 
emergence of intelligent everyday objects 
as a content channel for the publishing 
business model and to what extent 
publishers can align their business model 
accordingly in the future. For scientific 
research, this means that supplementary 
research of data-centric publishing 
business models is required within media 
management.
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After a detailed summary and evaluation of 
the research results with regard to the first 
research objective (Section “A data-centric 
publishing business model…”, pp. 11-14), 
only the central statements are now to be 
summarised and classified. The publishing 
business model expands with the new 
technological possibilities to a data-centric 
publishing business model. The author 
highlights this by means of the following 
features:
Data value creation plays a central role 
within the value chain. The enormous 
increase in data through - among other 
things - the integration of the publisher’s 
customer, the man-to-machine and 
machine-to-machine communication 
and the integration of a multitude of 
new publishing channels via intelligent 
everyday objects, makes this data value 
creation possible. Publishing products can 
do justice to the individual usage context 
of the publisher’s customer by using the 
enormous amounts of data. For example, 
an intelligent coffee table serves the needs 
of the individual publishing customer 
with regard to his personal interests and 
takes into account the location, the time 
available or current events. Moreover, 
the guarantee of data protection and 
data security plays a decisive role in this 
context. On the one hand, the publisher’s 
customer is prepared to provide data or to 
consume publisher content on intelligent 
everyday objects if the publisher’s 
customer is convinced that both data 
protection and data security are taken 
into account. On the other hand, however, 
customer confidence must also be created 
so that this new publishing channel is also 
accepted. In addition, the author points 
out that partner management is gaining 
in relevance because the manufacturer 
of intelligent everyday objects is entering 
the value chain and the distribution of the 
information commodity “publisher content” 

is concentrated on interdependent market 
participants through human-machine and 
machine-machine communication.

The second research objective of the 
work is to identify the opportunities for 
publishers under the influence of the 
“Internet of Things” for the publishing 
business model.  For this purpose, the 
different dimensions of the publishing 
business model under the influence of the 
“Internet of Things” are examined.

Under the influence of the “Internet 
of Things”, publishers benefit from 
opportunities for their business model. 
When considering the four dimensions of 
a Gassmann (2013) publishing business 
model, this becomes clear. New customers 
can be acquired for the publishing product 
and existing publishing customers can be 
served even more context-sensitive with 
regard to their individual usage context. 
An information overload of the publisher’s 
customer can be avoided. This arises 
when a large amount of information on a 
subject is available on the internet, which, 
among other things, does not correspond 
to the customer’s needs due to the length 
of the text. Nowadays, customers do not 
have time for a long search for information 
on a topic and also do not have time for 
extensive texts. However, there are also 
differences here, for example, the German 
newspaper’s “Zeit” target group is very 
much interested in extensive reporting. 
However, its publisher also positions itself 
with such a publishing content, so that 
the publishing customer has exactly this 
expectation of extensive reporting.

Value proposition also gains added value 
compared to publishing customers, for 
example through the integration of a large 
number of content channels as well as the 
processing and expansion of publishing 
content. The value chain is extended by the 



JOCIS 2020 - V5, ISSN: 5-607727-158028 00005 | 125

participation of new market participants, 
whereby publishers can also generate the 
increase in know-how at the various stages 
of the value chain. In terms of profit models, 
publishers now have the opportunity to 
re-use existing paid content models or 
generate new revenue through cooperation 
with the manufacturer.

Outlook 

Against the background of the sporadic state 
of research on a data-centric publishing 
business model so far, the aim of the paper 
was to develop a description framework 
for a possible data-centric publishing 
business model and its opportunities. For 
this purpose, business models according 
to Gassmann (2013, p. 4ff.) and especially 
data-centric business models according to 
Dorfer (2017, pp. 46-48) and Kaufmann 
(2015, pp. 11-30) were characterized and 
examined with regard to publishers. To 
the author’s knowledge, the paper is thus 
the first publication to highlight concrete 
opportunities and approaches with a data-
centric publishing business model in relation 
to the publisher’s customer, the publisher’s 
benefit promise, the publishing value chain 
and the publishing profit model. This will 
help publishers to realize incremental data-
centric business model innovations and 
contribute to the new state of research of 
data-centric business models.

To sum up, with the development of new 
“Internet of Things” related technologies 
and the associated development of 
intelligent everyday objects as a possible 
content channel, publishers now have the 
opportunity to integrate a large number 
of additional channels into their portfolio 
and fill them with personalised, individual 
content for the various customer groups. 
One focus is therefore on adapting the 
publishing business model to the growing 

volume of data and thus concentrating 
on computer-centric publishing business 
models. The research results serve to 
support existing publishing business 
models by optimizing established value 
creation and value appropriation structures. 
This gives publishers the opportunity to 
generate competitive advantages.

Limitations and further 
research

A data-centric publishing business model 
is subject to high industry dynamics. This is 
characterized by technological and market 
discontinuity. In order for publishers to be 
successful in the competitive environment 
in the face of such intense competition, 
they must exploit the potential of a data-
centric publishing business model under 
the influence of the “Internet of Things” 
and continuously expand their growth 
strategies. Network effects, economies 
of scale or even synergies that arise on 
the basis of the growing volume of data, 
its evaluation and increasing market 
participants can be highlighted as the 
success drivers of a data-centric publishing 
business model. The continuous penetration 
into new markets and in particular the entry 
into physical markets, however, means an 
expansion into further areas of application 
and allows publishers to create holistic data 
sets on publishing customers. This means 
that actions can be mapped across all areas 
of private and professional life, which is 
why the protection of customers from this 
risk and the handling of this comprehensive 
data from customers is also becoming a 
central task for politics and society.

Limitations in terms of gaining insight into 
a data-centric publishing business model 
can be worked out on the basis of a critique 
of the choice of data sources. A high gain 
of knowledge can be worked out as a 
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theoretical orientation point on the basis 
of the selected sources Dorfer (2017, pp. 
46-48) and Kaufmann (2015, pp. 11-30). 
Nevertheless, research into data-centric 
business models is still in its infancy in 
scientific research, which means that 
the characteristics described can only be 
generalized to a limited extent.

This paper thus makes a first contribution to 
the description and theoretical penetration 
of the research field of a data-centric 
publishing business model. The paper 
thus serves as orientation and inspiration 
for further research projects. Further 
research will be necessary with regard 
to the individual functional areas and the 
special task areas within the data-centric 
publishing business model. An exemplary 
research goal would be, for example, to 
develop the special features of the strategy 
design of a data-centric publishing business 
model. The influence of the competitive 
environment also needs to be explored in 
more detail.
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Qatar’s Northwestern University

Hosts International Conference 

Global academics and media professionals 
have recently gathered at Northwestern 
University in Qatar (NU-Q) for the 
international conference on media 
management, innovation, and industry-
wide developments.

The International Media Management 
Academic Association’s (IMMAA) 2019 
conference was the first-ever international 
conference hosted by NU-Q in Doha. It 
welcomed participants from 15 countries, 
including France, Germany, India, Iran, Italy, 
Kuwait, Portugal, Russia, Spain, South 
Korea, Switzerland, Turkey, the United Arab 
Emirates, and the United States.

In his opening remarks, the dean and CEO of 
Northwestern University in Qatar Everette 
E. Dennis introduced the conference chair 
Paulo Faustino, a noted Portuguese media 
management scholar and publisher. By 
these means the dean acknowledged the 
Northwestern University’s role in founding 
the IMMAA in 2004 under the leadership of 
the former dean of the Medill School, John 
Lavine, and Eli Noam of Columbia University, 
who was present at the conference.
As Dennis stated, “the IMMAA has 

championed the study of media 
economics and management in schools of 
communication, business, and journalism; 
and the process has both advanced 
theories and solved real-world media 
business problems.” He added that “NU-Q’s 
commitment to foster exceptional learning 
spaces for students and faculty will push the 
boundaries of the debates in this field even 
further.”

There were 40 plenary sessions and panels 
over three days at the conference. The 
discussions were about education for media 
management, media cities, legacy and 
social media, media influencers, TV binge-
watching, new media audiences and metrics, 
business models, cryptocurrency in the 
media, data journalism, and other themes. 
Regional and country-related sessions 
included discussions about the media in 
the Middle East, Europe, Latin America, and 
East Asia, with specific case studies on Iran, 
Turkey, China, Russia, and others.

The association’s co-founder, Eli Noam of 
Columbia University, led a discussion that 
urged the media management field to change 
its priorities and lean more towards the 
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management principles and practices rather 
than those taught in communication schools.
Professor Joe F. Khalil, a media scholar at 
NU-Q, presented an analysis of the world’s 
current media cities in the Middle East, Asia, 
and Europe – a timely topic as Qatar is about 
to launch a media city, announced in an Emiri 
Decree in July 2019.

Qatar’s media scene was the focus of a panel 
led by Everette E. Dennis including NU-Q 
faculty Ilhem Allagui and Gregory Lowe, 
both media management scholars, and 
Gregory Bergida, NU-Q’s director of planning 
and strategy. The Qatar media ecosystem 
was described as “bold and robust with 
such features at Al Jazeera, beIN SPORTS, 
legacy media, and heavy social media use”. 
During the discussion, Allagui pointed out 
that “Qatar tops the list of countries in the 
region with not only the highest internet 
penetration rate but also in the shift to using 
smart devices as opposed to traditional 
ones to access the internet.”

A separate session was held to discuss 
the latest findings from the NU-Q’s 
longitudinal Media Use in the Middle East 
2018 survey. Those attending expressed 
interest in the study which has been 
conducted at NU-Q since 2013, with Noam 
calling it “an important and unprecedented 
effort by a school and a model for others.” 
Several additional members of the NU-Q 
faculty made presentations and took part 

in panel discussions, as well as chairing 
conference sessions.
Participants also toured the NU-Q’s 
building and museum – The Media Majlis at 
Northwestern University in Qatar, as well as 
other sites across Doha including the Qatar 
National Museum, the Museum of Islamic 
Art, and took part in a hands-on workshop 
at Al Jazeera Network.
Operating since 2004, the IMMAA is 
comprised of researchers and professors 
committed to the study of media 
management to improve institutional 
practice and enhance education in media 
markets for current and future media 
managers.  Media executives, managers, 
and employees in Qatar were invited to 
attend the sessions.

The Dean Acknowledges a 
Transformative Role of IMMAA

Eli Noam who attended the meeting affirmed 
at the conference:  “No organization has 
done more to promote an understanding of 
the current disruptive media environment 
than this one,” he said.  E. Dennis headed the 
media management program at Fordham 
University for 14 years and was a founding 
director of the former Gannett Center for 
Media Studies at Columbia for a decade 
before coming to Qatar in 2011.
“You and your colleagues have literally 
invented a new field of study with vision, 
given its inspiration and a unifying sense of 
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purpose.  You have fostered and promoted 
rigorous scholarship and high-quality 
teaching while also serving the media 
industries and media professionals. The 
achievements of IMMAA are notable and 
cause for celebration as the field advances 
and pushes new boundaries. Anchored 
mostly in the information societies and 
with international reach across several 
continents, IMMAA can do what no other 
scholarly enterprise does very well — that 
is connecting longstanding research on 
mediated communication while tracking 
new developments from different research 
traditions and perspectives. You have 
welcomed different ways of knowing 
across quantitative and qualitative 
dimensions. IMMAA is on the rise, evolving 
and maturing as it extends its reach and 
depth of scholarship. It has the challenge of 
continuing to keep pace and being relevant 
to the contemporary media world amid 
the collisions caused first by technological 
convergence and subsequently by disruption.  
As is always the case, we are counselled to 
respect areas of settled knowledge while 
encouraging new and critical perspectives.”

Hosting the Doha conference was a historic 
moment for NU-Q as the first time the school 
had opened its doors to an international 
meeting. The Dean discussed the creation 
of NU-Q as itself a transformative venture in 
global and digital media education. Using the 
same framework that media management 

experts employ, NU-Q began with a bold 
vision connected to a regional mission 
supported by a strong and growing faculty, 
student body and staff. With institutional, 
faculty and student research projects 
linked to thought leadership, the school is 
making its mark on the region and globally. 
The Dean’s remarks were connected to 
a panel discussion the presented NU-Q’s 
longitudinal study, Media Use in the Middle 
East, now in its 8th year. This study that 
embraces legacy and new media, as well 
as attitudes toward media, began just 
after the Arab Spring. This report annually 
surveys 7,000 people in seven countries and 
especially tracks internet developments. 
NU-Q publishes an annual monograph and 
also maintains an interactive website for the 
data and analysis. It is the sole source of data 
for the USC Annenberg World Internet Project, 
of which NU-Q is a member. The value of 
longitudinal research in looking at change, 
especially in social media and in tracking 
attitudes toward censorship, freedom of 
expression and functional changes in media 
is notable, it was argued. The study was said 
to have helped the school understanding the 
post Arab spring era while generating new 
knowledge useful for researchers, students 
and industry. This continuing research is 
fodder for thought leadership and the spread 
of knowledge about media in the region 
and internationally. It has received wide 
media coverage and is featured at several 
international meetings each year.  
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Annual conference of 
the International Media 
Management Academic 
Association (IMMAA)
F o r  m o r e  i n f o r m a t i o n  p l e a s e  v i s i t :  h t t p : / / w w w . i m m a a . o r g

IMMAA (International Media Management Academic Association) is a global 
association of academics researching critical issues of media management with the 
goal of improving practice and understanding of media markets and institutions for 
the ultimate benefit of media managers and the students who will be the media 
managers of the future. Its diverse international membership fosters and promotes 
an appreciation for the differences among countries and cultures that contribute to 
characteristics that differentiate national media markets and shape relationships 
among them. Past conferences were held in Chicago, San Francisco, Saarbrücken, New 
York, Lisbon, Pamplona, Moscow, Seoul, Sao Paulo and Stuttgart.

 IMMAA Conference
 
In 2019, IMMAA Conference will be hosted by Northwestern University in Qatar, 

between the 4th and the 6th of October. The IMMAA 2019 Conference welcomes 
contributions from diverse perspectives. Papers are encouraged to examine practical 
examples in case study approaches and all qualitative and quantitative approaches to 
research. Papers that address more general issues related to the below themes are 
also welcome:

• Value Creation and Business Models
• Disruption and Innovation in Media Markets
• Impact of latest Trends and Technologies
• Emerging Media Markets
• Media Entrepreneurship and Small Companies
• Venture Capital, Crowdfunding and Media Financing
• Cooperation and Competition in Media Markets
• Media Audience and Research Metrics
• Media Business Research Methods
• Innovation in Teaching Approaches and Formats
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The CENTER FOR RESEARCH IN COMMUNICATION, INFORMATION AND DIGITAL 
CULTURE (CIC·DIGITAL) is an inter-university and multi-located research unit devoted to 
research in Communication and Information Sciences.

It brings together four previous R&D units accredited by the Foundation for Science 
and Technology (CIMJ and CECL/FCSH, CETAC.MEDIA/FLUP+UA, CICANT/ULHT) and it is 
organized into four poles hosted in four of the most prestigious Portuguese universities: 
Faculty of Social and Human Sciences of the Nova University of Lisbon; Faculty of 
Arts, University of Porto; Aveiro University; Lusófona University of Humanities and 
Technologies.

F o r  m o r e  i n f o r m a t i o n  p l e a s e  v i s i t : 
h t t p : / / c i c d i g i t a l p o r t o . l e t r a s . u p . p t /  
o r  h t t p : / / c i c d i g i t a l p o l o . f c s h . u n l . p t

The CIC.Dig ita l  cor responds to a 
speci f ic and fundamental redesign of 
communicat ion sciences,

requiring the gathering of knowledge and 
synergies between the communication 
sciences and the sciences and technol-
ogies of information and communication, 
which became their infrastructure and 
one of the meta-languages or the pre-
vailing conditions of knowledge.

The consistency of CIC.Digital project is 
reinforced by the transversality assumed 

by media studies, weaving in a very 
significant way the theoretical and applied 
working program of the various research 
groups, under 4ICOM – a convergent 
agenda of transversal approaches, 
crossing the main axes between the 
different thematic lines and groups of 
research.
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JOCIS interviewed Jonathan R. Hoffmann, Chief Operating Officer of the 
international media organization Project Syndicate

New Business Models and the 
 Influence of the Digital World. 
An interview with Project Syndicate

by João Neves

The main sources of income of Project 
Syndicate come from a traditional, digital 
or mixed model?
 
It’s a mixed model. We have three main 
revenue paths. One is syndication: we 
licence the content that we produce. We 
go out, we commission content from very 
well-known people, experts in their field, 
we don’t syndicate journalists. It can be 
someone like Bill Gates or Christine Lagarde, 
we then translate this content into 13 
languages and distribute it to our network 
of publications around the world. Our model 
for doing that is mixed, we charge for our 
content in middle income countries. Here’s 
an example: a newspaper in Portugal like 
Diário de Notícias or Jornal de Negócios would 
subscribe to our content, they would get a 
Portuguese translation included in that cost 
and then we would make that translation 
available for a publication in Mozambique, 
for example, free of charge. You can call it 
journalism supporting journalism or Robin 
Hood model. That’s one main revenue 
stream of ours, I’d say somewhere between 
45-50%. The second is that we do a series 

of kind of grant supported or project-based 
initiatives. The third is that we actually 
charge for content online, but only a portion 
of it and this is relatively new, we started 
charging for our content online back in 
November 2017 and it’s been a relatively 
successful endeavour for us. Of course, we 
are still in the process of learning.

In which do you invest more: the 
traditional, digital or mixed?

Again, it’s mixed. I would say right now a 
lot of our organization’s focus is on trying 
to improve our digital presence in terms of 
creating multimedia, going out and trying to 
find new formats of content that readers 
are more likely to pay for.

Which sources of income do you have? 

There are basically three. We have a b-to-b 
side that is just a business with some of 
our clients around the world, we worked 
with over 500 hundred publishers in 156 
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countries. Approximately half of those 
pay for the content they receive from 
us. We have a b-to-c side, a business to 
costumer based, in which we monetize 
our content directly, readers pay for access 
to our website and then we also receive 
grants, for example, the Google’s Digital 
News Initiative, we got a grant to produce 
multimedia content.

Has the impact of the digital changed 
your sources of income?

Yes, significantly.

How important are potential partners for 
the success of your business model?
 
Well, that is a good question, of course 
strategic partnerships are helpful, but we 
are also very careful. I think sometimes it is 
easier to do things on your own than it is 
to enter into complicated relationships with 
other people. So, we certainly do technically 
work with people, but as an organization, 
we prefer to build on our own.

What kind of partners do you consider 
most important to your business 
(technological partners or industry/
traditional partners)?

Some of the most important partners that 
we have are the contributors, the writers, 
the big-name people. So, we have a team 
that edits and translates it, but without 
those people actually producing this 
content, there is no business. Likewise, 
would they be producing it if we didn’t 
have relationships with all these publishers 
around the world to further their ideas? 
The answer to that question is no. It’s really 
hard to isolate, you could argue that if you 
took digital out of the equation for Project 

Syndicate, we’d still of course continue to 
survive, but it is an ecosystem in which all 
the parts matter.

In what do you base your value 
proposition? In your relationship with 
the consumer, in your relationship with 
technological distribution channels or 
with the media industry?

Our value proposition is very simple and 
very clear. The types of authors that we 
get consistently are very difficult. Look, 
The New York Times, The Financial Times, all 
these big-name papers around the globe, 
sure they can get a Bill Gates, but we can 
do this consistently. This content arrives 
in your inbox if you’re a partner of ours, it’s 
edited to perfection, it is basically plug and 
play, you can put it right into your paper.

Maybe you have to undertake translation 
on your end depending on which language 
you are publishing, but ultimately the 
convenience factor alone, not to mention 
the content, is very good and it’s something 
that readers enjoy, but there’s also a big 
convenience factor.

I think it’s clear that we are unique in the 
sense that there’s not a lot of people that do 
what we do. We’re basically a Newswire but 
for opinion, so from the editors’ perspective, 
it goes back to the idea that it’s kind of a 
one stop shopping for really good opinion, 
but the same thing from a consumer point 
of view, that by simply coming to us, we 
may not be somebody’s first read of the 
day to find the news, there’s a million news 
sources out there that you can get stuff 
from, but if you want experts to parse that 
and understand what some of the people 
who are affecting markets or making policy 
are thinking about these things, then we’re 
a great outlet for that.
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Do you intend to integrate the 
contributions from the academic world 
into your business decisions in terms of 
R&D? 

It’s hard to say because again, what we 
do is unique. Our organization is small 
despite its reach. The media landscape is 
changing so fast and so dramatically, we 
just recognize right now that we can’t, we 
don’t have the time or the resources to try 
to capitalize on every new trend. We have a 
strategic and competitive advantage in one 
particular area and that is what we focus 
on. Of course, we had to evolve some things 
so that we can keep up, but ultimately, we 
know exactly who we are, what we’re doing 
and we stick to it.

How do you integrate the academic 
contributions in your company in terms 
of R&D?

It’s hard for me to give specific examples, 
but we are always trying to learn and 
understand and improve what it is that we 
can do, but again our business model has 
not been altered dramatically in the last 
20 years. Of course, there have been some 
changes to it, but ultimately, I think that five 
years from now, we’re still going to be doing 
largely what we are doing today.

Within your strategy to engage with your 
media consumers, what do you value the 
most: communication, product or easy 
access to the service?

It’s hard to separate it. Look, it’s all things. 
The product itself of course is one of the 
most important things, we wouldn’t be 
here without it, but at the same time, 
communication is essential, you can 
produce stuff but if it just sits in a black box, 
it doesn’t matter.

Has the new General Data Protection 
Regulation (GDPR) caused any difficulties 
for the knowledge and creation of the 
profile of your consumer?
 
Yes, it’s extremely difficult. There are a 
couple of things: one it is challenging just to 
get in compliance with the new law if you’re 
a small organization. We had to outsource 
this to a legal team, there’s a lot of 
additional cost and headache that stressed 
our capacity in order for us to get compliant 
with this. I think for some publishers it 
dramatically affects what they do because 
of the way they market to people, what 
they do with the data. For us, it is a little bit 
more forward, our marketing efforts are not 
that advanced in terms of what information 
we’re collecting on. We don’t sell anybody’s 
data, we never made money by selling 
people’s data. It’s not really who we are, but 
at the same time it is challenging because 
it does affect the way you can try to attract 
a larger customer base. If you have fewer 
possibilities, you can send e-mails to people 
who have registered on your site, but who 
have not clicked the box to give us the 
consent. It’s harder for us to let them know 
we have certain things that they would be 
interested in, but at the same time there 
are other channels through which one can 
reach people. 

Has the new advertisement alignment 
had an impact in the way Project 
Syndicate buys or sells advertising 
space?

Not really because we don’t sell 
advertisements on our website, we 
decided years ago that we didn’t have 
the scale in terms of page views to make 
it worthwhile. The money that we were 
making from advertisements was not 
enough, we just didn’t like the opportunity 
cost that we felt that created a sub-optimal 
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reading experience for people who want 
to focus on the content instead. The only 
advertisements that we do sell are within 
our newsletter and are typically academic 
publishers, for example, people who were 
publishing books which fits very much with 
our audience. We have a lot of academics 
who subscribe to Project Syndicate and get 
our insights. Outside of one advertisement 
a week, we are not doing much on that 
area, so it hasn’t really hurt us.

Are the distribution networks or models 
that you use for the distribution of your 
product/service suited? 

Yes, sure, because what we do is primarily 
text based. Of course, we have some 
multimedia content that you can see on 
our site or on social media, but ultimately, 
it’s quite simple for us. Through the 
communication channels that we have 
with our partners, people can receive our 
content in different ways, it can be sent 
via e-mail, you can come to our website 
and securely download html or raw text. 
Our actual readers, those who subscribe 
to Project Syndicate, can get stuff sent 
directly to their inbox, they can follow 
specific authors and specific topics.

Are they suited to your target audiences?

I think so. One of the things we don’t do 
though when you regarding distributing 
content is that it is not available via Apple 
News, we don’t do anything with Facebook, 
you can’t read all our material on these 
other channels, you have to come back to 
us.

We have a Facebook page, we have a 
Twitter feed, where somebody can go and 
follow us and we will direct them back to 
our site. 

Do you think that something must be 
changed at this level? 

I think it is problematic from a reader’s 
perspective. We want to make it easier for 
people to find the content we produce. The 
problem is when you put it out in some of 
these channels, you hear a lot of criticism 
about Facebook and about Google in 
regards to their relations with publishers, 
what content they actually provide for 
people that is appearing on their channels. I 
think that something does need to change 
because it is not sustainable, that is why 
we identified, from the outset, that we’d 
erode the value of our own content if we 
simply just put it everywhere.

Do you notice any changes in the last 
years in terms of your main sources of 
funding and income? Are these changes 
in balance with the market?

Not drastically, no. We have a new digital 
revenue stream because we’re charging 
for premium content on our website, but at 
this stage it is still not a significant portion 
of our overall operating revenue.

What are the main challenges faced 
by your media company’s business 
development? Are they technological, 
regulatory or commercial?

Not regulatory. Commercial challenges 
exist and we operate within the broader 
media landscape, one thing that is good is 
that our partner base is diverse. We work 
everywhere in the world. If things are slow 
in Western Europe, maybe they are rising in 
Africa, better in Asia, but I think the trend 
towards news publishers having smaller 
budgets available ultimately proves to be 
one of the biggest challenges for us. The 
other side is from technological, simply 
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because there is so much content out there 
and there are so many things readers can 
do with their time for free, so it becomes a 
little bit more challenging to get somebody 
to pay for your content.

What is the importance and challenges 
posed by Artificial intelligence and 
robotics technologies to your media 
business?

Again, I’d say it would be different for us than 
for many other people; AI can actually write 
news articles, but we are not competing in 
that sense, maybe it will be challenging for 
us at some point down the line, but people 
still want to hear from experts.

What are the most important 
characteristics for the success of your 
business model? We’ve got a few options 
for you to choose from: technological 
innovation, relationship with the 
consumer, brand value, open innovation 
and co-creation.

Relationship with the consumer and brand 
value, absolutely.

Do you expect a positive, negative or 
neutral evolution of it? 

Positive.

Does your business model require 
funding? If so, where will you find such 
funding? 

Yes. Typically, with non-profits. For example, 
the non-profit arm of companies, like the 
Google Digital News Initiative. We do need 
to develop, we are financially stable, but 
some changes require a lot of investment 

and wouldn’t be possible without this type 
of help.

In your opinion, what is currently 
changing in terms of the management, 
marketing and administration of media 
companies?

For us, the stuff we do didn’t change that 
much. One of the most successful ways 
that we have to get to people is through 
e-mail, for example. There’s nothing new 
there. We don’t advertise a lot, maybe to 
our own detriment, but simply because we 
have few resources available to us, we stick 
to what we know it works.

In your opinion, what is currently 
changing in terms of the work of 
journalists and content producers?

Again, it goes back to the people who 
are producing our content aren’t actually 
journalists, but I would say that there’s a 
new trend in media every year, whether is 
the pivot to video; 10 years ago, it was that 
the IPad was going to save publishers and 
revolutionize the business and that didn’t 
happen. The pivot to video has become 
more a punch line and less a recommended 
strategy. From our point of view, we 
see some evolution in what we do, but 
ultimately, we focus simply on what we 
have been doing for the last 20 years and 
try to do it better.
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Communication, Media and Creative 
 Industries in the Digital Era

Paulo Faustino, Iván Puentes and Francisco Belda

by Dinara Tokbaeva for JOCIS

A useful collection for media & business 
scholars and practitioners has come out 
under the editorship of Paulo Faustino, Iván 
Puentes and Francisco Belda. Communication, 
Media and Creative Industries in the Digital 
Era is the latest monograph published in 
2020 by the Faculty of Arts and Humanities 
of University of Porto and PIMENED project. 
It is a compilation of 12 chapters on four 
main topics: media business models, media 
entrepreneurship and value creation, media 
as a communication and marketing tool, and 
media as journalistic practice. 

A Berlin practitioner, Anna Röser-Dümmig 
wrote about the reasons behind user 
avoidance of advertising. Philippe Wallez of 
Aix-Marseille University compared cases of 
the New York Times and Le Monde as they 
struggle to increase advertising revenues. 
Kátia Morais of Bahia State University and 
Joseph D. Straubhaar of the University 
of Texas discussed screen quotas in the 
Brazilian Pay-TV market. Next, Castulus 
Kolo, Anastasia Christensen, Qian Qian Qiu 
and Clarissa Raia of Macromedia University 
of Applied Sciences assessed how local 
newspaper publishers could benefit from 
smart cities. MediaLab ISCTE-IUL (Portugal) 
scholars Miguel Crespo, Ana Pinto-Martinho 
and Caterina Foà studied internal innovation 
within Portuguese media companies.
Furthermore, Carlos Francisco Alves and Ana 
Luísa Nogueira Parada Ferreira e Silva from 

the University of Porto discussed financial 
markets information management. Practical 
suggestions on how a university library can 
increase its media reach were presented by 
Carla Gomes Pedrosa and Camila Pawlowski 
Ferreira of Universidade Federal de Minas 
Gerais. Jessica Eldom of Karlstad University 
performed a qualitative study of online music 
brand building in the Swedish music industry. 
Xiao Zhou of Fudan University evaluated user 
privacy protection in WeChat. Changcheng 
Zhou, Ziwei Dong and Yanfang Bu of Tsinghua 
University explored external communication 
of mainstream television network. Legal 
scholar Valentina Buratti of the University 
of Pavia investigated the influence of new 
media on political discussion. Researchers 
from Sremski Karlovci Borivoje Baltezarević, 
Olivera Milutinović and Vesna Miletić 
analysed the role of digital media in 
preserving national cultural identity. 

This monograph covers broad geography, 
from Europe to East Asia and Latin America. 
It is both valuable and exciting for those 
readers looking for latest developments and 
insights from the media industry and those 
searching for solutions of their current media 
business challenges, from growing online 
presence of a university library in Brazil to 
Chinese media conglomerate building its 
external communications to a smart city 
initiative in Germany which can help local 
news publishers engage with their readers.
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Research Traditions in Dialogue - 
Communication Studies in Latin America 
and Europe is the outcome of the IAMCR 
(International Association for Media and 
Communication Research) conference where 
the researchers from the ALAIC (Asociación 
Latinoamericana de Investigadores de la 
Comunicación)1 and ECREA (European 
Communication Research and Research) 
meet annually.

Having as conductive axis functionalism, 
critical theory, cultural studies, alternativism, 
post-colonialism and feminism, the 
chapters sought to include a historical 
standpoint, a detailed analysis, and 
theoretical and methodological proposals 
on future perspectives, highlighting that not 
all themes developed in the same way nor 
at same pace on both sides of the Atlantic.  
“Functionalist traditions have had a greater 
development on North America, critiques in 
Europe and post-colonials in Asia, and, in the 
meanwhile, alternative currents are strong 
in Latin America, and the culturalists find 
roots in Europe and Latin America”. However, 
these currents were present everywhere.

The compilation of an equal number of 
chapters by European and Latin-American 
authors results in a balanced dialogue 

1 -  Latin-American Association of Communica-
tion Researchers

Research Traditions in Dialogue 
Communication Studies in Latin America 

and Europe

Fernando Oliveira Paulino, Gabriel Kaplúr,  
Miguel Vicente Mariño and Leonardo Custodio

by Mónica Rodrigues for JOCIS

between the two outlooks. However, the 
book’s strongest point resides in the debate 
between authors from both continents 
closing each theme, thus providing the reader 
with a more global understanding of the 
phenomena. In these debates confrontations 
arise as a consequence of the difficulty 
in defining a concept, due to the different 
schools of thought of each continent.

With authors of different nationalities 
(Spanish, Portuguese, Mexican, Brazilian, 
Argentine, English, Italian, Cuban, 
Uruguayan, German, Bolivian, Belgian), it 
becomes evident that one cannot pass 
up this diversity of sources of information. 
Furthermore, it is necessary to work 
together to create initiatives that provide 
fluidity of communication, fill the scarcity of 
translations of documents in this area and 
thus enrich pre-established concepts.

To be published soon by Media XXI in English 
and Spanish, confirming the willingness 
of the researchers to emphasise the 
importance of everyone’s understanding 
and being involved, Research Traditions 
in Dialogue - Communication Studies in 
Latin America and Europe, coordinated by 
Fernando Oliveira Paulino, Gabriel Kaplún, 
Miguel Vicente Mariño and Leonardo 
Custodio, constitutes a comprehensive and 
enlightening read.
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Making Sense of Data in the Media

Andrew Bell, Todd Hartman, Aneta Piekut, Alasdair Rae, Mark Taylor

by Sara konieczna for JOCIS

The introduction brings a well-known truth: 
statistics are everywhere in the media. 
And yet, they are widely misunderstood or 
poorly reported. 
 
With this book, the authors particularly 
address the people who want to become 
journalists - so they know how to report 
data in the news in an effective and 
reasonable way. Also, it for those who read 
the news daily, frequently use the Internet 
or watch adverts. The authors believe 
that it is everyone’s responsibility to be 
able to understand but also to criticise the 
immense amount of data that nowadays 
is produced, captured and transmitted 
through the media and eventually thrown 
at us.
 
Making Sense of Data in The Media 
is organised in 12 chapters based on 
particular statistical ideas. However, rather 
than the countless amount of numbers, it is 
focused on illustrating the subject by clear 
and easy-to-understand examples. As 
the authors argue, the statistical analysis 
does not have to be as difficult as it seems 

– sometimes it is just advanced common 
sense, therefore over the 250 pages they 
try to show the readers that the same 
abilities people have in thinking critically 
about other things in the world, can also be 
applied to statistics. 
 
The book’s strongest suit is in the way it has 
been written. The writing style is very much 
accessible and easy to comprehend. It does 
more than teaching techniques needed for 
a statistics course; it teaches the life skills 
that we need to use on a daily basis. 
 
Andrew Bell, Todd Hartman, Aneta Piekut, 
Alasdair Rae and Mark Taylor are lecturers 
at the University of Sheffield. Their research 
focuses on a wide range of subjects such 
as social science, political psychology, the 
relationship between ethnic diversity and 
social cohesion, sociology of culture, etc.
 
Published by SAGE in November 2019, 
this is a timely and compelling position for 
everyone who wants to be an aware user 
of the media.
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