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Foreword

Technology, Creative 
Industry and the 
Great Empire of 
Imaginariness
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by paulo faustino

Technology and Social MeTabolizaTion

There seems to be a certain consensus among the scientific and medical com-
munity that Covid-19 is becoming less of a pandemic and more of an endemic 
disease. In this sense, we’ll have to be able to adjust our lives taking into consid-
eration the coexistence with the virus until it is possible to normalize its negative 
impact following a prophylactic approach in a medium to long-term basis, recur-
ring to vaccines and other antiviral medication that are gradually at our disposal.

However, as a result of Covid-19’s impact, many personal and professional 
routines have changed, in some cases quite substantially. One of the most (nega-
tively) affected activities are precisely the ones of the cultural and creative indus-
try worldwide. This is due, in part, to the fact that its foundations and reason of 
being depend on social and physical interaction: entertaining, informing, inform, 
socializing and experiencing.

Social interaction is one of the most important bases of Creative and Cultural 
Industries, and it has been strongly constrained by the pandemic – or endemic 
disease – we are going through at this moment in history. However, technology 
seems to be a greater protagonist having a constant presence in our lives today, 
namely when it comes to new ways – or attempts – of social interaction and new 
experiences in the virtual world.

In this sense, it is worth to imagine how our lives would be – in the context of 
this pandemic – without the access to technology we have. Imagine yourself living 
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through this pandemic before the 90’s. Without Internet! It would definitely be 
the end of the world! Nonetheless, as we shouldn’t demonise the technologi-
cal “invasion” in our lives, we also shouldn’t idolise all that technology offers. 

We need to adopt a more critical behaviour in face of technology, apparently 
innovative, and question its real value in our lives. There is a great “pressure” 
on technology companies to introduce us to new products, services and expe-
riences. Many times, we are not prepared for it, not at least at moment zero, 
and some of these new products are introduced in the market ahead of time. 
Hence, the consumer – citizen – must undergo a period of “social metaboliza-
tion” in order to embrace these products. This means that the consumer might 
not be prepared for it at a moment A, however, gain interest for it at a moment 
B, which, sometimes, might take a few years.

In reality, by force of circumstances, Covid-19 has accelerated this process 
of “social metabolization”; this is, in many cases citizens haven’t had the time 
to metabolize the consumption process – use – of information and communi-
cation technology. Such might compromise the existence of a more structured, 
conscious and matured behaviour over the positive and negative effects of tech-
nological products. We ought to think and investigate more critically the level of 
innovation available and if it produces a real positive effect upon society, includ-
ing, on companies, consumers, business models, working models, for instance, 
such as Robert Picard suggests on the interview published in this issue.

The conTribuTe of The creaTive induSTrieS and The eMpire of 
iMaginarineSS

Besides the intrinsic characteristics of experiences, products and creative and 
cultural services it is ever-more important to think about – and act upon – the 
contribute by creative and cultural industries to the improvement (or creation of 
value) of products and services proposed by other industries. They do not only 
contribute to the value of others, as they value their own role under the social, 
educational and economic point of view. For instance, nowadays, no organi-
zation functions without a website, content, or digital marketing. If someone 
intends to look up something on the Internet, such as a doctor, for example, he/
she will have access to his/her profile or might even check on his/her Facebook 
page and see what is said about the clinic. 

In order to be competitive today no other sector can wave the resource to cre-
ative industries. For instance, an app needs an appealing and responsive design, 
it needs someone to produce content or even make videos, or even someone 
to write the script, or a director for some more sophisticated aspects of certain 
commercial and institutional communication practices. The other industries 
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(external to the creative and cultural sector) may grow and develop with the 
support of creative services and products.

The most tradition industries and organizations tend to look for ways of dif-
ferentiating, and the path always follows the same direction: to look for some-
one to bring creativity to the chain of value, for instance, at the level of design 
or other ways of artistic intervention in order to introduce something innovative 
to their organizations and brands. However, some artists – or creatives – are still 
misinterpreted for selling their art and for having a market perspective; despite 
of this, it is not necessarily inconciliable with the artistic authenticity. It might 
even be decisive to the artist or creative so he/she can continue to contribute 
to society at a social, economic and cultural level.

One of the defining characteristics related to the creative and cultural indus-
try consists of the possibility to create and deliver experiences, preferably good 
ones, obviously! These experiences – competencies – might be mirrored in other 
businesses or sectors by taking culture, creativity and entertainment to a dif-
ferent public and transform and influence consumption – or the acceptance of 
products and services – through art. For example, a website must be appealing, 
it must attract attention, and compose a narrative for the product and the brand. 
That is, it must tell a story. This is legitimate if it converges with the organiza-
tion’s values and identity, which is mostly related to the creative section. 

Not only do products must be appealing, all digital narratives – including nav-
igation – must be built in such way that all steps are intuitive and understood. 
This is the fundamental difference: a website with no creativity or interesting 
content has an opposite effect to the organizations’ purpose: become closer and 
establish a relationship with the public. Aesthetics constitutes a crucial factor 
of success these days. Organizations must have a concern for aesthetics, and 
that might mean a great differentiation from one organization – or product – to 
its competitors or counterparts. Aside from intellectual property and authors 
rights, there is an emotional part in the organizations, companies and creative 
and cultural businesses’ activities: a creative can help to create good stories, 
create and share imaginariness.

Creative industries may help other industries to build the “Empire of 
Imaginariness” and may also complement each other: for instance, on one hand, 
creative industries need more inspiration from the business approach of other 
sectors of industry; on the other hand, industries or organizations external to 
the creative and cultural sector need to create intangible value (communication, 
content, design, content, narratives, experiences, expression, etc.) in order to dif-
ferentiate one from another. In this sense, such cooperation and mutual invest-
ment must deepen. It is important to add value to this rhetoric; this is, motivate 
the sharing of knowledge and experiences between organizations within the 
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creative and cultural sector and industries of other sectors.
Also, companies have an increasing challenge in what comes to reaching the 

public – people – in a rational way, but also emotional. Organizations, in general, 
must find new ways to approach their clients and public; traditional industries 
tend to work always based on the same model, hence, growing within the same 
guidelines; creative industries, however, don’t. Creative industries look to find 
and can help create new and varied routines, approaches, products and ser-
vices, as they can help challenge organizations’ structures and practices, show 
them new paths to conquer markets, consumers and/or publics. In this sense, 
creative and cultural industries must also be able to display their importance to 
serve other industries and organizations. However, at the same time, they face 
great internal and external challenges, namely:

1. The need to develop and innovate services and products commercial-
ization approaches to boost the growth in business and their expansion 
to other markets;

2. The pandemic has highly constrained the business strategy of several 
companies triggering the need to rapidly adapt to the digital world and 
to find new means of monetizing; 

3. Adopt new practices in financing, organization, management, marketing 
and communication as the implementation of their products, services 
and experiences develops; 

4. Combine varied funding models: calls and edicts, public funding, prod-
uct and services selling, crowdfunding campaigns, diversify business 
models, and strengthen the orientation towards the market;

5. Create new narratives to attract new clients, consumers or publics and 
be able to maximize their competencies and intrinsic characteristics – 
creativity and aesthetics, for instance – for their own benefit.

On the other hand, the introduction of creative and digital industries in all 
activities is unavoidable, either more traditional or more innovative. Indeed, 
in today’s world, specially considering the new ways of working, driven by the 
pandemic, organizations must function in a network, and whoever is out of the 
network is out of business. 

The activities developed by each company are increasingly dependent of tech-
nology, creativity, market and scientific research. Being JOCIS a journal focused 
on the publishing of scientific work related to creative and cultural industries, 
we intend, in each issue, to share and disseminate fundamental knowledge to 
the academia, but also to the industry and organizations in general, whose good 
practices must also be inspired and based on scientific knowledge. Besides the 



fo r e wo r d 1 5

scientific facet that organizations (for- or non-profit ones) are everyday more 
exposed to, creativity has become, with no doubt, one of the most important 
intangible actives one has to master to be able to compete in the market and 
integrate within society.

Given that the imperative of creativity is not something new – the Portuguese 
poet Fernando Pessoa already had introduced the importance of the “Empire of 
Imaginariness” – today’s economic and social context is in many ways different, 
namely when it comes to the valorisation of the role creative and cultural indus-
tries have had in the improving life quality. In this sense, the articles and other 
content displayed in this issue approach essential themes that cover different 
areas of the creative and cultural industry, such as marketing, neuromarketing, 
cinema and photography, the sports media and a creative experience which 
mobilizes the global audiences in a very expressive way.

As usual, JOCIS once again brings you the finest studies in the realm of cul-
ture, creativity, and communication. In this issue we gather four articles fea-
turing one thing in common: the consumer’s psychology, namely the studies 
of consumer behaviour. The field of culture, creative industries and communi-
cation is vast, but its development goes hand in hand with the evolution of the 
consumer’s behavioural pattern. One must never forget that these products and 
services aim to an audience, though despite the fact they are reached through 
the advances of technology and the acceleration of the “social metabolization” 
process due to Covid-19, the audience is still human, therefore, the understand-
ing of interactions between the user and the (technological) media bears great 
weight over the growth of the industry and its economy in the future. 

This relationship is not only relevant from the point of view of marketing 
and the industry’s development, but also because we live in times of vulnera-
bility. The Covid-19 crisis has had a tremendous impact in our lives, our daily 
lives, even on the most mundane aspects of it. It led to a greater sense of need, 
the need for more and better services, comprising entertainment and commu-
nication. This vulnerability is an opportunity to understand how to better reach 
the consumer/user.

Hence, JOCIS 7 presents four articles: Sport and Mobile TV: Conceptualization 
and Empirical Analysis of a Mobile TV Usage Model; The Memory within 
Photography: How to Observe Photographic Images in the “Post” Context; 
Mapping the Film and Audiovisual Sectors: A Research Agenda for the Future; 
and Nostalgia, Retro-Marketing, and Neuromarketing: An Exploratory Review.

Sport and Mobile TV: Conceptualization and Empirical Analysis of a Mobile 
TV Usage Model, by Professors Reinhard Kunz, Herbert Woratscheck and James 
Santomier looks to fill in the gaps in research regarding the importance of content 
for “local media and telecommunications companies across all digital platforms”. 
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In this case, sport is the content adding value to these platforms. In many coun-
tries is a common practice to launch media innovations using sport-themed 
commercials, sport mega events and all sport related content. Why? Because 
it has proven to be a motive for the usage of digital platforms. In this case, the 
study focuses on mobile TV. As the remaining articles of this issue of JOCIS 
reveal, consumer behaviour knowledge is essential, namely concerning mobile 
media. The authors have found that sport and media managers and market-
ers must understand the importance of finding what drives consumers to use 
mobile media and establish the connection between content and usage. This 
should allow the creation of better business models in a digital era.The article 
shows that consumer behavioural models reveal a high value of sport to plat-
forms based on context-dependent value.

The Memory within Photography: How to Observe Photographic Images in the 
“Post” Context. As the title suggests, this article presents a study of the memory 
through the photographic image produced today. In the “old” days a photograph 
would reflect the photographer’s state of mind or would display to the world its 
own state. The concept of photography was easier to define. These days, it is a 
picture communicating through not only the image itself, but its surroundings in 
a platform’s framework, and the digital roads it travels. There is a deeper connec-
tion with the network environment. This sort of interaction enables photography 
to register a memory only after it is published on the web. However, it also con-
ditions that memorial relationship. Rodrigo Brasil de Mattos and Tiago Ricciardi 
Correa Lopes reflect on the concept of photography using this study based on 
Instagram. This medium allows best to understand how one intakes an image. 
The authors approach the analysis of the idea through the concepts of “interface 
photograph”– which stands on the basis of a connection between the user ad the 
image’s environment, that is, comments, likes and other interactions contextu-
alizing the picture in the platform–, and “web of imaginariness”– which is born 
from the first, that is, the relationship established after the user also comments, 
hence creating by himself a specific environment. Thus, a photograph is not just a 
photograph. It’s the relationship between itself and its surrounding environment.

Mapping the Film and Audiovisual Sectors: A Research Agenda for the Future. 
The article intends to cast a different light over the film and audiovisual industries 
in Portugal, not as a cultural sector but as a creative one. Through mapping film 
and audiovisual industries it is possible to measure how they influence creative 
economy. The authors, Manuel José Damásio and Rita Grácio, advocate that the 
film and AV sector add value to the creative workforce, therefore suggesting one 
should develop the creative potential of the sector through entrepreneurship 
education. The plan for such research agenda, developing mapping exercises, 
aims to aid policy makers and funding bodies to monitor and evaluate and to fix 
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funding schemes. This would help overcoming, in the case of Portugal, the diffi-
culties in sustaining production modes and the low-quality production system, 
for it is well-known for the distance between Portugal’s creative production and 
its Portuguese audience. 

Nostalgia, Retro-Marketing, and Neuromarketing: An Exploratory Review. The 
importance of behavioural knowledge is no news for those who work in market-
ing or advertising, for their whole purpose is to find ways to capture the consum-
er’s attention. This article, by Verónica Crespo Pereira, Matías Membiela Pollán 
and Eva Sánchez Amboage, confronts us with the role neuroscience plays within 
the decision for strategies to reinforce brands positioning through the compre-
hension of emotional and cognitive processing. Neuromarketing is key reaching 
out to customers by means of “understanding what constitutes the neurobiology 
of consumer decision-making”. This study shows nostalgia as one of the most 
effective strategies. It finds that nostalgic strategy brings out memories and “feel-
ings derived from cognitive responses”. Advertising also benefits from nostal-
gia, and such is seen in its rising in the last few years. The retro/vintage stated in 
the mid-90’s and has grown, reaching its peak today. It doesn’t only (positively) 
affect brands as it also spreads out to a variety of goods, services, design, aes-
thetics, communication and so forth. Since we are studying what is basically the 
use of emotional bonds, it should be of no surprise that the nostalgic strategy 
works its wonders best when in times of crisis, for it makes the consumer feel 
more comfortable and safer, thus leading to consumption. However, one other 
focus of the article is the recollection of bibliography on the matter, concluding 
that until now there hasn’t been many studies on the effect of neuroscience on 
consumer behaviour. 

This issue also includes an interview with Robert Picard, an expert in media 
and communications economics and policy. Robert shared his views with us on 
the subject of the economy and policy making in the creative industries in the 
digital era we are currently living in.

The interview is followed by the reviews on four books: Inovação, gestão, 
marketing e tendência no mercado do livro; Unfaking News: Como Combater a 
Desinformação; Communication, Media and Creative Industries in the Digital Era; 
and Comunicación, Medios e Industrias Creativas en la Era Digital.

Inovação, gestão, marketing e tendência no mercado do livro, by Paulo Faustino, 
is both a reflection and an analysis. Paulo reflects on the very concept of book 
as a mean of conveying knowledge and how it has become a product of mass 
production for lucrative purposes. And he analyses all steps in such production, 
which must value the book itself.

Unfaking News: Como Combater a Desinformação, by Raúl Magallón, unveils 
the disturbances of fake news, misinformation, eco chambers, information 
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bubbles and so on throughout world’s politics and even economy. He demon-
strates how certain companies, such as Facebook and Google are failing to prevent 
such disruption, explains how these impact audiences to the point of influenc-
ing their day-by-day life decisions, and even showcases some examples, such 
as WhatsApp, of comfortable environments for misinformation.

This issue offers its readers reviews of two books, Communication, Media and 
Creative Industries in the Digital Era, and Comunicación, Medios e Industrias 
Creativas en la Era Digital. The first book was coordinated by Paulo Faustino, 
Iván Puentes and Francisco Belda. The second one by the same authors plus 
Carla Martins. Both books present papers based on the XESCOM initiative. The 
first one focuses more on the effects of the digital evolution over communica-
tion and creative industries, while the second one, already with a clear vision 
of the digital era we live in, offers analysis of the changes needed to adapt cre-
ative industries to this era.

Finally, JOCIS 7 presents a review on the report by Deloitte, for Netflix 
International B.V., on The Future of Creative Economy. It showcases the impor-
tance of creative industries to the global economy, as creative economy growth 
is already surpassing the economic growth overall. This report displays the rel-
evance of creative industries as a crucial element for the growth of communi-
ties and national economies worldwide.

As the idea conveyed by the renowned Portuguese poet, Fernando Pessoa 
(1888/1935), in his book “A Mensagem”, 1934: a great brand must be a layout of 
the future and must always be prepared to lead the Empire of Imaginariness. 
This issue shows, just as this poet had many facets and performed many jobs: 
manager, accountant, writer, poet, translator, advertiser – for example, he has 
created the Coca-Cola’s slogan in Portugal, in 1929, “First you snub it, then you 
glug it”–, that creative and cultural industries must have them too. Fernando 
Pessoa also advocated that a brand should be both flexible and ambitious, it 
must grow several shoots within itself, rooting in all dreams in the world. For a 
brand to be grand it must be whole, as the birthplace of a soul that wants to be 
a multiple entity. A brand must be many things, but it needs to have a purpose 
or be the purpose within itself. It must be physical; however, a spiritual body 
has to overcome the physical one. It must have a universal language expressed 
through the heart, that flows through the thought and that is determined by 
its intelligence. 
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abstract

The aim of this research was to explain the importance of sport in the use of digi-
tal media services on mobile devices. Relevant factors related to mobile TV usage 
were identified and the strength of their influence was analyzed to show that 
sport is a driving force for mobile TV usage. Inspired by service-dominant logic 
(SDL) and the sport value framework (SVF), an innovative research model was 
specified and tested empirically among three samples from Australia, Germany, 
and the U.S.A. SDL and SVF suggest value is always co-created and context depen-
dent. Thus, usage situations were integrated as contextual factors in a structural 
equation model with interest in sport and other psychological factors as inde-
pendent variables and mobile TV usage intention as dependent variable. This 
study is one of the first empirically testing what motives lead to mobile sport 
viewing and how interest in sport drives mobile TV usage. The empirical find-
ings imply that consumer interest in sport is highly relevant for media technol-
ogy usage. They further demonstrate that usage context really matters.

Keywords: Consumer behavior, cross-national comparison, media usage, mobile 
TV, sport viewing motives, structural equation model.
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introduction and aim of paper

In the past the launch of media innovations in Australia, Germany, and the U.S.A., 
was often accompanied by sport-themed commercials, sport mega-events, and 
premium sport content. This could be observed regarding new media technolo-
gies and services such as Internet TV, HDTV, or mobile TV. The FIFA World Cup, 
the National Football League (NFL) Super Bowl and the Olympic Games as well 
as the German Bundesliga or U.S. Major League Baseball (MLB) are examples. 
Sport is important content for global and local media and telecommunications 
companies across all digital platforms (Foster et al., 2014; Koronios et al., 2020; 
Kunz et al., 2016; O’Reilly and Rahinel, 2006; Santomier, 2006; Turner, 2007).

In the context of digital platforms, specifically mobile technologies and ser-
vices, mobile TV refers to any type of audio-visual content that is transmitted 
by wireless mobile communications networks (3G, 4G, 5G), wireless Internet 
access points (Wi-Fi) or digital broadcasting networks (DMB, DVB) and received 
by mobile devices. Mobile TV enables consumption of content independent of 
time and space in different situations (Schuurman et al., 2010). For the purpose 
of this study, the focus was on mobile TV in general, including both linear live 
broadcasts (TV) and video on demand (VOD).

Regarding sport content with relevance for mobile TV, live coverage of events 
as well as before and after-event reporting, replays of matches, video highlights 
and sport news represent content that is available currently in countries such as 
Australia, Germany, and the U.S.A. In Australia, mobile carriers such as Telstra, 
Optus, and Vodafone provide various TV channels and videos that often are 
included in their data packages. 

In Germany, mobile carriers Deutsche Telekom and Vodafone provide 3G 
and 4G-based mobile TV services with live coverage and highlights of DAZN, 
Eurosport, and other TV channels. With ‘sky go’, pay TV operator Sky introduced 
an application (app) for smartphones, tablets, and laptops that enables access to 
its sports channels, covering Bundesliga, UEFA Champions League, tennis, and 
golf, as well as other sports. During the initial months of its introduction, the 
app covered sport exclusively while selected movies and TV series followed later. 

In the U.S.A., mobile carriers T-Mobile, AT&T, Verizon, and others provide 
ESPN Mobile TV and sport-related VOD as well as other TV channels such as 
NBC and FOX Sports. For example, Verizon Wireless distributes National Football 
League (NFL) games and T-Mobile distributes National Basketball Association 
(NBA) games. Major League Baseball (MLB) provides MLB.tv, which is accessible 
with 4G or 5G web-enabled mobile devices.

In many countries mobile TV has been becoming increasingly successful. 
Further insights into consumer behavior with respect to mobile media were 
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required (Evens et al., 2011; Ferguson and Greer, 2013). In addition, sport and 
media managers and marketers should understand the relevant drivers of mobile 
media usage in order to develop successful marketing strategies and new busi-
ness models in the digital era. This study addressed several research gaps related 
to interest in and motives for viewing sport, the relevance of sport for media 
innovations, and the context of media usage. 

Service-dominant logic (SDL) in marketing (Vargo and Lusch, 2004) contrib-
uted significantly to the theoretical framework of this study. SDL suggests value 
is always co-created and value-in-context (Vargo et al., 2008). In sport manage-
ment the sport value framework (SVF) builds a bridge to empirical research by 
defining sport events as platforms where different actors co-create context-de-
pendent value (Woratschek et al., 2014). Thus, the value of sport viewing is 
always context specific (Horbel et al., 2016). This is particularly relevant for 
mobile media, which is why context-related factors such as usage situations 
should be given attention in consumer behavior models.

In addition, the study was based on behavioral theories and approaches of 
interdisciplinary research related to consumer behavior in sport and new media 
in general as well as on mobile media usage in particular. These research areas 
are regarded as independent and will be linked to fill a relevant research gap. 
Whereas the motivations as to why people view sport on television have been 
identified and analyzed in many previous studies (e.g., Raney, 2006; Wann et al., 
1999; Wenner and Gantz, 1998), except for few limited studies (e.g., Fairley and 
Tyler 2012; Ha et al., 2015; Kattestaart, 2007; Koronios et al., 2020; Kunz and 
Santomier, 2020; Turner, 2000, 2007), the relationship between the consum-
ers’ interest in sport viewing and the demand for novel digital media opportu-
nities has not been a key focus. The factors influencing mobile TV usage have 
been analyzed rudimentarily (e.g., by Cui et al., 2007; Jung et al., 2009; K. H. Kim 
et al., 2008). Managers and marketers require further insights into consumer 
behavior with respect to mobile media (Ferguson and Greer, 2013) and reasons 
underpinning why consumers do or do not adopt and engage in using mobile 
media (Benigni et al., 2014). Although a variety of different motives have been 
identified already (e.g., Choi et al., 2009), they require validation and, in addi-
tion, further concepts should be conceptualized and tested empirically. 

The aim of this paper, therefore, was to develop and empirically test an explan-
atory model of the intention to use mobile TV. Relevant factors were identi-
fied and the special role of sport in this context was clarified. Specifically, the 
research questions were:

RQ1: What factors influence mobile TV usage with a special focus on sport?
RQ2: How strong is the influence of these relevant factors on mobile TV usage?
RQ3: How does the usage context influence these relationships?
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This study contributes to sport and media management research primarily 
by identifying relevant influencing factors of mobile TV usage in the sport con-
text as well as conceptualizing and empirically validating a structural model 
focused on consumer behavior in sport media. Both positive and negative psy-
chological and contextual factors were integrated in this model, which can be 
applied easily to other sport mobile media related applications in the future. 
The interest of consumers in sport appeared as a major driver of mobile TV. 
This study established an innovative model and provides valuable insights for 
further research on sport new media. In addition, this study contributes to SDL 
by empirically identifying the interest in sport as a meaningful driving force of 
mobile TV usage intention, that we consider a representation of value-in-use, 
and the importance of context in mobile media usage.

theoretical and conceptual background

SDL claims value is always “value-in-use” and “value-in-context” (Vargo et al., 
2008; Vargo and Lusch, 2008). This approach considers that in addition to the 
company/service provider as a value creator, customers and other actors are 
involved as “resource integrators” and as “co-creators” (Vargo and Akaka, 2009). 
One of the key objectives of this study was to determine the empirical validity 
of the “value-in-context” concept. The importance of SDL for other disciplines 
such as the field of sport management is highlighted by the introduction of 
the SVF (Woratschek et al., 2014). In terms of mobile TV, the usage context is 
apparent from a theoretical and practical point of view since mobility is a core 
characteristic of service provision. In previous studies travel and transport sit-
uations such as commuting as well as waiting situations, situations of leisure 
and relaxation, and situations at home or at work had been considered relevant 
(e.g. Cui et al., 2007; Do et al., 2009; Klein et al., 2009; J. P. Shim et al., 2008). 

Regarding innovation-related literature there are two important directions 
that can contribute to explaining consumer behavior: diffusion of innovations 
(Rogers, 2003) and technology acceptance (Davis et al., 1989). A core concept of 
Rogers’ diffusion of innovations theory is “innovativeness”. Adopters of innova-
tions, for example, consumers of new technologies and technology-driven ser-
vices, differ in their individual adoption time and process as well as the overall 
diffusion among the members of a social system. Goldsmith and Hofacker (1991) 
point out that this characteristic is always domain specific, since the consumer’s 
innovativeness may differ between innovations from different areas (Saaksjarvi, 
2003). Thus, for the purpose of this study, innovativeness was considered as it 
relates to the media domain. Therefore, “media-specific innovativeness” refers 
to the general interest of consumers in new media technologies and services 
and their willingness to adopt them. This concept was considered rudimentary 
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in the context of mobile TV (e.g. Kwon and Chon, 2009). Wouters et al. (2007) 
integrated “technology readiness” within the technology acceptance model 
(TAM; Davis et al., 1989). They identified a significant mediated influence on 
consumers’ intention to use mobile TV. In the German sample of K. H. Kim et 
al.’s (2008) study regarding digital multimedia broadcasting (DMB) services 
“innovativeness” had the strongest impact.

Media communication and reception focused research can also contribute 
to explaining mobile TV usage. With uses and gratifications there is a relevant 
approach that addresses the audience’s motives of media usage and content 
reception (Katz and Foulkes, 1962). Consumers are assumed to be active, seek-
ing gratifications of their psychological and social needs by using media (Katz 
et al., 1974). “These needs certainly vary among individuals of different ages, 
gender, and stages in life, among other factors, as well as within individuals 
given situational factors such as mood, time of day, and stress“ (Raney, 2006, p. 
314). This fits well with our assumption that mobile TV usage is always context 
dependent. A variety of affective (entertainment or mood regulation), cognitive 
(learning or information seeking), integrative (habit or empathy) and interactive 
(social relations or conversations) motives have been identified (Ruggiero, 2000). 
However, there is no consensus on labeling and operationalization of same or 
similar media-related motives to date. Dependency and multicollinearity among 
motives and their importance are additional issues addressed in this paper.

With the launch and wide distribution of mobile devices “portability”, “mobil-
ity”, and “permanent access” have become relevant for motivational research 
in the media industry (Kim et al., 2008; Leung and Wei, 2000; Wei, 2008). Choi 
et al. (2009) studied the motivators for mobile TV usage and identified “perma-
nent access”, that is the mobility of users and their digital devices, to be most 
important. Moreover, “entertainment” and “fashion and status” appeared to be 
relevant especially for male users. Cui et al. (2007) identified “pastime”, “stay-
ing up-to-date”, and “novelty” as motivational drivers. Oksman et al. (2007) 
achieved similar results. In addition, they identified “information” and again 
“mobility” as key factors. Kalba (2009) discussed the characteristics of mobile 
TV as an innovation. He also highlighted “portability”, “permanent access”, and 
“status” as relative advantages.

In a study by Jung et al. (2009), the high relevance of “content” for mobile TV 
usage was shown. Content in general was associated with characteristics such as 
being-up-to-date or providing sufficient content. As an extension to TAM (Davis 
et al., 1989), content was modeled as an additional antecedent and its effect on 
the intention to use mobile TV was thus mediated by “perceived usefulness” as 
well as “cognitive concentration” (flow) and “perceived ease-of-use”. However, 
this study did not refer to particular media content as, for instance, sport content. 
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Until recently, sport media related literature focused primarily on motives for 
viewing sport on traditional television (e.g., Raney, 2008; Wenner and Gantz, 
1998). Only a few research publications refer to sport on the Internet (e.g., Seo 
and Green, 2008) or sport on mobile devices (Benigni et al., 2014). One observa-
tion of a pilot study focused on mobile TV in Germany was that usage decreased 
after the 2006 FIFA World Cup (Klein et al., 2009). Other literature emphasized 
the importance of sport content for mobile TV usage (Evens et al., 2011). Thus, in 
addition to different motives of media usage, “sport fan identification” may be of 
relevance for viewing sport and adopting new media technologies. Literature pri-
marily focused on the identification with a team or athlete (e.g., Lock et al., 2012). 
However, being part of a social group or community is another aspect (Sutton 
et al., 1997). Although fan identification seems to be related closely with both 
social and para-social motives, its relationships with viewing motives should be 
analyzed in more detail, especially within the context of sport and new media.

research model and hypotheses

On the basis of the literature presented, theoretical and conceptual consider-
ations, and practical observations, an innovative research model is proposed. 
In this model, relationships among and between the conceptualized constructs 
are hypothesized. The main objective is to explain consumers’ intention to use 
mobile TV as a representation of value in the context of viewing sport content. 
Behavioral intention and actual or future consumer behavior are closely inter-
related (e.g., Davis et al., 1989). 

If consumers are generally interested in new trends, technologies, and services 
in the media nexus, and if they search for information about them and would 
like to test them, they are more likely to be interested in a particular innova-
tion and may intend to use the innovation in the future (Kim et al., 2008; Kwon 
and Chon, 2009; Mao et al., 2005; Wouters et al., 2010). Thus, the consumers’ 
media-specific innovativeness could motivate their mobile TV adoption.

Portability of the device as well as continual availability of the service pro-
vides consumers with access to media content and communication independent 
of time and space. As a consequence, media usage has become inherently more 
flexible with consumers geo-shifting and time-shifting regularly. In many stud-
ies portability and permanent access as key characteristics of mobile TV were 
considered to have a motivational dimension of media usage (e.g., Choi et al., 
2009; Peters and ben Allouch, 2005; Shin, 2007). The independent televiewing 
motive has become relevant for using media technologies and services. Media 
consumers derive value from the geographical and time-related independence 
that portable devices as well as permanent access to media content provide.
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Moreover, certain media devices can be considered as fashion accessories. A 
multitude of apps can be used via these devices that may appear trendy to consum-
ers. Previous studies revealed style and status to be a relevant motive for mobile 
media usage (e.g., Choi et al., 2009; Leung and Wei, 2000; Peters and ben Allouch, 
2005). Mobile TV is a relatively unique way of consuming media that can be per-
ceived as prestigious by consumers. 

Content in general (Jung et al., 2009) and sport in particular seems to play a cer-
tain role when it comes to the diffusion and adoption of media innovations (e.g., 
Turner, 2000; 2007; Kattestaart, 2007). During the last twenty years, many media 
innovations such as Internet TV (IPTV), HDTV, or mobile TV that enable sport 
viewing in HD quality, in different situations, and with many additional features 
were introduced in the context of upcoming or future sport events or sport-related 
commercials, addressing consumers with a specific interest in sport. Therefore, 
the consumers’ interest in sport viewing may have a significant influence on their 
adoption and usage of new media technologies. Previous academic studies and 
empirical observations regarding mobile TV suggest that sport mega-events and 
premium sport content increase the awareness of and demand for mobile TV (e.g., 
Klein et al., 2009). Sport, in fact, was expected to be a major driver of mobile TV 
diffusion (Evens et al., 2011). As an important type of content, it may motivate 
consumers to use mobile TV.

It was hypothesized that the intention to use mobile TV depends on consumer 
media-specific innovativeness (H1), an independent televiewing motive, and a 
style and status motive (H2), and the interest in sport viewing (H3).

H1(+): The stronger the media-specific innovativeness, the greater the intention 
to use mobile TV. 
H2(+): The stronger (a) the independent televiewing motive and (b) the style and 
status motive, the greater the intention to use mobile TV.
H3(+): The stronger the interest in sport viewing, the greater the intention to use 
mobile TV.

Recently, Koronios et al. (2020) have investigated a number of motivators of 
sport media consumption. We previously identified several sport-viewing motives 
with potential relevance for mobile device usage based on Gantz (1981), Rubin 
(1983), Aimiller and Kretzschmar (1995), Wann (1995), Papacharissi and Rubin 
(2000), Trail et al., (2003), Schafmeister (2007), Raney (2008), and Seo and Green 
(2008). We then included these motives related to information, learning, live recep-
tion, entertainment, excitement, relaxation, pastime, and escape in an exploratory 
factor analysis in IBM SPSS Statistics (following Fabrigar et al., 1999). 

Based on the above, five independent motivational factors were derived: (a) live 
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viewing of current sport events and seeking information about results, teams and 
players; (b) seeking entertainment and regulating one’s mood, that is getting excited 
or even thrilled on the one side and relaxed on the other side; (c) learning the rules 
of a sport and improving one’s skills; (d) passing time and killing boredom; and (e) 
escaping from life’s everyday problems and one’s day-to-day routine. It is hypoth-
esized that the sport-viewing intention depends on five different motives (H4):

H4(+): The stronger the (a) live viewing and information seeking motive, (b) enter-
tainment seeking and mood regulation motive, (c) learning motive, (d) pastime 
motive, and (e) escape motive, the greater the intention of mobile sport viewing.

For consumers, the identification with a sport, team, athlete, or community 
may cause different actions and behaviors, including those related to media usage 
(Kwon et al., 2007; Trail et al., 2003; Wann et al., 2001; Yoshida et al., 2014). Sport 
viewing may be explained by fan identification to some extent (Trail et al., 2000). 
Fans may follow their preferred athletes and teams and, in this way, express their 
own identity. Because in previous studies fan identification did not always have a 
significant impact on media usage (e.g., Beyer, 2006), the direct influence on sport 
viewing intention is expected to be relatively weak and mediated by sport-viewing 
motives. Therefore, specific levels of fan identification may activate sport-view-
ing motives that actually mediate sport new media usage. As a consequence of 
high levels of fan identification, consumers may choose to view sport on mobile 
devices in order to gratify different motives. We hypothesize that sport-viewing 
motives partially mediate the relationship between sport fan identification and 
sport-viewing intention; however, sport-viewing intention may also be directly 
affected by fan identification to a certain extent (H5):

H5(+): The relationship between the levels of sport fan identification and the inten-
tion of mobile sport viewing is mediated by sport-viewing motives. 

Furthermore, it was assumed that different usage situations (contexts) such as 
(a) travelling on a bus or train, (b) waiting away from home at the doctor’s office or 
when queuing up, (c) relaxing at a café, in a park or on the beach, being (d) at home 
or (e) at work, moderate the relationship between the independent televiewing 
motive and the intention to use mobile TV (H6 based on, e.g., Do et al., 2009; Klein 
et al., 2009; Shim, 2008). Therefore, we hypothesized that if one of the situations 
stated above is perceived to be relevant by a consumer, the influence of the inde-
pendent televiewing motive on the intention to use mobile TV is strengthened. 

H6(+): The usage situations (a) travelling, (b) waiting, (c) relaxing, (d) at home, 
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and (e) at work moderate the influence strength of the independent televiewing 
motive on the intention to use mobile TV.

On the basis of the introduced hypotheses a research model can be derived 
presented in figure 1.

Figure 1: Research model

methods

The aforementioned constructs were operationalized in a standardized English 
language questionnaire that was designed based on the results of qualitative pre-
liminary studies as well as an extensive literature review and previously validated 
items and scales. The items selected to measure the behavioral intentions were 
adapted from Nysveen et al. (2005), Wang et al. (2006), and Choi et al. (2009). We 
measured both the independent televiewing motive and the style and status motive 
by items that were validated previously by Leung and Wei (2000), Peters and ben 
Allouch (2005), and Choi et al. (2009). To measure media-specific innovativeness 
Goldsmith and Hofacker’s (1991) scale was adapted to the media domain. Items 
measuring live reception and information seeking, entertainment seeking and 
mood regulation, learning, pastime, and escape, were derived from Gantz (1981), 
Rubin (1983), Aimiller and Kretzschmar (1995), Wann (1995), Wenner and Gantz 
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(1998), Paparachissi and Rubin (2000), Trail et al. (2003), Ebersole and Woods 
(2007), Schafmeister (2007), Seo and Green (2008), and Choi et al. (2009). Sport 
fan identification was operationalized by measures derived from Aimiller and 
Kretzschmar (1995), Mahony et al. (2002), Trail et al. (2003), Robinson et al. (2004), 
and Schafmeister (2007). 

All context-related items were derived from a qualitative preliminary study. The 
specification of the items was discussed with experts to ensure content validity 
of the constructs (Anderson and Gerbing, 1991). All latent variables were opera-
tionalized by reflective manifest variables (Jarvis et al., 2003). Except for the five 
different situations that were measured by single items (Bergkvist and Rossiter, 
2007), we used multi-item-measures to assure consistency of the construct esti-
mations (Churchill, 1979). A fully verbalized and numbered 7-point-Likert scale 
served to measure agreements/disagreements with the presented statements. In 
addition, we also provided an “I don’t know” option.

For data collection, a mixed methods approach was applied (Creswell and Clark, 
2011). In order to gain first insights, both actual and potential users from Australia, 
Germany, and the U.S.A. were interviewed. Since most of the previous research on 
mobile TV was conducted in Asia, it was decided to focus on Western countries 
to ensure that the empirical results would only be slightly influenced by cultural 
impacts. The model was tested in these three countries so that the data would 
not be limited to one continent. A quantitative study was conducted in Australia 
(convenience sample in which subjects were approached in public places, about 
half of them students) and Germany (English-speaking university student sample) 
with total sample sizes of 120 and 405 subjects respectively. The study was repli-
cated in the U.S.A. with a sample of 150 students. Because of age, education, vari-
ety of interests, and potential future income, university students are an attractive 
sample for sport enterprises, broadcasters, and telecom companies. In addition, 
students were more likely to have gained mobile TV experience when data were 
collected in an earlier diffusion stage (cf. O’Doherty et al., 2007). Thus, the state-
ments and implications based on the results of this study will be limited predom-
inantly to students from the three Western countries selected. However, for the 
purpose of this study, that is the empirical validation of a newly conceptualized 
research model that attempts to explain mobile TV usage intentions in the sport 
context rather than to predict diffusion, market shares etc., student/convenience 
samples are appropriate.

Data analyses followed procedures that were introduced and suggested by 
Homburg and Giering (1996). Exploratory main component factor analyses with 
varimax rotation (IBM SPSS Statistics; Fabrigar et al., 1999), confirmatory factor 
analyses and covariance-based structural equation modeling (LISREL; Jöreskog, 
1970), as well as variance-based structural equation modeling (SmartPLS; Ringle, 



jo c i s  2 0 2 1  ·  v 7  |  i s sn  5 - 6 0 7 7 2 7 - 1 5 8 0 2 8  0 0 0 0 73 4

2005) were used to test the research model empirically and confirm the aforemen-
tioned hypotheses. The smaller size of the Australian and U.S. samples required 
the use of PLS instead of LISREL. However, with this analysis, not only data sets 
but also the applied methods were triangulated (Denzin, 1989).

In order to address the model’s complexity, two sub-models were constructed: 
a Mobile TV Model and a Sport Media Model. The intention of mobile sport viewing 
is the linking element between both models (marked in figure 1 in italic). Mediating 
and moderating effects (Baron and Kenny, 1986) were tested by multiple group 
analyses (S-B χ²-difference-test: Satorra and Bentler, 2001) and interaction term 
analyses (product-indicator-approach: Kenny and Judd, 1984; Ping, 1995).

Since the independent and the dependent variables had to be measured using 
consumers’ opinions (self evaluations), common method bias occurs as an issue 
in general (Bagozzi et al., 1991). However, in order to reduce this bias, anonymity 

was assured ex ante (P.M. Podsakoff et al., 2003) and Harman’s (1976) one factor 
test was used ex post (Podsakoff and Organ, 1986). 

Moreover, convergent and discriminant validity (Bagozzi and Phillips, 1982) 
were tested in confirmatory factor analyses. The indicators load significantly on 
the constructs, and all are reliable, except for items Indip1 and ESMR6_Moo, prob-
ably due to the exploratory stage of model design (Hulland, 1999). With values 
above .7 all factor reliabilities exceeded the threshold established by Nunnally 
(1978). The values of the constructs’ average variance extracted (AVE) were above 
the critical value of .5. Underlying the criterion by Fornell and Larcker (1981) the 
modeled constructs converged and discriminated sufficiently. In contrast to the 
Australian and German studies, a modified model structure, that is an optimized/
reduced Sport Media Model, was tested using the U.S. data. Table 1 and 2 summa-
rize the constructs’ values and validity criteria.

Construct Indicator Australia Germany U.S.A.

Factor 
loading

t-value 
(boot-
strap)

Indicator 
reliability

Factor 
reliability

AVE Factor 
loading

t-value Indicator 
reliability

Factor 
reliability

AVE Factor 
loading

t-value Indicator 
reliability

Factor 
reliability

AVE

(boot-
strap)

≥ .707 ≥ 1.96 ≥ .5 ≥ .7 ≥ .5 ≥ .707 ≥ 1.96 ≥ .5 ≥ .7 ≥ .5 ≥ .707 ≥ 1.96 ≥ .5 ≥ .7 ≥ .5

Intention of mobile 
TV usage

MTV_Int1 .94 56.18 .89
.94 .89

.93 17.83 .86
.91 .84

.92 41.81 .85
.92 .86

MTV_Int2 .94 47.17 .89 .91 19.76 .82 .94 88.31 .88

Media-specific 
innovativeness

Innov1 .91 47.01 .83

.94 .84

.74 13.90 .54

.82 .60

.86 23.55 .74

.86 .67Innov2 .91 53.04 .83 .83 16.23 .69 .85 22.15 .73

Innov3 .92 68.01 .86 .76 13.62 .57 .74 9.78 .54

Independent tele-
viewing motive

Indip1 .80 24.57 .69

.89 .73

.66 9.85 .43

.83 .63

.83 13.61 .69

.91 .77Indip2 .87 32.37 .76 .86 8.87 .74 .90 38.12 .82

Indip3 .86 29.42 .74 .84 1.42 .71 .89 45.85 .80

Style and status 
motive

Style1 .92 34.64 .85

.93 .82

.84 14.87 .71

.91 .78

.91 46.82 .84

.94 .83Style2 .88 36.38 .78 .92 18.66 .84 .92 47.47 .85

Style3 .92 36.75 .84 .89 22.13 .78 .90 29.09 .82

Intention of mobile 
sport viewing

SpoVie_Int1 .94 57.84 .90

.97 .92

.88 19.46 .77

.95 .86

.88 33.11 .78

.91 .78SpoVie_Int2 .96 111.41 .93 .99 25.53 .97 .90 37.21 .82

SpoVie_Int3 .96 126.18 .93 .91 19.43 .83 .87 23.30 .76

Table 1: Local criteria and thresholds for measurements of the Mobile TV Model
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was assured ex ante (P.M. Podsakoff et al., 2003) and Harman’s (1976) one factor 
test was used ex post (Podsakoff and Organ, 1986). 

Moreover, convergent and discriminant validity (Bagozzi and Phillips, 1982) 
were tested in confirmatory factor analyses. The indicators load significantly on 
the constructs, and all are reliable, except for items Indip1 and ESMR6_Moo, prob-
ably due to the exploratory stage of model design (Hulland, 1999). With values 
above .7 all factor reliabilities exceeded the threshold established by Nunnally 
(1978). The values of the constructs’ average variance extracted (AVE) were above 
the critical value of .5. Underlying the criterion by Fornell and Larcker (1981) the 
modeled constructs converged and discriminated sufficiently. In contrast to the 
Australian and German studies, a modified model structure, that is an optimized/
reduced Sport Media Model, was tested using the U.S. data. Table 1 and 2 summa-
rize the constructs’ values and validity criteria.

Construct Indicator Australia Germany U.S.A.

Factor 
loading

t-value 
(boot-
strap)

Indicator 
reliability

Factor 
reliability

AVE Factor 
loading

t-value Indicator 
reliability

Factor 
reliability

AVE Factor 
loading

t-value Indicator 
reliability

Factor 
reliability

AVE

(boot-
strap)

≥ .707 ≥ 1.96 ≥ .5 ≥ .7 ≥ .5 ≥ .707 ≥ 1.96 ≥ .5 ≥ .7 ≥ .5 ≥ .707 ≥ 1.96 ≥ .5 ≥ .7 ≥ .5

Intention of mobile 
TV usage

MTV_Int1 .94 56.18 .89
.94 .89

.93 17.83 .86
.91 .84

.92 41.81 .85
.92 .86

MTV_Int2 .94 47.17 .89 .91 19.76 .82 .94 88.31 .88

Media-specific 
innovativeness

Innov1 .91 47.01 .83

.94 .84

.74 13.90 .54

.82 .60

.86 23.55 .74

.86 .67Innov2 .91 53.04 .83 .83 16.23 .69 .85 22.15 .73

Innov3 .92 68.01 .86 .76 13.62 .57 .74 9.78 .54

Independent tele-
viewing motive

Indip1 .80 24.57 .69

.89 .73

.66 9.85 .43

.83 .63

.83 13.61 .69

.91 .77Indip2 .87 32.37 .76 .86 8.87 .74 .90 38.12 .82

Indip3 .86 29.42 .74 .84 1.42 .71 .89 45.85 .80

Style and status 
motive

Style1 .92 34.64 .85

.93 .82

.84 14.87 .71

.91 .78

.91 46.82 .84

.94 .83Style2 .88 36.38 .78 .92 18.66 .84 .92 47.47 .85

Style3 .92 36.75 .84 .89 22.13 .78 .90 29.09 .82

Intention of mobile 
sport viewing

SpoVie_Int1 .94 57.84 .90

.97 .92

.88 19.46 .77

.95 .86

.88 33.11 .78

.91 .78SpoVie_Int2 .96 111.41 .93 .99 25.53 .97 .90 37.21 .82

SpoVie_Int3 .96 126.18 .93 .91 19.43 .83 .87 23.30 .76

Table 1: Local criteria and thresholds for measurements of the Mobile TV Model
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Construct Indicator Australia Germany U.S.A.

Factor 
loading

t-value 
(boot-
strap)

Indicator 
reliability

Factor 
reliability

AVE Factor 
loading

t-value Indicator 
reliability

Factor 
reliability

AVE Factor 
loading

t-value Indicator 
reliability

Factor 
reliability

AVE

(boot-
strap)

≥ .707 ≥ 1.96 ≥ .5 ≥ .7 ≥ .5 ≥ .707 ≥ 1.96 ≥ .5 ≥ .7 ≥ .5 ≥ .707 ≥ 1.96 ≥ .5 ≥ .7 ≥ .5

Intention of mobile 
sport viewing

SpoView_Int1 .94 27.71 .89

.97 .91

.90 19.57 .81

.96 .88

.91 19.34 .83

.947 .85SpoView_Int2 .96 29.59 .93 .98 25.01 .96 .93 27.16 .86

SpoView_Int3 .96 33.40 .92 .93 2.25 .86 .93 23.69 .86

Live reception and 
information seeking 
motive

SM13_Inf .80 13.24 .64

.92 .67

.85 15.24 .72

.93 .70

.86 13.65 .75

.93 .71

LRIS1_Inf .89 15.47 .80 .87 18.76 .76 .89 1.72 .80

LRIS2_Inf .77 1.83 .60 .79 16.04 .62 .88 1.74 .77

LRIS3_Liv .84 13.33 .71 .82 18.55 .68 .76 5.23 .58

LRIS4_Liv .75 11.62 .56 .84 18.71 .71 .79 1.87 .63

LRIS5_Liv .85 14.59 .72 .83 15.32 .69 .84 11.39 .72

Entertainment 
seeking and mood 
regulation motive

ESMR1_Ent .88 12.45 .77

.92 .70

.93 19.69 .86

.95 .76

.89 18.70 .80

.96 .80

ESMR2_Ent .81 8.20 .66 .94 19.79 .88 .93 29.02 .87

ESMR3_Ent .86 9.83 .75 .94 2.48 .89 .91 16.37 .83

ESMR4_Moo .88 12.66 .77 .91 19.36 .83 .92 16.46 .86

ESMR5_Moo .73 6.77 .54 .74 14.25 .54 .81 12.66 .66

ESMR6_Moo  .74 13.62 .55 .87 15.43 .76

Sport fan 
identification

SFI1_Spo .79 9.62 .62

.94 .68

.88 21.76 .78

.96 .74

.89 13.12 .80

.95 .70

SFI2_Spo .81 9.72 .65 .83 18.74 .69 .79 1.67 .63

SFI3_Com .81 1.74 .66 .83 17.11 .69 .83 9.11 .69

SFI4_Com .83 1.12 .70 .82 15.87 .67 .83 11.26 .70

SFI5_Com .86 1.61 .74 .88 19.74 .78 .83 1.35 .69

SFI6_Tea .90 11.74 .81 .93 24.67 .87 .84 14.13 .70

SFI7_Tea .79 14.86 .62 .93 23.44 .87 .85 12.62 .73

SFI8_Tea .80 9.57 .64 .87 19.46 .75 .85 9.02 .72

SFI9_Ath .80 6.53 .64 .74 12.43 .55 .78 6.53 .61

Learning motive Learn1 .87 11.11 .75

.91 .78

.86 18.11 .75

.90 .75Learn2 .89 12.53 .80 .88 19.17 .78

Learn3 .88 13.55 .78 .86 19.49 .73

Pastime motive Pastime1 .86 9.79 .74

.88 .71

.80 13.35 .64

.85 .66Pastime2 .84 9.75 .71 .89 21.06 .79

Pastime3 .82 9.48 .68 .74 1.66 .54

Escape motive Escape1 .90 11.72 .81

.94 .86

.82 16.09 .68

.89 .72Escape2 .95 13.72 .91 .93 21.30 .86

Escape3 .92 1.81 .85 .79 14.94 .63
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Construct Indicator Australia Germany U.S.A.

Factor 
loading

t-value 
(boot-
strap)

Indicator 
reliability

Factor 
reliability

AVE Factor 
loading

t-value Indicator 
reliability

Factor 
reliability

AVE Factor 
loading

t-value Indicator 
reliability

Factor 
reliability

AVE

(boot-
strap)

≥ .707 ≥ 1.96 ≥ .5 ≥ .7 ≥ .5 ≥ .707 ≥ 1.96 ≥ .5 ≥ .7 ≥ .5 ≥ .707 ≥ 1.96 ≥ .5 ≥ .7 ≥ .5

Intention of mobile 
sport viewing

SpoView_Int1 .94 27.71 .89

.97 .91

.90 19.57 .81

.96 .88

.91 19.34 .83

.947 .85SpoView_Int2 .96 29.59 .93 .98 25.01 .96 .93 27.16 .86

SpoView_Int3 .96 33.40 .92 .93 2.25 .86 .93 23.69 .86

Live reception and 
information seeking 
motive

SM13_Inf .80 13.24 .64

.92 .67

.85 15.24 .72

.93 .70

.86 13.65 .75

.93 .71

LRIS1_Inf .89 15.47 .80 .87 18.76 .76 .89 1.72 .80

LRIS2_Inf .77 1.83 .60 .79 16.04 .62 .88 1.74 .77

LRIS3_Liv .84 13.33 .71 .82 18.55 .68 .76 5.23 .58

LRIS4_Liv .75 11.62 .56 .84 18.71 .71 .79 1.87 .63

LRIS5_Liv .85 14.59 .72 .83 15.32 .69 .84 11.39 .72

Entertainment 
seeking and mood 
regulation motive

ESMR1_Ent .88 12.45 .77

.92 .70

.93 19.69 .86

.95 .76

.89 18.70 .80

.96 .80

ESMR2_Ent .81 8.20 .66 .94 19.79 .88 .93 29.02 .87

ESMR3_Ent .86 9.83 .75 .94 2.48 .89 .91 16.37 .83

ESMR4_Moo .88 12.66 .77 .91 19.36 .83 .92 16.46 .86

ESMR5_Moo .73 6.77 .54 .74 14.25 .54 .81 12.66 .66

ESMR6_Moo  .74 13.62 .55 .87 15.43 .76

Sport fan 
identification

SFI1_Spo .79 9.62 .62

.94 .68

.88 21.76 .78

.96 .74

.89 13.12 .80

.95 .70

SFI2_Spo .81 9.72 .65 .83 18.74 .69 .79 1.67 .63

SFI3_Com .81 1.74 .66 .83 17.11 .69 .83 9.11 .69

SFI4_Com .83 1.12 .70 .82 15.87 .67 .83 11.26 .70

SFI5_Com .86 1.61 .74 .88 19.74 .78 .83 1.35 .69

SFI6_Tea .90 11.74 .81 .93 24.67 .87 .84 14.13 .70

SFI7_Tea .79 14.86 .62 .93 23.44 .87 .85 12.62 .73

SFI8_Tea .80 9.57 .64 .87 19.46 .75 .85 9.02 .72

SFI9_Ath .80 6.53 .64 .74 12.43 .55 .78 6.53 .61

Learning motive Learn1 .87 11.11 .75

.91 .78

.86 18.11 .75

.90 .75Learn2 .89 12.53 .80 .88 19.17 .78

Learn3 .88 13.55 .78 .86 19.49 .73

Pastime motive Pastime1 .86 9.79 .74

.88 .71

.80 13.35 .64

.85 .66Pastime2 .84 9.75 .71 .89 21.06 .79

Pastime3 .82 9.48 .68 .74 1.66 .54

Escape motive Escape1 .90 11.72 .81

.94 .86

.82 16.09 .68

.89 .72Escape2 .95 13.72 .91 .93 21.30 .86

Escape3 .92 1.81 .85 .79 14.94 .63

Table 2: Local criteria and thresholds for measurements of the Sport Media Model
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Global model fit test criteria such as χ², CFI, NNFI, and RMSEA (e.g., Bentler 
and Bonett, 1980; Hu and Bentler, 1999) were all satisfactory (tested for the 
German sample in LISREL). Only in the Sport Media Model the SRMR criterion 
was not valid, probably due to the degrees of freedom (Kenny, 2011). As a conse-
quence of non-normal distributed data in this study, data had to be corrected (S-B 
scaled χ²) following the procedure introduced by Satorra and Bentler (2001). In 
total, the analyses revealed highly reliable and valid measurement models (Table 
3) and structural models (Table 4). The following evaluation of the hypotheses 
was therefore based on reliable and valid results from robust models.

S-B χ²/df p CFI NNFI SRMR RMSEA

≤ 3.0 – ≤ 5.0 ≥ .95 – ≥ .90 ≥ .95 – ≥ .90 ≤ .08 – ≤ .11 ≤ .05 – ≤ .1

Mobile TV 2.175 < .001 .974 .965 .049 .066

Sport 
Media

1.960 < .001 .981 .979 .067 .064

Table 3: Global model fit criteria and values of the measurement models (Germany, LISREL)

S-B χ²/df p CFI NNFI SRMR RMSEA

≤ 3.0 – ≤ 5.0 ≥ .95 – ≥ .90 ≥ .95 – ≥ .90 ≤ .08 – ≤ .11 ≤ .05 – ≤ .1

Mobile TV 2.175 < .001 .974 .965 .049 .066

Sport 
Media

3.023 < .001 .960 .956 .212 .093

Table 4: Global model fit criteria of the structural models (Germany, LISREL)

results and discussion

The results of the three separate studies from Australia, Germany, and the U.S.A., 
referring to the tested hypotheses, the determination coefficients of the Mobile 
TV Model as well as the Sport Media Model, and the path coefficients of all influ-
encing factors, are depicted in Table 5.
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AUSTRALIA
N = 120

PLS
R2 = .747

GERMANY
N = 405
LISREL

R2 = .717

U.S.A.
N = 150

PLS
R2 = .632

H1: Media-specifi c inno-
vativeness

γ = .284*** γ = .149*** γ = .130**

H2a: Independent tele-
viewing motive

γ = .203*** γ = .238*** γ = .131*

H2b: Style and status 
motive

γ = .112* γ = .090t γ = .066

H3: Interest in sport 
viewing

γ = .525*** γ = .595*** γ = .632***

R2 = .519 R2 = .480 R2 = .519

H4a: Live reception and 
information seeking 
motive

γ = .298** γ = .384*** γ = .441***

H4b: Entertainment 
seeking and mood regu-
lation motive

γ = .560*** γ = .367*** γ = .156*

H4c: Learning motive γ = -.078 γ = -.078

H4d: Pastime motive γ = .026 γ = .031

H4e: Escape motive γ = -.194* γ = .048

H5: Sport fan identifi -
cation

γm = .187** 
(γtotal = .490)

γm = .104 
(γtotal = .441)

γm = .200*** 
(γtotal = .551)

H6a: Travelling situation γ = -.151 γh = .33***
γl = .063

γ = -1.812**

H6b: Waiting situation γ = .695 γh = .20***
γl = .20

γ = -.796

H6c: Relaxing situation γ = .313 γh = .28***
γl = .21***

γ = .666

H6d: Being at home sit-
uation

γ = -1.068 γh = .20***
γl = .24***

γ = .460

H6e: Being at work sit-
uation

γ = .642 γh = .30***
γl = .22***

γ = .335

Table 5: Empirically tested hypotheses, determination coeffi  cients and path coeffi  cients
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relevance of influencing facTorS for Mobile Tv uSage
Concerning the influencing factors of mobile TV usage (RQ1), different factors 
have a significant influence on usage intention: In the Australian and the German 
samples, media-specific innovativeness, independent televiewing motive, style 
and status motive, and the interest in sport viewing all influence the intention of 
using mobile TV directly. Innovativeness, independent televiewing, and interest 
are highly significant. However, the style and status motive is only significant 
on lower levels. In the U.S. sample, this motive is actually insignificant. Thus, 
hypotheses H1, H2a, and H3 were completely supported by the data, whereas 
H2b was only partly supported. 

In case of the Mobile TV Model, a considerable part of the variance could be 
explained in all three samples (R2AUS = .747; R2GER = .717; R2USA = .632). According 
to Chin (1998) this level of variance explanation can be regarded as substantial. 
The present findings demonstrate that the intention of mobile TV usage is fur-
ther determined indirectly through mediated and moderated relationships that 
contribute to a deeper explanation. In case of the Sport Media Model, approx-
imately half of the interest in sport viewing could be explained by the tested 
factors (R2AUS = .519; R2GER = .480; R2USA = .513). These values can be regarded as 
moderate (Chin, 1998).

The level of fan identification by sport consumers, as well as entertainment 
seeking and mood regulation motive and live reception and information seeking 
motive determined the interest in sport viewing. Whereas the escape motive had 
a significant but weak influence in the Australian sample, it was not significant 
in the German sample. Although it was expected that all sport-viewing motives 
were to have a positive influence, escape had a negative influence. Other sport 
media motives identified from the literature such as pastime or learning did not 
have a significant influence on sport viewing intention. It could be demonstrated 
that the relationship between the level of fan identification and the intention 
of mobile sport viewing was mediated by certain sport viewing motives (Sobel, 
1982). The significance of fan identification and the motives related to enter-
tainment and information were further validated by using the data of the U.S. 
sample. Hypotheses H4a, H4b, and H5 were supported by the empirical data. 
Hypotheses H4c, H4d, and H4e had to be rejected.

STrengTh of influence on Mobile Tv uSage
Addressing the strengths of the relevant factors (RQ2), the standardized path 
coefficients (gamma coefficients) were consulted. According to Lohmöller (1989) 
loadings between two constructs should be significant and their values should 
be at least ± .1 in order to consider a relationship to be relevant at all.

Regarding the Mobile TV Model, in total, the suggested predictors contributed 
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substantially to the model structure. As was anticipated, all path coefficients 
had positive signs. The consumers’ interest in sport viewing was the strongest 
influencing factor of the intention to use mobile TV in general, indicating a sub-
stantial relationship between both constructs. This was supported in all three 
studies by high path coefficients (γAUS = .525; γGER = .595; γUSA = .632). These find-
ings provided empirical support that ‘content is king’ and sport content is attrac-
tive to consumers and can be a driving force for new media adoption. Therefore, 
the leading hypothesis of this paper was supported. 

In contrast, the style and status motive had only a weak influence or no influ-
ence at all (γAUS = .112; γGER = .090; γUSA = .066). Such fashion and prestige related 
aspects apparently contributed little to determine mobile TV usage. It could be 
possible that despite anonymity during data collection it was a sensitive topic 
for the surveyed subjects in general or that it was barely relevant in Western 
compared to Asian countries.

However, the strength of independent televiewing as a motivational factor 
(γAUS = .203; γGER = .238; γUSA = .131) and the strength of the consumers’ general 
media-specific innovativeness (γAUS = .284; γGER = .149; γUSA = .130) varied among 
the three studies. Of the four main factors expected to be a direct influence, 
independent televiewing and innovativeness had the second and third stron-
gest influences. Nevertheless, each influence was weaker when compared with 
the strength of the interest in sport viewing. The core characteristic of mobile 
TV, that is the ability to use it anywhere and anytime, as well as a general inter-
est in and curiosity for innovations related to the media domain, were quite 
important in explaining consumers’ mobile TV usage intentions. Especially for 
innovators and early adopters, mobile TV usage plays a greater role in an early 
diffusion stage. 

The Sport Media Model provided deeper insights into the interest in sport 
viewing with regard to consumers’ identification and motives. Fan identifica-
tion did not have a significant direct impact on consumers’ intention to use 
mobile TV in the German study, thus, this relationship was fully mediated. 
In the other two studies, however, there was a direct relationship detected in 
addition to the mediated relationships, thus, a partial mediation. The rela-
tionship between sport fan identification and the intention of mobile sport 
viewing was mediated by live reception and information seeking (γAUS = .298; 
γGER = .384; γUSA = .441) as well as entertainment seeking and mood regulation 
(γAUS = .560; γGER = .367; γUSA = .156). Almost equally both motives were strong 
influencing factors in the German study, but their strengths varied across the 
three studies, indicating the specificity of context. The relevance of these two 
motives is in accordance with previous studies that highlighted the relevance 
of cognitive and affective motives for sport viewing (e.g., Raney, 2008).
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Since these two sport viewing motives mediate the relationship between 
sport fan identification and the intention of mobile sport viewing, when adding 
direct and indirect effects sport fan identification did possess a very strong total 
impact (γtotalAUS = .490; γtotalGER = .441; γtotalUSA = .551). Fan identification affects 
or even initiates certain sport viewing motives. It may be the reason why sport 
consumers become informed about their preferred sports, teams, and players 
and why they are thrilled when they follow sport events and competitions. Sport 
consumers with high levels of fan identification and who identify with certain 
sport teams or athletes, have stronger intentions to view sport on mobile devices. 

Since learning about rules and improving one’s skills by viewing sport may be 
relevant for only a small group of consumers or may be applicable only to con-
sumers of new sports who do not know the rules, this motive was not expected 
to be a strong motive of sport viewing in general. Thus, it was not that surpris-
ing that a significant relationship did not exist. However, pastime and escape 
motives were expected to be more important for viewing sport. It is possible that 
the subjects surveyed – most of them students without or with limited expe-
rience with mobile sport viewing when data were collected – were not able to 
imagine how to pass time and kill boredom or to escape from day-to-day rou-
tines and forget about their problems by mobile sport viewing.

ModeraTing influence of conTexT
In addition to a deeper explanation of sport viewing determinants, context-spe-
cific aspects were considered (RQ3). The context showed a moderating indirect 
influence. The situation related to travelling was a significant moderating factor 
of the relationship between the independent televiewing motive and mobile 
TV usage in the German study and U.S. study. Other situations such as waiting, 
relaxing, at home, or at work were not significant in our studies. Since most part 
of the suggested context factors did not have a significant moderating influence, 
H6 was only partly supported by the empirical data. However, H6a could be con-
firmed, whereas H6b, H6c, H6d, and H6e had to be rejected. 

Although the effects of the travel situation moderator that we identified to 
be significant in part of the studies were relatively weak, they should be consid-
ered (Chin et al., 2003). It was substantiated that mobile TV usage is context-spe-
cific with regard to usage situations. This further contributed to increasing the 
explanatory power of the Mobile TV Model.

The travelling situation positively moderated the relationship between the 
independent televiewing motive and the intention of using mobile TV. In case 
of situations in which consumers travel or commute by public transport and 
personal vehicles the influence of the independent televiewing motive becomes 
stronger and the intention of using mobile TV increases. Evidently this is not true 
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for situations at home or at work, where other media alternatives are available 
or other activities play a more important role. More surprisingly, and in contrast 
to the relevance stated in the literature, waiting and relaxing situations did not 
show valid relevance as moderating factors. Thus, the motivational influence of 
independent televiewing depended only on certain situations related to travel 
and transportation. 

iMplicaTionS, liMiTaTionS, and furTher reSearch
The results of our studies can be briefly summarized as follows: Sport is a signif-
icant driving force of mobile TV usage intention and context matters. The out-
comes of the studies are of importance for both sport and media management 
academics and practitioners. By applying a scientific procedure, reliable opera-
tionalized items were identified, and a valid research model was constructed. An 
integrated model, including positive and negative psychological and contextual 
influencing factors, with an emphasis on sport, was constructed theoretically 
and tested empirically. Measurement and structural models were validated in 
three different studies conducted in three Western countries. In future studies 
these models can be used to measure the considered concepts and further val-
idate their relationships. Thus, this research can serve as the starting point for 
future interdisciplinary research in the areas of sport, media, innovation, and 
marketing management. 

Figure 2 draws the causal structure of the final research model on the basis of 
the significant relationships among the constructs that contributed to explain-
ing consumers’ intentions of using mobile TV. The interest in sport viewing had 
the strongest positive influence. The independent televiewing motive had a sub-
stantial positive influence on using mobile TV. As one might assume, travel sit-
uations moderated the strength of this motive. Media-specific innovativeness 
also had a relevant influence and strength. The inclusion of consumer inter-
est in sport viewing and innovativeness attempted to expand motivational and 
attitudinal research through additional behavioral determinants and helped 
achieving a high explanation capacity of the model.



jo c i s  2 0 2 1  ·  v 7  |  i s sn  5 - 6 0 7 7 2 7 - 1 5 8 0 2 8  0 0 0 0 74 4

Figure 2: Tested research model

In regard to these determinants a further analysis of their causal impacts can 
be beneficial, as shown by sport media related factors. This contributes to a better 
explanation of the intentions of using mobile TV. Compared to other media tech-
nologies and services such as HDTV, the relevance of sport is not that obvious 
for mobile TV. The interest in viewing sport was identified as the main driver, 
however. Therefore, this research provides empirical evidence that the interest 
in sport has a significant impact on the adoption of media innovations. Sport is 
and remains, for many consumers, premium content. This should be considered 
in marketing strategies, especially in product and promotion policies. Marketing 
of digital media devices, applications, and programming should be directed to 
consumers with an interest in sport. 

There are a number of studies in the literature that focus on sport viewing moti-
vation. This paper contributes to that body of research, especially the analysis of 
distinct sport viewing motives. In addition to a single fan identification factor and 
five independent motivational factors that have been adapted to the mobile media 
context, their actual impact on consumers’ usage intentions could be clarified. Live 
reception, for example, which was almost not considered a motive in the literature, 
is intertwined with information seeking. Entertainment seeking is linked with the 
experience of a thrill or relaxation. Both factors mediate the impact of sport fan 
identification. Marketing management strategies should emphasize mobile sport 
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reception as a means of expressing fan identification in the future. With this in 
mind, fan-related mobile TV offerings such as club channels and videos could 
be promoted more extensively. Mobile media also has potential for less popu-
lar sports to reach prospective fans. Mobile TV promotions should emphasize 
gratifications that motivate consumers to view sport on mobile devices, such as 
live reception of sport events when they provide immediate access to informa-
tion regarding the preferred sports, teams, and athletes as well as perceived fun, 
thrills, and relaxation. Since both motives seem to be equally relevant, sport-re-
lated ‘infotainment’ could be the key to successful mobile media content.

Although data analysis did not identify a significant impact of the learning 
and pastime motives, and the escape motive was only significant in one sample, 
their general relevance for viewing sportscasts is not in doubt. The findings are 
limited to the convenience samples that were drawn at a particular time (i.e., 
earlier stages of the mobile TV diffusion) and focused on specific target groups 
(i.e., primarily university students). However, all of the suggested sport viewing 
motives could have an impact on mobile media usage, if other factors such as 
age or gender, as well as consumers’ knowledge regarding certain sports or their 
involvement were considered. Moreover, further studies should focus on partic-
ular sports, for example, popular sports such as football/soccer, Olympic Games, 
and Formula 1 racing or action sports such as the X-Games. In this study, they 
were all aggregated to sport in general rather than analyzing particular sports. 
The consumer motives might vary among different objects of investigation and 
certain motives might become significant. Since this study exclusively focused 
on sport content, in future studies the role of sport in the context of different 
types of media content should be analyzed as well.

There is still some potential to better explain the variance of the intention of 
using mobile TV by additional factors. The direct or indirect influences of theo-
retically relevant factors should be analyzed in future studies. It is suggested to 
systematically add, test, and analyze such factors in order to improve the model 
structure and increase its explanatory power. The style and status motive had 
only a weak influence in our research. Interactions with personal characteristics, 
income as well as current usage and actual status of the consumers in society 
have the potential to explain the impact of this motive in more detail. Moreover, 
cultural norms and values could possibly impact usage as well as other social 
aspects beside status that were not considered in this study. Cultural factors 
might further explain differences among consumers in Australia, Germany, and 
the U.S.A., or Asian countries. Regarding social factors, recommendations by 
actual mobile TV users (e.g., opinion leaders) could be analyzed. 

In making marketing decisions it is important to consider both psycholog-
ical and contextual factors that may influence consumer behavior. In previous 
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studies the context in which consumer behavior occurs either has been ignored 
or has not been considered to be relevant or has been assumed to be constant. 
Therefore, psychological, and contextual factors have not yet been analyzed as 
part of an integrated model. By identifying the travelling situation as a relevant 
moderator, the concept was substantiated. Thus, the notion that context has a 
significant (indirect) influence on mobile TV usage intention as a representation 
of value-in-use is supported. This research shows that context actually matters 
in sport media consumer behaviors. 

The actual usage contexts may contribute to value creation and, therefore, 
should be considered in developing marketing strategies. Potential mobile TV 
users should be targeted in travel situations (e.g., on public transport on the 
way to sport events) or these should be emphasized in promotions in addition 
to permanent access to TV and VOD. Literature also suggested other usage sit-
uations, but these did not have a significant moderating influence. However, it 
may be difficult to demonstrate the importance of certain situations based on 
samples in which part of the subjects had not ever, or hardly ever, used mobile 
TV. Future studies will need to focus explicitly on experienced users and include 
different situations.

Since in practice innovations often fail, usage barriers (constraints) should 
be considered explicitly to better understand (non-) adoption as well as sport 
media consumer behavior (Kim and Trail, 2010). Usage barriers can be an addi-
tional decision factor for marketing. The consideration of certain constraints 
or hindrances of usage will help explain why consumers may not accept partic-
ular media technologies of relevance for sport media consumption (Koronios 
et al., 2020). By not focusing on successful innovations only, future studies will 
contribute to overcoming the ‘pro-innovation bias’ in research (Roger, 2003). 
Explanations and predictions of mobile TV usage as well as usage of other sport 
media technologies become more realistic if barriers related to cost or low quality 
are incorporated within the model. Further studies could differentiate between 
actual consumers as earlier adopters and future consumers who may adopt 
innovations at a later date, or perhaps not at all. 

Although this research already provides valuable first insights, one limitation 
is that the current model as a whole, as well as partial models such as the sport 
media model, were tested on the basis of student/convenience sample data. 
Thus, using representative samples of actual and potential mobile TV users in 
the future should validate the model. Latent class analyses could help to further 
analyze different segments of sport media consumers and mobile media users. 

An important question remaining is to determine what specific factors are 
most important for each group of consumers and how these factors drive their 
behavioral intentions as well as their actual mobile TV usage. These insights 
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would certainly be relevant for marketing managers. A question within the con-
text of this study is whether or not sport fans may be more open to adopt inno-
vative technologies than other consumers. The findings of this study suggest 
that they are. However, further studies should analyze the relationship between 
sport fan identification and innovativeness in more detail. Because of its increas-
ing economic relevance, digital mobile media has enormous potential for future 
research. Both academia and marketing practice will benefit from further con-
sumer insights and the sport and media domain is definitely a suitable field in 
which to address these research gaps.

conclusions

This study contributes to gaining valuable consumer insights within the context 
of sport new media by analyzing factors influencing the use of mobile TV. As a 
conclusion to the empirical studies presented here, it can be summarized that 
sport content plays a significant role in the diffusion of new media technologies 
and services such as mobile TV. On the basis of student/convenience samples 
this research provided empirical evidence to what can be observed on a daily 
basis worldwide and what has been theoretically suggested in the literature. In 
this sense, especially sport fan identification and motives related to live recep-
tion and information seeking as well as entertainment seeking and mood reg-
ulation allow for the strong impact of the consumers’ interest in sport viewing 
to mediate their intention to use mobile TV. A special focus on sport content 
and sport consumers during the launch of new media technologies and services 
seems to be quite relevant.

Moreover, it is very important to consider contextual factors in addition to 
psychological factors when modeling and analyzing consumer behavior. Mobile 
TV users may be addressed most effectively primarily in travel situations, or 
these situations should be emphasized in promotions. Addressing sport cus-
tomers with a variety of elements within the marketing mix may be effective in 
making mobile TV and other mobile services a success.

Having established and empirically tested an innovative model this research 
was an attempt to identify the relevance of sport in mobile media adoption and 
to demonstrate that context actually matters. The provided insights will initiate 
further research on sport new media.
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AbstrAct

The photographic making has become, in recent decades, a tangle of practices, 
techniques, and modes of circulation, which makes it a challenge to define what 
is a photograph today, after all. In this text, we propose a reflection on how 
to observe contemporary photographic images in networked environments 
through the concepts of Interface Photography and the Web of Imaginariness. 
We suggest an approach that emphasizes not only the surfaces of the images but 
also considers the surroundings that integrate with them, helping to unearth 
other memory images that are part of their constitution. Furthermore, it’s also 
reflected on the role of the medium – the Instagram image sharing platform – 
as a device that conditions and promotes the agency of memorial and aesthetic 
relationships between circulating networked photographic images.

Keywords: photography, memory, interface photography, web of imaginari-
ness, Instagram.
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introduction

Each era inaugurates, through its technical processes, new aesthetical sensibilities 
and new forms of communication. Today, we are confronted, daily, by a vast pro-
fusion of photographic images that reach us through different means and commu-
nication channels, taking on varied forms and serving different purposes, making 
us question the role assumed by photography in our contemporary technoculture.

For authors like Philippe Dubois, who are dedicated to reflecting on the stat-
ute of images, photography making has become a tangle of practices, techniques, 
and modes of circulation, making it imprecise and impossible to define what is, 
after all, a photograph. In this paper, we take the Instagram social image sharing 
platform as a privileged locus of observation for the production of thought about 
the current stage of photographic images. Such a platform has been presenting 
itself not only as a growing repository of images produced by its users, but also as 
a substantial collection of contemporary visual technoculture, which allows us to 
reflect on how images are produced and accessed over a network.

To this end, we will seek to develop a line of thought around the photographic 
images circulating on Instagram through two articulating concepts: the Interface 
Photography and the Web of Imaginariness.

The first one refers to a certain modality assumed by the images present in envi-
ronments such as Instagram. To think of an image as an “interface photograph” 
is to conceive it from the concatenation of the referent within the photographic 
frame and the environment that surrounds it. That is, consider the information 
contained in the platform’s interface, such as comments and likes, among other 
interaction records that establish the place and function of the image in the con-
text of network communication.

Such elements convene what we call here as “webs of imaginariness” — which 
are possible relationships to be established whenever users register their comments 
on the published images. They are virtual arrangements that consist of interface 
photography as the central element of the memorial ecosystem whose imagery 
fragments inhabit its interior update different temporalities.

The text is structured in three parts: the first one describes the methodological 
procedures used to analyse the images that make up the corpus of the work. The 
following section establishes the conceptual framework that supports reflections 
and problematizations on how photographic images circulating mostly in envi-
ronments such as Instagram should be observed. Finally, the section that precedes 
the conclusive considerations reflects on Instagram as a conditioning device for 
the way of observing and making photographic images, highlighting some of its 
main attributes which produce models of a dialectical understanding – sometimes 
sacralising, sometimes profaning – the imagery produced in it.
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interface photography as an observation approach to 
netWorked photographic images

(...) The decisive factor in deciphering images is that they are plans. 
The meaning of the image is found on the surface and can be cap-
tured at a glance. However, such a method of deciphering will pro-
duce only the superfi cial meaning of the image. Whoever wants to 
“deepen” the meaning and restore the abstracted dimensions, should 
allow their sight to wander the surface of the image. Such wander-
ing the surface is called “scanning” (Flusser 1995, 7).

The scanning procedure, proposed by Flusser, expresses a way of sticking to 
the images, that is, of imprisoning them with the gaze, making it able to then 
traverse their surface to gradually extract their meanings. It is from the con-
cept of scanning that we seek inspiration to formulate our proposal for inter-
face photographs.

Deserted¹ is an image published on Instagram by the English plastic artist and 
photographer known as Slinkachu (Image 1). It constitutes the corpus in which 
we will articulate our discussion on the contemporary photographic image.

Image 1· Deserted.

Source: Slinkachu’s Instagram profi le (2019).

Conceived as an interface photograph, in this image, the interactions of the 
platform users (represented, above all, through comments) should also be con-
sidered as constitutive instances of the photographic image, which prove to 

1 Available at: htt ps://www.instagram.com/p/ByLLBXwpclG/. Accessed in September 19th 2019.
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be a key for its analysis and understanding. The users’ comments on the plat-
form act as catalysts of cross-referencing processes referring to other memory 
images that inhabit each user’s private memorial collection, which is triggered 
when the image surface comes in contact with the memory of these individu-
als. Such cross-references, expressed through user comments, are the “far ends” 
of the relationships that link these photographic works on Instagram to other 
types of images, from diff erent temporalities. In this way, from the perspective 
of interface photography, Instagram establishes an environment that emulates 
constructs of places where the individuals who circulate it share, each, their 
vision of the works they observe.

Image 2· The Interface Photograph.

Source: Elaborated by the authors based on Slinkachu’s Instagram profi le (2019).

When observing Deserted’s photographic frame (represented by the green 
frame in Image 2), we can see a small man walking towards what would be a 
commercial establishment – a motel. It is also observed that this place is formed 
by a metal can, which, in the context of the composition, is turned into a motel 
by the photographer. From the perspective of the character’s body in the fore-
ground, the viewer sees him as a miniature doll.

This fi rst reading is necessary to move on to the frame which makes up the 
interface that integrates the photograph. When looking at the interface, we come 
across the users’ comments (highlighted by the smaller red frames), where each 
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one expresses a type of reference that he or she makes when observing the sub-
ject within the photo frame. We come, then, to the point where the interface 
photograph branches out to start forming a web of imagery references that lead 
up to other images within the memory of Slinkachu’s work. We call such virtual 
arrangement as a web of imaginariness. These maps encourage us to think that 
a photographic image is not limited to what the frame shows, stimulating us to 
exercise a deconstructive look, which seeks to reach other orders of memory 
images that inhabit the photographic frame.

the past as eternal return and the construction of Webs of 
imaginariness

When rehearsing on the issue of post-photography, Dubois (2019) considers three 
dimensions of the functioning of these relationships: the historical, the media, and 
the theoretical. In this section, we will work with a focus on the historical instance 
of post-photography, as it is from there that we will constitute our observation 
axes based on the concepts of interface photography and webs of imaginariness.

For Dubois (2019), post-photography escapes evolutionary chronology and 
is not conceived as progression, as it questions technological progress, turning 
it against itself and putting it in crisis. In this sense, post-photography is based 
on anachronistic time. Characterized by a fluid movement and not subordinated 
to the paradigms of linear chronology, post-photography is that of a “wounded 
history, which is sometimes seen, observed and recycled, a history in zigzag 
and of advances and retreats, a history where the future can rediscover, cross 
or unite with the past.” (Dubois, 2019, loc. 273).

Such perspective of cyclical, non-linear time, formulated by Dubois to think 
about the time of post-photography, finds resonance in the idea of the past as a 
living time by French philosopher Henri Bergson. For Bergson,

The past preserves itself, automatically. Undoubtedly whole, it fol-
lows us all the time: what we feel, think, what we wanted since our 
early childhood is there, leaning over the present that will join it, 
forcing the door of consciousness that would like to leave it out 
(Bergson, 2006, 47–48).

The French author’s perspective on time as an eternal return helps to under-
stand how images update the different instances of the past through cross-refer-
encing processes. These operations are triggered by users who come into contact 
with these photographic works and are expressed through the comments reg-
istered on Instagram’s interface.
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Returning to Image 2, we observe how the interactions of the platform’s users 
(through the comments), when pointing to a set of cross-referenced images 
that connect to Slinkachu’s work, press and modify the interpretation of what 
is inside the photographic frame.

“Fallout Shelter”, says the user’s @do.boi, first comment. This comment refers 
to one of many other possibilities to which the meaning of the photographic 
work can refer. Fallout Shelter² is part of the Fallout digital game franchise where, 
in a post-apocalyptic context, the player needs to build and defend their own 
nuclear shelter, managing resources, people, and their defences. The comment 
alludes, therefore, to the idea of an underground shelter that resides, simulta-
neously, both in the promotional materials of the referred game (Image 3) and 
in the image of Deserted.

Still analysing Image 2, it is possible to notice that the second and fifth com-
ments made, respectively, by users @paulorafaelbici and @shalom_zollinger, 
quote the series Bates Motel3, a television production developed by Carlton Cuse, 
Kerry Ehrin and Anthony Cipriano from the cinematographic work Psycho, by 
Alfred Hitchcock4. This comment lives up to the connection that exists between 
the photograph and the facade of the motel where the series is featured, in which 
one can read, in a bright sign, “Bates Motel, Vacancy”.5

Image 2 also includes the comment from user @_saulocruz which says: 
“Joshua Three !!” (sic) (Joshua Tree). The plant on the background of Image 2 
is a Joshua Tree, a species commonly found in arid environments. Along the 
same lines, also with the name of this species, there is a potential reference to 
the cover of the album Joshua Tree6 by the Irish band U2.

2 Fallout Shelter is a free-to-play electronic simulation game for portable devices developed 
by Bethesda Game Studios, together with Behavior Interactive, and published by Bethesda 
Softworks. The game forces the player to build and manage their Vault, a nuclear shelter.
3 Bates Motel is an American television series of drama, psychological horror and suspense, 
developed by Carlton Cuse, Kerry Ehrin and Anthony Cipriano, produced by Universal 
Television and shown by A&E. Available at: <https://www.imdb.com/title/tt2188671/?ref_=fn_
al_tt_1>. Accessed on September 19th 2019.
4 Alfred Joseph Hitchcock was born in Leytonstone, Essex, England. His first job outside of the 
family business was in 1915 as an estimator for the Henley Telegraph and Cable Company. His 
interest in movies began at around this time, frequently visiting the cinema and reading US 
trade journals. Available at: <https://www.imdb.com/name/nm0000033/bio?ref_=nm_ov_bio_
sm>. Accessed in September 19th 2019.
5 Available at: http://www.gsfdcy.com/bates-motel-wallpapers.html#photo_2. Accessed on 
September 19th 2019.
6 Available at: http://spillmagazine.com/spill-album-review-u2-joshua-tree-30th-anniversary-
edition/. Accessed in September 19th 2019.
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Image 3· Image references in Deserted.

Source: “Bethesda.net” (2015), gsfdcy.com and Spill Magazine (2019)

Image 4 seeks to organize and graphically represent the diff erent image refer-
ences made from Deserted in which comments by Instagram users act as memory 
triggers to evoke diff erent orders of images from the past. This process is recipro-
cal, and also acts in a reverse manner: these memory images, in turn, invoke the 
collective memory when coming into contact with the subjectivity of each user.

Image 4· Deserted’s web of imaginariness.

Source: Elaborated by the authors.

The starting point of this scheme starts at layer C1 (the most superfi cial layer 
indicated in green colour), which represents the instance referring to the interior of 
the photographic frame and the elements that compose it. As indicated, the green 
frames that highlight the tree, the sign and the individual entering the tin can do 
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not have connecting arrows of the same colour, as the one outside the photographic 
frame, since this layer represents only the relationships established between these 
objects within the photographic subject (inside the photographic frame).

The second layer, C2 (represented in red colour), is the densest layer of those 
identified so far. This is the level at which an interface photograph moves to the 
web of imaginariness arrangement. Here, the observation look turns to a broader 
scope, which focuses not only on the interior of the photographic frame, but thinks 
of it as part of Instagram’s interface, which is where the cross-referencing processes 
begin to branch out. With the spatial limits of the photographic image expanded, 
it is possible to notice a series of relationships being built through each user inter-
action with the image (through the comments). These relationships are respon-
sible for evoking other images from different temporalities, authenticating these 
same images as part of a web of imaginariness, gradually building up around the 
central image.

The last layer, offered by the photographic work in question, does not strictly 
concern all memory images brought by users in their comments. Therefore, the 
two memory lines that connect the viewer to the C3 layer (represented by the 
blue colour) occur through the works of Bates Motel and the game Fallout Shelter 
(which were not directly referenced by users through comments).

The first relationship established at C3 connects directly with Bates Motel and 
is indirectly linked to Slinkachu’s photographic work, precisely because the series 
originated from Hitchcock’s film Psycho. Similarly, Fallout Shelter is a spin-off 
game from the Fallout game franchise. In other words, there is the same type of 
relationship established, but with different technocultural objects. However, this 
layer is no less important because it only relates objects of more distant temporali-
ties. On the contrary, it reveals crucial points about the relationship of Slinkachu’s 
work with technocultural elements from other periods, thus contributing to the 
enrichment of the memorial arrangement of this image.

Considering this process of producing layers that the webs of imaginariness 
establish, it becomes productive to think about this process from the media archae-
ology perspective.

This approach makes it possible to explore temporal coalescences, expanding 
the web of imaginariness that is formed around the analysed images. It proves 
to be pertinent for the study of these images that place themselves partly in the 
present, and partly in an anachronistic sphere of time. Summing up Huhtamo’s 
(2011) thinking, Fischer (2012) reports that archaeology would have two main uses:

The first would be linked to the study of cyclical and recurrent ele-
ments and motives that underlie and guide the development of media 
culture. A second point would be what he calls the “excavation” of 
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ways in which these discursive formulations and traditions were 
marked on specific media machines, in different historical con-
texts. This type of approach, according to Huhtamo, would empha-
size a cyclical rather than a chronological development and would 
also reinforce the idea of recurrence instead of “unique innovation” 
(Fischer, 2012, 9).

The cyclical elements referenced in this quote constitute a way of thinking 
about time outside the moulds that treat it as progressive and exclusively linear 
chronology. Thus, according to Telles (2017), media archaeology

“Unwrites” traditional historiography by looking for fissure points 
within the conventional narrative […], rewrites the history of the 
media and the (techno)cultural environments in which they find 
themselves, inserting noise into them, so that they remain critical, 
open and unstable (Telles, 2017, 3).

Through the arrangement elaborated from Image 4, it is possible to observe 
Slinkachu’s work as a central image in a certain set of other images, to which 
it refers, either through the intervention of users, who explain their references 
through comments, or by the aesthetic points identified by scanning the image 
surface. These other images that constitute and expand the webs of imaginari-
ness do not necessarily have a relationship between them and, therefore, tend 
to represent different temporalities that inhabit Slinkachu’s photographic work. 
There is an analogous idea of   these contemporary photographs as a puzzle: from 
the perspective of the one who aims to think of these imagery productions as 
images belonging to both past and present, these photographic productions were 
constituted through a constant boomerang effect, which recurrently turned to 
different layers of the past and collected in them their different parts that are 
composed in the present.

The second point of the archaeological approach to the media in Fischer’s 
(2012) mention concerns the exercise of archaeological excavation. This move-
ment classifies the type of intervention that was performed on the image, that 
constitutes the corpus of this work, for the production of the webs of imagi-
nariness. Thus, temporal layers were produced transcending the scope that the 
scanning deals with.

It is a critical practice that excavates media-cultural evidence for 
clues about neglected, misrepresented, and/or suppressed aspects 
of both media’s past(s) and their present and tries to bring these 
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into a conversation with each other. It purports to unearth traces 
of lost media-cultural phenomena and agendas and to illuminate 
ideological mechanisms behind them. It also emphasizes the multi-
plicity of historical narratives and highlights their constructed and 
ideologically determined nature (Huhtamo & Parikka, 2011, 28).

That is, from the critical exercise emphasized by the media’s archaeological 
approach, it is possible to work on the range of minority and implicit narratives 
in each photographic image. Thus, the image is deconstructed and removed 
from its previously determined ideological involucre to later be reconstructed 
as an image of even more multifaceted narratives, belonging to different times 
and products of communicational consumption.

Telles (2017), in articulation to the thought of Huhtamo & Parikka (2011), 
reports that media archaeology

Cuts across the layers of time and makes a connection between the 
“here and now” of the present with the “here and now” of the past. 
This transit between past and present makes the media itself in its 
concreteness a “media of time” linked not only with what it was 
but also with cultural and technological memory (Telles, 2017, 7).

In this sense, it is possible to think that a wide range of contemporary pho-
tographic images can be thought of as media that flow seamlessly between the 
present and the past. This dialectical movement also places these images as 
points that rescue not only other products of media consumption, but also the 
technocultural notions engendered in each of these products.

profanation and sacralization of netWorked 
photographic images

Returning to the layers of the web of imaginariness regarding Image 4, we ask: 
how does the relationship between the film (C3), the TV series (C2), and the 
photograph (C1) takes place? And how is the relationship between the game 
franchise (C3), the spin-off game (C2), and the photography (C1) established 
in this same dynamic? It is understood that the conception of each of these 
works was possible through technology and that the photographic subject of 
Slinkachu’s production has visual elements that enhance memory images refer-
ring to both the Bates Motel series and the game Fallout Shelter (relation C1, 
C2). In the same way, the American series was based on the concept of the cult 
film Psycho, and Fallout Shelter evolved from the game Fallout (relation C2, 
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C3). With these relationships established, it is inferred that Slinkachu’s photo-
graph is an indirect reproduction of Bates Motel and Fallout Shelter (a fact that 
does not depend on the intentionality of the final work’s producer, in this case, 
Slinkachu). These two objects within the C2 layer, in turn, are reproductions 
based on the film (C3) and the digital game (C3).

Bringing our discussion closer to Benjamin’s (1986) reflection about the pro-
cess of massive replication of art products and their implications on the value 
(of exposure and cult) of such works, we observe that the relationships estab-
lished between the different layers – C1, C2, and C3 – reinforce the character of 
symbolic contamination among distinct media products. This is true as the pro-
cesses of replication and dissemination of images are accelerated in networked 
image sharing platforms, such as Instagram. Under certain conditions provided 
by Instagram’s communicational ecosystem, Deserted shares imaginaries and 
memories in common with both a well-known game franchise (Fallout), and 
with the cult film by Hitchcock (Psycho).

Another consequence that emerges from technological reproducibility – and 
that can also be identified through the previous examples – is the exposure value 
at the expense of the cult value. Benjamin (1986) deals with this process from 
the allegory of the destruction of the aura. Thus, the aura, among so many defi-
nitions, is responsible for assigning a cult value to imagery objects. Concerning 
the previous example, it is understood that even at different levels (as there is 
no comparison between Psycho and Fallout, but rather a comparison of each 
of these products with their respective updated forms), the C3 layer imagery 
objects have an elevated aura and low exposure value, whereas the imagery 
objects manifested in layer C1 have only traces of the aura and elevated exposure 
value (also enhanced by the medium in which they are integrated – Instagram). 
Therefore, technological reproducibility always tends to trivialize, desecrate, 
and break with the aural involucre present in the works. However, something 
interesting about this process is that, even with almost non-existent cult value, 
the vestiges of aura make it possible to refer to other memory images rescued 
through the imagery repertoires of each communicating individual.

In the wake of the effects of massive image replication that characterizes 
networked communication environments such as Instagram, the concept of the 
device, developed by Giorgio Agamben (2005), allows us to deepen our reflection 
on the impacts of technological reproducibility on the value of photographic 
images.

For Agamben, a device is “anything that can somehow capture, guide, deter-
mine, intercept, model, control and ensure gestures, behaviours, opinions, and 
discourses of living beings” (Agamben, 2005, 13). Following the perspective pro-
posed by the Italian author, we understand that Instagram is this device that 
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manages and conditions the modes of exposure, and consumption of images. In 
this sense, we can question how the referred platform, through its algorithms 
that give greater or lesser visibility to the elements that circulate in its ecosys-
tem, engenders processes of “profanation” and “sacralization” of certain images.

Agamben (2005) states that the term “consecrate” designates the departure 
of things from the sphere of human law, while “profaning” means, on the con-
trary, restoring something to the free use of men. The device that performs and 
regulates this separation would be the sacrifice that, through a series of rituals, 
removes objects from the common access domain to place them in a position 
surrounded by an aural sphere. However, the author reveals that ritually sepa-
rated entities can be returned, through the rite, to the profane sphere. Therefore, 
“profanation is the counter device that restores to common use what the sacri-
fice had separated and divided” (Agamben, 2005, 14).

Summing up the discussions on Image 4, we can infer that the references to 
the cult/sacred film Psycho touch a semiological process that trivializes this cin-
ematographic work. This occurs by placing it, albeit indirectly, within the scope 
of restitution to common access, that is, fast and superficial consumption oper-
ated by users of networked communication platforms.

In summary, Instagram, as a device, enhances the profanation process of the 
work of art in two ways: the first occurs through the relationships that the plat-
form reveals (the references brought by users through comments, highlighting 
the previous works to which the photographs published on the network refer 
to); while the second takes place when Instagram itself acts as a device in favour 
of technological reproducibility, conveying imagery works on its network (con-
sidering Slinkachu’s photographic work as an updated form of Hitchcock’s work 
that has a lower cult value).

final considerations

Observing the dialectic becoming that emerges from the relationships between 
Instagram platform users, the concept of the web of imaginariness appears as an 
articulator between the different expressive spheres that frame and, therefore, 
shape the images published on that network. With the interface photographs and 
their relations with the exterior of the photographic frame as a central point, the 
webs of imaginariness allow us to think towards the opening of a new memorial 
strata, which update other orders of images that inhabit them.

It is paramount to highlight, however, that every image has the potential to 
make webs of imaginariness emerge (such as the one we have begun to plot, 
throughout this text, from a particular photographic image). However, the 
number of layers that a web of imaginariness arrangement can produce on its 
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surroundings depends on the imagery repertoire of those who observe them, 
and also the manner in which they visualize them.

The Bergsonian perspective, assumed as the central epistemological axis of 
this text, in conjunction with an archaeological approach oriented to the “exca-
vation” of images, shape our proposal to find dialectical relationships in images 
circulating in a network. Thus, we consider that this process helps us to reflect 
about post-photography, in the terms of Dubois (2019), as a fragmented and 
reconstituted image from anachronistic fragments.

Finally, it is understood that the different perspectives of observation and 
problematization on the photographic image, as well as the concepts, devel-
oped and operationalized through some analyses, open paths for us to continue 
developing methods of thinking about the photographic image of the “post era” 
and its new configurations.
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AbstrAct

The film and audiovisual sectors play a crucial role in the European societies, 
and by extension, also in Portugal. This paper proposes a conceptual change 
centered on mapping the film and audiovisual (AV) industries in Portugal as a 
creative sector instead of a cultural one. We argue that this approach enables 
a more rigorous measurement of the value of these industries in the creative 
economy, besides allowing for more accessible connections between the cre-
ative industries and other areas. This conceptual change is based on an inno-
vative approach to the “creative trident.”

We argue that the value of the film and AV sector must be rooted in a flour-
ishing creative workforce, and we propose that entrepreneurship education can 
be a path forward in unlocking the sector’s tremendous creative potential. We 
suggest an innovative research agenda to link all these elements in the context 
of the audiovisual and film creative industries.

Keywords: mapping studies; creative industries; cultural industries; creative 
professions; creative trident; entrepreneurial education; creative workforce; 
creative skills

Manuel José Damásio
Rita Grácio
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introduction

Mapping the value of cultural and creative industries (CCI) is a complex and 
challenging task. For instance, in Horizon Europe, the new European framework 
funding from 2021 to 2027, acknowledged that “Markets in this sector [CCI] are 
heterogeneous and there is no comprehensive mapping at EU level” (European 
Commission, 2021, p. 45). In this paper, we engage in that complex task, and for 
that, we propose the design of an innovative research agenda targeting the map-
ping study of the film and audiovisual (AV) sector in Portugal. We consider the 
definition of this agenda crucial if we want to develop mapping exercises that 
can result in suggestions for policymakers and funding bodies that include pro-
visions for a long-term monitoring and evaluation schema. This, in association 
with fixed funding schemes, can help the country in overcoming, in the case of 
cinema, its historical divorce from local audiences and the inability to develop 
sustainable production modes (Graça, 2021). Furthermore, in the case of audio-
visual, its inability to move from a massive low-quality production system, sup-
ported solely by local champions, to a high-end one (Damásio & Costa, 2020). 
Our work addresses the following research question: how to map these sectors 
in order to identify the factors that increase the value they produce? That is to 
say, what does the economic, cultural, and social roles of the several activities 
film and the audiovisual sectors promote, and how can we unlock their creative, 
social, cultural, and economic value? 

We argue that previous mapping methodologies do not fully capture the value 
of the film and AV sector, that cinema and AV industries have not been mapped 
with adequate classificatory systems because those were based on concepts that 
do address all the features marking these industries. Therefore, we propose an 
innovative mapping study that is best suited for this task. Having this said, we 
propose that in order to understand the full value of the film and AV industry, 
it must be mapped as a part of the creative industries and related to the broader 
development of a creative economy. This also implies identifying those elements 
that can help unlocking the potential of this industry. We postulate that entre-
preneurship skills and an entrepreneurial mindset are key at this level due to 
the fragmented nature of the European audiovisual space and the positioning 
of many countries (i.e., Portugal) as small peripheral markets (Lobato, 2020). 

The concept of an European audiovisual space became part of the European 
discourse in the mid-1980s when the primary goal of the European commu-
nity was to create an economic area without internal borders, in which people, 
goods, services, and capital could move freely. This area is defined by the limits 
of the European Union, whose borders are, of course, not fixed but are con-
stantly expanding through the integration of new member states. The European 
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audiovisual space is then the product of two factors: first, it is contained by the 
external border set by the common regulatory framework, and second, it is the 
sum of the constituent national audiovisual spaces. The European motto ‘Unity 
in diversity’ is thus perfectly suited to the audiovisual case (Micova, 2017).

At the same time, the global reach of online platforms and services and the 
globally synchronised flows of audiovisual content might suggest that the global 
media market is now fully integrated. Nevertheless, the global digital market is 
far from united, for national borders, center-periphery hierarchies and differ-
ences in scale still matter, and perhaps they matter even more than in the analog 
broadcast era. Indeed, suppose we live in the era of “post-globalisation” (Flew, 
2018), when its defining features include consumers’ continuing gravitation 
towards local content as well as national governments’ continuing primacy in the 
supranational regulation of multinational media corporations and the Internet 
in general (Michalis, 2016). This led us to assume that the digitalisation and glo-
balisation of the audiovisual distribution we are witnessing takes place through 
the work of negotiating borders, peripheral positions, differences in scale, and 
cultural distances. This is a process that calls for mapping approaches that both 
respect these borders, but also help in understanding what the process entails, 
in particular, on the creative side (i.e., circulation; innovative use of technology; 
exploitation of local heritage and so forth).

Our proposal to map this industry as a creative endeavor intends to avoid 
the typical reduction of this industry to a cultural sector (Cruz et al., 2019; 
Garnham, 2005; Mateus, 2013), a mapping category that is an obstacle to iden-
tify the increasing creative character of this industry and its specific economic 
and societal contributions. To confine the film and AV sector to a cultural indus-
try is to confine it to a traditional socioeconomic analysis, which restricts it to 
entertainment with limited artistic value. Such a reductionist view also prevents 
us from mapping the spillover effects the audiovisual and film sectors nowa-
days have upon many other economic sectors, such as tourism or healthcare 
(Durmaz et al., 2010; Dzhandzhugazova et al., 2016; Mandić et al., 2017; Pagan 
et al., 2009), and the myriad of ways in which they are reshaping themselves 
under the influence of different factors such as multiple technological innova-
tions or the emergence of new business models.

We claim that mapping the film and AV sectors can provide valuable lessons 
for the mapping of other CCI sectors. The film and AV sector is particularly 
well suited as a case study to think about all the other CCIs, due to the techno-
logical, digital, and legal changes that this sector has undergone, which have 
impacted the way audiovisual content is produced, distributed, and consumed. 
The implementation at the national level of the 2019 version of the AVMSD – 
Audiovisual Media Services Directive, currently taking place, and innovations 



m a n u e l  josé  d.  &  r i ta  g . 8 1

such as AR or XR are examples of the forces presently reshaping these sectors. 
Moreover, the pandemic has also hit the film and AV sector, with a loss of 22% 
of its turnover, from 2019 to 2020 (EY, 2021, p. 6), and a drop of revenues gen-
erated by European cinemas estimated at -75% in 2020 (EY, 2021, p. 7), with 
consequences to its workforce. 

In this paper, we present our definition – still in progress – of creative indus-
tries, situating it in the broader debate on the Cultural and Creative Industries’ 
definition, and positioning the film and AV sector within the creative economy, 
arguing so to recognise the value of its workforce. We then propose our innova-
tive mapping study of the film and AV sectors, based on an innovative approach 
to the “creative trident” methodology. Afterwards, we explain the relevance of 
our industry and policy-oriented research proposal to the film and AV sectors 
in Portugal. We aim to show the value of the creative workforce because it is a 
skilled and diverse creative workforce that can build a sustainable creative econ-
omy. Hence, we propose that to build a more resilient creative workforce, we need 
to build entrepreneurship education in HEI. Finally, we present some conclud-
ing remarks which summarise our research proposal and draw its implications. 

conceptualising the film and audiovisual sectors Within the 
creative economy 

Multiple definitions of the creative economy have developed over the past 
decades that contribute to further understanding the knowledge-based economic 
activities upon which the creative industries are based (Flew & Cunningham, 
2010; Greffe, 2016). Most of these focus on the role creativity plays in contempo-
rary economic life, stating that economic and cultural development are not sep-
arated but can be a part of a more extensive development process (Cunningham 
& Flew, 2019).

The concept of a creative economy remains a source of debate. Indeed, what 
should be included in this notion, and what activities, products, and occupa-
tions should be excluded? Undeniably, the development of the creative economy 
indicators is intimately linked to the answers given to these questions. Over the 
years, many organisations, from the UN to the OECD, from the UNESCO to the 
EU, have contributed to the debate; along with a prolix field of “expert-consul-
tants”, policy consultation, and think tank work, has contributed for the emer-
gence of competing, sometimes conflicting, views (Casey & O’Brien, 2020, p. 
445; Roy-Valex, 2010).

At the center of the so-called creative economy lies another key notion – that 
of the creative industries. Creative industries are those “which have their origin 
in individual creativity, skill and talent and which have a potential for wealth 
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and job creation through the generation and exploitation of intellectual prop-
erty” (DCMS, 2001, p. 4). This working definition of CI was proposed initially in 
1998 by the DCMS, UK’s Department for Culture, Media and Sport (DCMS), and 
it is still in current use nowadays (Cunningham & Flew, 2019). 

There is sometimes a considerable overlap between the concepts of “creative 
industries” and “cultural industries”, and it is not rare to find these terms used 
almost interchangeably (Doyle, 2017). In fact, the concept of “cultural and creative 
industries” is the subject of extensive debate, across several disciplines, from cul-
tural studies to economics, sociology, cultural policy studies, and CCI research 
(Campbell, 2019; Comunian & Ooi, 2016; Hesmondhalgh, 2018; McRobbie, 2016; 
Oakley & O’Connor, 2019). 

We chose the term “creative” over “cultural” economy following authors’ claim 
that the term “creative industries” retains the association between these indus-
tries and the information society. Hence, the general idea of a creative economy is 
more extensive than that of creative industries, even more so for cultural indus-
tries (Garnham, 2005, 2015). This is particularly relevant in a digital economy 
and society. Creative economy and digital economy are increasingly interlinked 
(UNCTAD, 2018). A significant change in the practices, organisations, and rela-
tions in the CCI was brought by the Internet and the rise of digital communica-
tions technologies. The CCI contributes to creating technology and content-based 
innovation, usually its early adopters, testers, and drivers, as it has spillover and 
cross-sectoral effects (NEM, 2020). Content and technology innovations thus 
serve as key factors in the film and audiovisual sector (Salvador et al., 2019). 

Following Galloway & Dunlop (2007), we argue that the emergence of creative 
industries has the primary effect of inscribing the field of the cultural economy 
in a more extensive economy, whether a knowledge one, an information one 
or an immaterial one. In other words, the emergence and development of cre-
ative industries propels the whole creative economy (Cooke & Lazzeretti, 2008; 
Florida, 2002).

Hence, we propose that this conceptual change in mapping cinema and audio-
visual industries as a creative sector, instead of a cultural one, enables a more 
rigorous measurement of the impact of these industries in the creative economy 
(Artero et al., 2019). At the same time, this definition also gives way to analyse 
which elements can unlock creativity in these industries and consequently rein-
force their status. We propose entrepreneurship as one of these key elements. 

Past studies were mainly focused on a quantitative dimension of the creative 
economy, defining these industries based on their contribution in terms of GDP 
or total revenues (Puchta et al., 2010). Our proposal departs from those merely 
economic-oriented studies, which do not account for the complexity and the 
multiple challenges of the creative economy; namely, precariat on the workers’ 
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side, and lack of scale on the side of companies, being two of the most promi-
nent ones (Brook et al., 2020; Deuze & Witschge, 2020; Doyle, 2017).

In dialogue with the field of production studies in film and AV (M. J. Banks 
et al., 2016; Caldwell, 2008), and based on our previous work on television pro-
duction (Damásio & Costa, 2020), our proposal includes the analysis of the dif-
ferent individual and collective actors (workers and companies) that mold the 
structure of the film and AV industry. This dimension enables us to capture 
how the industry workplace’s practices and ideologies, and the working con-
ditions of creative workers affect the film value chain itself. This dimension is 
also crucial in relation to the topic of entrepreneurship. Entrepreneurship can 
only occur if proper conditions are met. If, on the side of the workers, these 
industries depict conditions – i.e., precariousness – that diminish the workers’ 
involvement and engagement, then the industry has a problem in unlocking all 
its creative potential and increasing the value it generates. 

Our research proposal focuses on both the structures of production and the 
practices they entail; pointing to the continuity between media analysis and insti-
tutional practices, and the extent to which self-reflexivity of the actors involved 
in production has for the moulding of the production culture they are a part of 
(M. J. Banks et al., 2016; Caldwell, 2008; Couldry, 2004; Postema & Deuze, 2020).

Given the forms of access and working conditions of people in the CCI sector, 
creative work is characterised by informality and precariousness (freelance, proj-
ect-based work, low pay and long hours), accompanied by a rhetoric of passion 
and love for the job (M. Banks, 2018; Lee, 2018; Oakley & Ward, 2018). These char-
acteristics of the CCI sector disadvantage women and minorities over their male 
counterparts, and hence women and minorities are underrepresented, misrepre-
sented, underpaid or ghettoised in lower-paid and less creative positions in the 
CCI, and particularly in the cinema and audiovisual industry, with Portugal being 
no exception (Eurimages, 2020; Gomes et al., 2006; Hesmondhalgh & Baker, 
2015). The #MeToo movement brought to the daylight some of the inequalities 
that impact the well-being of the creative workforce in the film and AV indus-
tries (Brannon Donoghue, 2020). Finally, the COVID-19 pandemic exacerbated 
the existing precarious conditions of creative workers. 

Hence, our research proposal captures the total value of the creative workforce 
and organisations upon which the creative economy rests. As such, our research 
agenda is innovative in its approach to the creative workforce as it bridges the 
gap between cultural and media economy and cultural studies (Bridgstock et 
al., 2015; Flew, 2019a; Garnham, 2015). Moreover, it addresses a gap in the liter-
ature (Caldwell, 2008; Couldry, 2004; Ortner, 2013), since previous studies have 
tended to focus only on the audience or the reception side.
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an innovative approach to mapping the film and audiovisual 
sectors

Our research agenda intends to develop the mapping of the cinema and the 
audiovisual sector in creative industries and its role in shaping national or local 
creative economies. This innovative mapping of the film and audiovisual indus-
try will answer several questions that research and policymaking in this domain 
entail: 1. Can we compare the role innovation and technology have in the cinema 
and audiovisual industry with the role these might have in the rest of the creative 
economy?; 2. Can the transformations these media systems are going through 
be generalised for the overall creative sector?; 3. How does a conceptual change 
in mapping cinema and audiovisual industries as a creative sector, instead of 
as a cultural one, enables a more rigorous measurement of the impact of these 
industries in the creative economy?; 4. How do the working conditions of cre-
ative workers affect the film value chain?; 5. What are the motivational driv-
ers, attitudes and perceptions of stakeholders in the areas of Film and Media 
Arts, namely professionals in the fields of film and media production?; 6. What 
motivates and encourages production companies and filmmakers to embark 
on film and moving visual media production?; 7. Lastly, what role does techno-
logical transformation play in new production, shooting, post-production and 
distribution?

Our research agenda builds on previous international literature on mapping 
studies, and recommends several methodological innovations via the combi-
nation of quantitative and qualitative methods, suggesting a mixed-methods 
approach that enables triangulation (Creswell & Clark, 2007). It is also innova-
tive in the way it combines secondary and primary data. This research agenda 
is set up to allow for a complex and multidimensional understanding of the cre-
ative industries and the creative workforce as well as to enable a comparative 
analysis between international creative industries. 

Hence, we build upon the Creative Trident approach (Higgs & Cunningham, 
2008), which is to engage in the new paradigm of the creative economy in the 
cinema and audiovisual industries. The Creative Trident approach (Higgs & 
Cunningham, 2008) allows to identify and measure the impact of the creative 
workers not only in the creative industries (as it is usually measured), but also in 
the non-creative industries. Artists and other creative professionals often have 
jobs in industries that are not classified as “creative industries”, and therefore 
the value of their creativity is missed out (Towse, 2010). The fact that there are 
creative workers employed in non-creative industries is evidence of the cultur-
alization of services and goods, as these workers’ jobs have been subjected to 
the culturalization effect.



m a n u e l  josé  d.  &  r i ta  g . 85

The Creative Trident is based on three iterations. The first iteration focuses 
on the employment and business activities within the selected industrial classi-
fications (Higgs & Cunningham, 2008, pp. 9-12), which has some limitations: it is 
based on industry codes alone (e.g., NACE – the Statistical classification of eco-
nomic activities in the European Community), excluding non-creative staff (e.g.: 
support and management staff) working within creative firms, which compose 
a large percentage of its workforce. The second iteration aims to address these 
limitations and includes industry and occupational data (Higgs & Cunningham, 
2008, pp.12-15). The third iteration (Higgs and Cunningham, 2008, pp. 14-22), 
equated with the creative trident itself, defines three occupational situations 
of the creative workforce: 1) the specialists working in the creative industries 
(specialists or creatives); 2) the support staff (non-specialists) working in those 
same creative industries (support staff); and 3) the creatives who are “embed-
ded” in other industries, which are not necessarily creative (embedded creatives). 
The strength of the creative trident approach is to show the amount of creative 
workforce working beyond creative industries, in other firms and organisations, 
and hence, identify the value-added of creative workers to other non-creative 
industries and sub-sectors of creative industries.

The creative trident mapping is operationalised through statistical analysis 
of secondary data in official databases on industry and occupations. However, 
given the characteristics of the creative workforce laid out above (precarious-
ness brought by freelance work, or multiple job-holding), we might say that offi-
cial statistics do not capture the full picture of the creative workforce (Alper & 
Wassall, 2006), neither do they capture the standpoint of individual and col-
lective actors that mold the industry practices. Our research agenda suggests an 
innovative approach to the creative trident, by capturing this dimension through 
qualitative methods, such as interviews with creative workers, as well as an eth-
nographic study of a cinema or audiovisual production setting. The qualitative 
dimension is aligned with the previous ethnographic approaches to production 
practices and spaces, and producer identities, in the film and audiovisual sector 
(Caldwell, 2008; Hesmondhalgh & Baker, 2015; Ortner, 2013). This approach will 
allow us to describe and problematise the new boundaries between producers, 
distributors, and consumers of audiovisual goods, brought about by both the 
digital turn in film and networked cultures (Kennedy, 2016), but also to iden-
tify the key role entrepreneurship plays in this context. Another aspect that can 
only be clarified through primary qualitative data collection, with the individ-
ual and collective actors involved in the film and AV sector, is the one regarding 
the skills of the creative workforce, as we aim to understand the required skills, 
knowledge, and competences of the creative workforce. We aim at identifying 
these skills from the perspective of the workers themselves, and from that of 
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the industry’s stakeholders. What are the most important skills, and which of 
them are lacking?

To retain the specificity of the film and audiovisual industry while evaluating 
the creative economy, our proposal also includes the analysis of content produc-
tion in the film and audiovisual sector. By including the creative output of this 
sector, we retain its specific cultural dimension, namely in Europe, for its aesthetic 
value (Crusafon, 2015). 

We’ve designed our industry and policy-oriented research proposal agenda in 
five steps, in order to address our research questions: 

First, map the film and AV sector through the “traditional” creative trident 
approach, by defining indicators and instruments to collect data. Map the size, 
density, and diversity of creative activity, as well as its creative output, towards 
an understanding of the cinema and the audiovisual sector as constituting the 
Creative Industry. We propose this method to include measures in data sources 
frequently used in mapping studies like population surveys (censuses) on peo-
ple’s employment in the industry, and/or surveys on businesses within industries 
(labour force surveys). 

Second, in order to map the cinema and audiovisual industry output, we pro-
pose a comprehensive analysis of the artistic audiovisual production conducted 
in a certain period in order to identify: a) themes; b) genres; c) 360-degree strategy 
/ cross-platform level; d) partnership/collaboration level (co-production, number 
of production companies); e) volume and type of funding; f) team size; g) awards; 
h) audience figures; and i) cinema festivals.

Such analysis will identify and place along a value chain the different activi-
ties and actors comprised in the areas of cinema and audiovisual production, and 
distribution in any country. It should encompass all genres and audiovisual pro-
duction with a focus on fiction. These steps should provide a rich understanding 
of what the cinema and audiovisual sector looks like, from the perspective of the 
networks formed by the people who participate in it and the resulting output of 
their work. Furthermore, these research steps will allow for an analysis of exist-
ing cooperation and synergy deficiencies along with and outside the film value 
chain, within the cultural and creative industries, and neighbouring services. 
We expect to emphasise opportunities and constraints which emerge as a result 
of ongoing processes of reshaping the CCI and the audiovisual sector. Placing 
cinema and the audiovisual sector within the CI has proven central to the search 
for classificatory systems.

Third, a qualitative approach must be included in the creative workforce and the 
creative organisational cultures of production. This implies qualitative research gets 
conducted, for instance, via in-depth interviews with creative workers and industry 
stakeholders. We also postulate this should be complemented with ethnographic 
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research that compares with statistical data coming from the first and second steps. 
An ethnographic study at a cinema or audiovisual production setting enables cap-
turing the lived experience of workers over a sustained period and observe organ-
isational aspects of the industry sector that are not entirely captured through 
discourse, in the shorter interview time. The primary qualitative data collected 
should evaluate motivational drivers, attitudes, and perceptions of stakeholders 
in the areas of Film and Audiovisual, with special attention to questions of tech-
nology uses and adoption; identify what motivates and encourages production 
companies and filmmakers to embark on film and moving visual media produc-
tion; study what role technological transformation plays in new approaches to 
production, shooting, post-production and distribution; and identify and address 
the gaps between the skills taught at film schools and the market needs. 

Very few examples exist of research that do this, while many exist of country 
or region-based quantitative analysis (Cucco, 2018), the specific role entrepre-
neurship plays in this context has not yet been studied.

The last stage of our agenda deals with impact evaluation. Only an industry 
and policy-oriented research agenda is well placed to account for the relevance 
and value of research beyond the walls of academia. It must rely on the active par-
ticipation of and communication strategies the individual and collective actors 
have identified within the “creative trident” analysis. Moreover, an industry and 
policy-oriented research agenda needs to target the key players and stakehold-
ers in the (digital) film and audiovisual landscape at the national, European and 
transnational level (eg.: academia, industry, policymakers, creative workers, pro-
fessional associations, civil society, state agencies, government services, media, 
theatres, museums, galleries, and teachers).

toWards a creative economy of film and audiovisual sectors: 
portugal as a case study 

The film and audiovisual sector play a key role in European society (Crusafon, 
2015), and Portugal is no exception (Graça, 2021). Therefore, in this sector, we 
will resort to the Portuguese example to highlight the benefits of the proposed 
methodology. Significant technological, economic, cultural and legal changes 
in the cinema and audiovisual sectors have taken place in the last decade. The 
cinema and audiovisual sectors have always been a technology-oriented indus-
try (Salvador et al., 2019). Nowadays, the rapid digital and technological change 
that the sector is undergoing at the production, distribution, exhibition, and 
consumption levels (from shooting to post-production, 3D effects, VoD), signal 
the role digital transformations have had in reshaping the creative industries 
and their societal role.
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In Europe, projects are increasingly co-produced at international and inter-
continental levels, often co-funded by national, multilateral and/or private fund-
ing (Finney, 2010; Fontaine & Pumares, 2019). This network must be managed 
and made to focus on delivering specific commitments and activities. There is 
no guarantee that any value will be extracted from work and ideas. Some play-
ers are socially motivated; others are economically driven. Individual initiative 
in the creative media industries, in particular film, fluctuates between authorial 
aspirations, employability, and uncertainty (Damásio & Bicacro, 2017; Ortner, 
2013). Nevertheless, the collaborative aspects of shooting a film are today becom-
ing clearer (Hesmondhalgh & Baker, 2015).

The rapid digitalisation of all aspects of the value chain, and the introduction 
of a vast number of technical innovations have completely redefined the com-
petencies required for the field. This sector’s workers need adequate knowledge 
and skills, including digital, technological and entrepreneurial skills (Damásio 
& Bicacro, 2017). There is undergoing research on these technological transfor-
mations (at the production, shooting, post-production and distribution level), 
and an awareness of skills in shortage in the film and AV sector (Duthie, 2021; 
Van Raalte et al., 2021). A recent report points to the fact that precarious working 
conditions and informal and unprofessional recruitment practices negatively 
impact professional development and upskilling by creative professionals, such 
as freelancers (Van Raalte, Wallis, & Pekalski, 2021, p. 8). However, we know little 
about the actual motivations and practices regarding technology adoption and 
its use by stakeholders in the areas of Film and Media Arts, such as profession-
als and companies in the fields of film and media production. 

The fragile and uncertain digital media value chain, the current unstable 
industrial environment, and digital distribution impact are the main challenges 
to the cinema and audiovisual sector (Damásio & Bicacro, 2019). Another factor 
reshaping the political economy of the television landscape in Europe is the 
European Audiovisual Media Services Directive (AVMSD), which aims at regu-
lating technological developments in the EU sector (Damásio, 2019b). In 2019, 
the new version of the AVMSD was approved, with all EU countries having to 
transcribe it to the level of local legislation.

The widespread ‘culturalization’ of activities, as cultural ideas and moving 
images become a part of non-cultural products and services (the servitisation 
of products), increasingly turns film-related labour into content provision that 
reinforces the role of creativity in a society. The pandemic offered another good 
example of the culturalization of activities, with audiovisual content being pro-
duced to promote healthy communication and literacy about the coronavirus. 
Therefore, the pandemic also brought to the spotlight the (fully proven) impor-
tance of film and audiovisual content as a medium for edutainment (educational 
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entertainment), well-being, science communication, and a source of health and 
safety information (Moore et al., 2011; Tietge, 2018).

Nowadays, the film and AV sectors undergo a transformative dynamic, both 
on the production and distribution sides, concerning these media abilities to 
progressively offer a richer and more tailored experience. This transformative 
dynamic that cinema and audiovisual entail, nowadays, can offer a case study 
to think about the other creative industries. 

The international flow of media content, and the rise of global media con-
glomerates (e.g., GAFAN – Google, Amazon, Facebook, Apple, Netflix), help to 
explain that the most dynamic broadcasting and TV production companies 
operating today in Europe have, in most cases, a transnational outlook (Artero 
et al., 2019; Keinonen, 2018). At the same time, glocalized markets are charac-
terised by disintermediation and re-intermediating processes (Hirsch & Gruber, 
2013; Keinonen, 2018). 

In this context, Portugal is an interesting case study. Unlike other European 
countries, the ownership of production companies by international conglom-
erates in Portugal is not the norm, as our previous research showed (Damásio & 
Costa, 2020). This does not mean that the global players and flows do not shape 
national cinema and audiovisual production. Hence, our research agenda pro-
poses an empirical analysis of the intersections of local and national production 
contexts with the European cultures of production, and global organisations’ 
transnational programs and formats.

The European audiovisual production and funding landscape is still concen-
trated in a small number of countries, in particular, when it comes to “high-end” 
content; and the circulation of films and series coming from small countries 
or peripheral regions like the South of Europe is still very limited (Correia, & 
Martins, 2007; Fontaine & Pumares, 2019).

In this context, mapping the Portuguese cinema and the audiovisual sector 
could be an essential step towards a comparative understanding of the European 
cinema and audiovisual landscape, keeping the focus on the singularities and 
growth potential of this Southern Europe country, as well as ensuring that film 
and audiovisual content is diverse and plural. Further, it is also a necessary step 
to ensure that the content is distributed. This must be the cornerstone for a 
diverse and plural Europe, resilient to contemporary societal challenges (such 
as polarisation). 

In Portugal, the literature on CCI is scarce. The Ministry of Culture commis-
sioned the first strategic document towards mapping the Portuguese Cultural 
and Creative sector in 2008. This macroeconomic study was published in 2010 
(Mateus, 2010) and is still a national reference. Despite its valuable efforts in 
showing the contribution of CCI to the economy, it is based on standard industrial 
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classifications, which have limited power in showing CCI contributions. Also, 
the data presented in the report refers mainly to the pre-austerity period.

In the last few years, Portuguese audiovisual production has gone through 
significant technological, economic and cultural changes (Damásio & Costa, 
2020). In the context of the transformation of distribution platforms, brought 
about by the digital turn, and despite the decrease in funding on a national level 
and irregularities in distribution of public funding for the arts in general and the 
audiovisual context in particular, Portuguese cinema has seen a rise of quali-
fied, semi/professionalised production of audiovisual content by a new genera-
tion of production companies, filmmakers and creatives (European Audiovisual 
Observatory, 2018).

In Portugal, the pandemic effects exacerbated the precariousness brought 
about by the recent austerity period. 2012 was dubbed as the “year zero” for 
the Portuguese cinema and audiovisual sectors, due to severe financial cuts, no 
productions were carried out in that year. However, in Portugal there is a gap 
in the study of the creative workforce. On the one hand, literature on precari-
ous work in Portugal has not included creative workers in the aftermath of the 
austerity crisis (Carmo & Matias, 2019). On the other hand, literature on work 
in Portuguese cinema during the crisis has focused on cinema itself, as well 
as its auteurs, including women film directors (Liz, 2018; Liz & Owen, 2020), 
but leaving understudied the gendered cultures of production of the cinema 
and the audiovisual sector. In fact, our research will look at the production and 
the workers’ side of the equation differently from most of the literature, not 
at the audiences and their reception processes. Hence, our proposal aims to 
address these two main gaps in literature. In Portugal, the pandemic seriously 
hit the film and AV sector (Leão, 2020). The creation of the “Audiovisual Union” 
[União Audiovisual], an informal group that supported workers and their families 
throughout the pandemic, is an example of a grass-roots civil society initiative 
against the failure of cultural policies that support its workforce (Lusa, 2020).

Our proposal advocates that it is necessary to identify, with a bottom-up, sys-
tematic approach, the drivers and motives for the rise in quantity and quality 
of national film production in such a challenging and hostile context (austerity 
and pandemic), with a special focus on the impact of technological change in 
the redefinition of audiovisual sectors and the production cultures that under-
pin them, and how these changes will unfold under the auspices of the AVMSD. 
The proposed methodology could do this, and support needed policy-making 
changes.
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entrepreneurial education as a driver of the creative 
industries

In this last section, we aim to focus on the particular dimension that is entrepre-
neurship, which is an example of how results obtained via our proposed meth-
odology could reshape a creative industry and the related educational domains. 
There is an increase in the number of creative industries courses being offered 
at HEI; while in the UK and Australia, for instance, they are not as linked as they 
should be with industry and government needs for the sector (Flew, 2019b). 
In the film and AV industry, there is currently a shortage of skills and a trend 
towards upskilling and reskilling the creative workforce. In Film and Media Arts 
Schools, the primary aim has been educating authors– writers, directors, and/or 
producers. These three sides of the so-called “Creative Triangle” system suggest 
that film and media education should focus on the triangle of specialisations 
and improve upon that understanding (Damásio, 2019a). 

This is particularly relevant when efforts are currently being conducted to 
redefine the competencies and skills graduates in these areas must have in a 
digital economy and society, in tandem with industry and market needs. We 
propose that entrepreneurship education in Higher Education Institutions of 
film and Audiovisual can be a path forward in building a skilled creative work-
force, in addition to other voices which claim for better management training 
and workplace practices (Van Raalte et al., 2021), as well as more effective cul-
tural policies (Belfiore, 2018). 

The fact “creativity” is placed as one of the key building blocks of entre-
preneurship by contemporary models, such as EntreComp (Bacigalupo et al., 
2016) that frame entrepreneurship as a transversal key competence applicable 
by individuals and groups, including existing organisations, across all spheres 
of life, is not at odds with this assumption. EntreComp places creativity as one 
of the competencies within the key area of “Ideas and opportunities”. A large 
bulk of the education of students in this area specifically deals with these types 
of competencies, and we propose that linking entrepreneurship education with 
training through practice-based projects in development is the best approach, 
if we want to engage these students with actual production practices (A. Clews 
& Clews, 2011).

A significant consequence of entrepreneurship education for teachers and 
students in Film and Media Arts Schools will be bridging the distance between 
their schools, and the context of the application of the knowledge and skills 
they provide. For students, this will mean better employability opportunities 
and more vital transversal skills (Ashton, 2015). For teachers, it will mean an 
opportunity to implement new methods and pedagogies that better adhere to 
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the paradigms of literacy and audience construction. In both cases, it will make 
them more aware of the role that business ventures play in shaping the area and 
the opportunities that arise as a result. This is crucial in a sector that has had 
to adapt simultaneously to both the digital environment and a new economic 
context, leading in most cases to entirely new modes of management and busi-
ness models (see “Trends and skills in the European Audiovisual and live per-
formance sectors” CSE Report, 2016).

Entrepreneurship education provides a body of knowledge that will enhance 
students’ creative potential by giving them an understanding of the business 
environment (Blauth et al., 2014); Müller et al., 20013) along with the provision 
of better tools for project-based work and self-employment, two realities that 
have always been present in this sector. 

Entrepreneurship education can help film schools’ graduates to better face 
the challenges brought about by the changes in professional and craft identi-
ties, as a result of technological specialisation led by freelancers – a de-profes-
sionalisation tendency, particularly important for directors – in the context of 
a greater number of low-budget projects (Christopherson, 2008). At the same 
time, entrepreneurship education can also help academia adapt its competen-
cies to changes in the value chain (Hsu, 2006).

Past initiatives, such as the EntreComp initiative, developed the “Three com-
petence areas of entrepreneurship teaching” typology—‘Ideas and opportu-
nities’, ‘Resources’ and ‘Into action’ (Bacigalupo et al., 2016; Matricano, 2014). 
These three areas should be regarded as relevant entrepreneurship traits that 
are interrelated in the context of specific projects. Considering this, our pro-
posal advocates a model that integrates all these three stages and postulates that:

• Creativity and innovation are essential in creative industries and should 
be taught so that students may have the expertise to choose the best ideas 
that can be implemented to facilitate innovation. 

• Entrepreneurship education should be integrated into film degrees as a 
separate subject, bound to projects being developed by all elements of 
the creative triangle, with the objective to promote the acquisition of an 
entrepreneurial mind-set and entrepreneurship-related skills. In terms of 
skills, the entrepreneur must know management, whether in operations, 
human resources, or the financial component. Knowing the economic 
aspect of the project is vital. It should be noted that the management 
should influence the implementation of projects, which for many entre-
preneurs in the creative industries is unknown and neglected. The entre-
preneurs must also have leadership skills to manage people and be able 
to lead them to collaborate and cooperate in the development of projects.



m a n u e l  josé  d.  &  r i ta  g . 93

• Entrepreneurship education should be developed bearing in mind the 
cultural reality in which the future creative practitioner will work, with 
content fostering entrepreneurial creativity, whether at their place of 
work or in the projects they may develop on their own. 

The fact that students seem to lack an entrepreneurial attitude is a core chal-
lenge for educators in this area. In order to support such an approach, we pro-
pose a circular model that follows a renowned, effective approach (Sarasvathy, 
2008). Instead of proposing a process approach, for instance to business plan 
development, it begins with and focuses on students’ real settings and condi-
tions, in order to inculcate and hone an entrepreneurial attitude. We consider 
this approach to best suit film and media education, as well as project devel-
opment and knowledge instantiation approaches, previously cited.. A circular 
approach also emulates the current state of the art for the film business value 
chain (McDowell, 2015). This model focuses on developing learner’s entrepre-
neurial capacities, being the core element of entrepreneurial education (figure 1). 

Figure 1 – Circular model: Entrepreneurship education for film and media

Although the relation between entrepreneurial competencies, individual 
initiative, and self-efficacy has been evaluated, in earlier studies, in the con-
text of management, marketing and creative media, namely at lower levels of 
education (Comissão Europeia/EACEA/Eurydice, 2016; European Commission/
EACEA/Eurydice, 2012; Matricano, 2014; Hills et al. 2008), the context of film 
at Higher Education remains relatively unexplored.

At the same time, structural and infrastructural factors impede effective dia-
logue between academics and the creative industry. Collaborations between the 
creative industries and art and media departments are likely to be an important 
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aspect of entrepreneurship education. Developing entrepreneurial education in 
creative subjects without proper integration with other academic activities will 
probably lead to failure. The proposed circular model intends to address both 
these problems by placing the project (i.e., short-fiction final course projects) 
at the centre of the process, and by placing the student-centred approach as its 
primary supporting element. Implementing work-based learning and training 
through a project in development methodologies is clearly the best means to 
support entrepreneurship education. At the same time, a significant share of cre-
ative industry professionals favours apprenticeship models to assist students in 
developing their employability and occupational skills. This symbiosis between 
the pedagogical side and the learning environment is addressed in our model 
via both effectual learning and instantiation of knowledge. 

Finally, the circular model and the overall description of the proposal put for-
ward integrates but the pedagogical and the curriculum sides of the educational 
process, a fact we considered to be crucial for the discussion of any new edu-
cational proposal in the context of film, and in particular, directors’ education.

The implementation of entrepreneurship education in the area of film and 
media arts, and more broadly in all academic areas associated with the cre-
ative industries, should have a substantial impact in the institutions of higher 
education. Our discussion has attempted to highlight how this will bring HEI 
activities closer to the stakeholders with whom they work and assure a greater 
legitimation of their educational model as well as the outcomes it delivers. It 
should also foster a better adaptation of pedagogical models to current social, 
economic and technological circumstances, in order to sustain employability 
and societal relevance. 

Research in the area of the creative arts (D. Clews, 2007; Mietzner & Kamprath, 
2013) has already emphasised the importance of intermingling occupational 
and practitioner-like training with equally relevant knowledge and competen-
cies for the market, as negotiation, funding and financial skills. This agrees with 
the previous focus on the intersection between professional, methodological 
and personal-social competencies which serve as the core argument in entre-
preneurship education in creative arts (Mietzner & Kamprath, 2013). Our pro-
posal embraces this concept whilst steering clear of narrow specialisations. 
Therefore, we understand, along with other authors (Bacigalupo et al., 2016), 
that entrepreneurship for the creative industries should be regarded as a mul-
tidimensional competence. This approach intends to promote the ability to 
transform ideas and opportunities into action by mobilising resources, which 
is precisely what our model indicates via its circular flow of learning grounded 
on project development. Such an approach is highly relevant for both produc-
ers and directors’ education. 
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Film and media art schools have always been differentiated, in what con-
cerns a more general higher education development, policies and pedagogical 
approaches., They have, since their inception, converged upon a learner-centred 
and practice-based learning, with a strong focus on training, through projects 
in development as a key driver of their activities. Our proposal implies that the 
integration of entrepreneurship education into film and media arts schools is 
aligned with the distinctive pedagogies and forms of evaluation these schools 
offer. It represents an opportunity for them to divert from excessive specialism 
and a narrow focus on market-oriented vocational education, in search of more 
innovative educational models which successfully integrate practical instruc-
tion with critical thinking. This would also allow for the needed upskill and 
reskill the industry apparently needs, but only a mapping exercise like the one 
we proposed can confirm it. 

conclusions 

In this paper, we have proposed a research agenda for the film and audiovisual 
sectors which maps these sectors as “creative ones” over “cultural” in order to 
identify the elements defining how these sectors evolve and define themselves. 

This innovative mapping study we propose combines a mapping anchored 
in a general broadening of the sectoral perimeter– traditionally devoted to the 
cinema in the realm of culture– with a classificatory mapping of the cinema and 
audiovisual as a creative industry within the creative economy. It also includes 
an analysis of the creative output and related production milieu. 

Our industry and policy-oriented research agenda aims to facilitate the pro-
duction of evidence-based policy, both at the national, European and interna-
tional levels. At the national level, the mapping of primary and secondary data 
should allow for a comprehensive and critical understanding of the geograph-
ical and spatial dimensions of film and audiovisual creation, production and 
distribution networks within the Creative Trident. It promotes fruitful compar-
isons with the film and audiovisual sectors in other countries at the European 
and international level. 

The mapping process is a starting point for understanding the link between 
these artistic and cultural practices and positive impacts in employment growth, 
social inclusion, diversity, and education. It is also a way forward to understand-
ing how these sociocultural benefits – along with the positive economic impacts 
identified – impact national policies and foster a creative economy. 

We resorted to the example of Portugal to highlight how the mapping exercise 
could help policy makers in a specific national context, and then looked at the 
example of entrepreneurship education for film and audiovisual to illustrate how 
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outcomes from a mapping exercise can help to reshape activities related with the 
industry, in this case, educational activities. These two examples highlight the 
innovative features of our adoption of the creative trident model, which includes 
the analysis of specific creative outputs of an industry in order to determine its 
value production structure while emphasising the central role of its workforce 
and their skills. Our discussion showed that entrepreneurship on one side, and 
policymaking on the other side, are core dimensions of the generation of value 
in a creative industry, which only a methodology such as the one we propose 
can help unlock, via data gathering and analysis. 

Our proposal puts the creative workers at its centre and postulates that entre-
preneurship is a crucial element in unlocking the potential of these industries. 
We argue that a proper research agenda should be intertwined with an educa-
tional one, which puts entrepreneurship education as a key element of the edu-
cation of creative artists, for the film and audiovisual industries. We believe this 
is the only way to move forward if we want to fully unlock the potential of these 
industries in Europe and particularly in Portugal.
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AbstrAct

In the last decades, neuroscience has provided an excellent comprehension 
of the impact of marketing outputs on cognitive and emotional processing. 
Understanding what constitutes the neurobiology of consumer decision-making 
has been the aim of neuromarketing since the beginning. New notions regarding 
the value of emotions in consumer preferences have changed the way compa-
nies develop their actions towards marketing and communication. Nostalgia has 
emerged as an effective strategy for reinforcing the positioning of established 
brands. Because of the nature of emotions in nostalgia and the trendy relation-
ship between neuromarketing and emotions in business, this research offers an 
exploratory bibliographic review to set the guidelines that help in understand-
ing the interplay between retro marketing, nostalgia, and neuromarketing on 
marketing consumption. This review was carried out in 3 phases: a) review of 
unstructured information, b) analysis, organization, and synthesis of content, 
and c) conclusions. Nostalgia is manifested through marketing stimuli that arise 
from people’s internal memory and, therefore, the feelings derived from cogni-
tive responses (attitudes) followed by a particular behavioral reaction. Research 
points out the lack of literature/studies regarding neuroscientific methodology 
into nostalgic empirical research.

Keywords: nostalgia, marketing, retro marketing, neuroscience, neuromarket-
ing, retro, vintage, branding
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introduction 

In the last few years, there has been an increase in the use of nostalgia in mar-
keting. It has been found that nostalgia influences consumers’ preferences for 
brands, products/services, and communications since emotional triggers are 
proven to play a vital role in consumer decision-making. Nostalgic strategy 
appeals to consumer’s emotions, attitudes, and memories in order to achieve 
brand efficiency.

The potential effect of nostalgia on consumer decision-making is a trendy 
line of research in academia and the professional sphere. Empirical research on 
nostalgia has been linked to topics such as advertising and consumer psychol-
ogy (Wildschut, Sedikides, Arndt, & Routledge, 2006). There is a visible rise of 
nostalgia in advertising in the last years. 10% of US TV advertisements have 
used nostalgic outputs such as copy, music, and themes. Other countries such 
as UK, Russia, and India have also used it for its engaging effects and influence 
on brand choice (Merchant, LaTou, Ford, & LaTour, 2013). Nostalgia strategy is 
a worldwide phenomenon.

Many different products from the market, such as music, films, or television 
shows, can elevate nostalgic emotions (Slavich, Dwyer, & Hungenberg, 2019). 
However, it does not only relates to the entertainment sector or audiovisual stim-
uli. The demand for this type of product emerged from the mid-90s and consti-
tutes its peak today. The retro/vintage can be present in many different goods 
and services, such as products, packaging, design, tangible and intangible things, 
aesthetics, style, and communication. It is found in areas such as clothing and 
sports clothing, footwear, cosmetics, colons, luxury products, entertainment 
and decorative, automotive, high-tech (music), cameras, telephones, electrical 
appliances, food and beverage, music festivals, films, and series, toys, detergents 
and soaps, tourist sites, establishments and giveaways (Brown, Kozinets y Sherry, 
2003; Hallegatte, 2014; Park et al., 2018; Grebosz-krawczyk & Pointet, 2020).

The creation of emotional bonds becomes a positive tool for brands. In fact, 
it has been stated that the strategies of nostalgia are increasingly used during 
times of crises due to their capability to make consumers feel secure and safe and 
boost sales (Merchant, LaTou, Ford, & LaTour, 2013b). As mentioned, nostalgic 
outputs have been shown to impact consumer’s preferences for their effective 
influence on emotional and cognitive processing. The use of nostalgic feelings 
originating from memory creates the necessary bond between brand and con-
sumer to boost purchase behavior, brand trust, and loyalty (Hungenberg, Slavich, 
Bailey, & Sawyer, 2020). The understanding of the neurobiology behind nostalgic 
processing is explained by neuroscience and neuromarketing. Neuromarketing 
is known as the application of neuroscientific methodology with commercial 
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purposes. It aims to achieve a deep understanding of the consumers’ responses 
to certain marketing stimuli by employing techniques from cognitive neurosci-
ence to improve products, services, advertising and marketing strategies (Lee, 
Butler & Senior, 2010). For the positive effects of nostalgia in decision-making 
and neuromarketing’s ability to comprehend such influence, retro marketing and 
neuromarketing might become popular marketing topics in the years to come.

methodology 

New knowledge about the impact of emotions on consumer preferences has 
changed marketing and communication paradigms. Nostalgia has become an 
effective strategy for reinforcing the positioning of established brands. This 
paper aims at reflecting on the comprehending neurobiology behind the con-
sumer preference associated with nostalgic experiences. Since emotions of nos-
talgia is proven to be key in business, the paper also evidences the relationship 
between nostalgia marketing and neuromarketing (known as a discipline that 
uses neuroscientific methods to understand consumers from a neurobiology 
approach). Therefore, this research offers an exploratory literature review to 
set the guidelines that help in understanding the interplay between retro mar-
keting, nostalgia, and neuromarketing on marketing consumption. This review 
was carried out in 3 phases: a) review of unstructured information on Scopus 
and Web of Science, b) analysis, organization, and synthesis of content, c) con-
clusions. Snowball technique was applied. A total of 34 research papers are dis-
cussed. The first part of the paper will discuss the following topics: 

• Consumer behavior in nostalgic experiences
• Nostalgia as a cognitive and emotional processing 
• Nostalgia and retro marketing
• Retro marketing effectiveness: variables to consider
• Nostalgia and retro marketing in the academia

Complementary, an analysis of the volume of publications by the terms neu-
romarketing, neuroscience, nostalgia, and retro marketing has been done to 
deliberate about the interest produced by these topics among the academic com-
munity. Scopus and Web of Science were the databases selected. The authors used 
the filter “Title, abstract, keywords” on Scopus and the filter or “Theme” (that 
comprises the title, abstract, keywords, and more) on Web of Science. This search 
took place in May 2021. Results are discussed in the second part of this paper. 
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1. consumer behavior in nostalgic experiences 

Nowadays, brands know that it is imperative to connect with individuals by devel-
oping memorable experiences to attract and maintain consumers. The retro con-
cept is the strategy of using elements from the past through the stimulation of the 
senses. In this context, communicative strategies may focus on cultural industries 
stimuli (such as music, films, e.t.c) to provoke nostalgic experiences (Barbery-
Montoya, Lavayen-León & Vera-Suárez, 2019). 

Nostalgia has been defined as the longing for the past and a past-focused 
affective experience (Routledge, Wildschut, Sedikides & Juhl, 2013; FioRito & 
Routledge, 2020). Due to the capability of nostalgia to impact affective states 
that drive towards action (FioRito & Routledge, 2020), this feeling has been of 
interest to many knowledge fields such as sociology, marketing, advertising, or 
political science (Muehling & Pascal, 2012). However, at the moment, research on 
nostalgia from the neuroscientific approach is still limited (FioRito & Routledge, 
2020) but promising. 

In the last decades, there has been a considerable advance *advance in what) 
from the scientific and technological point of view. Multidisciplinary research, 
such as Neuroscience, Economics, and Marketing, has provided exciting out-
comes about the value of emotional and cognitive processes that affect human 
decision-making (Manes & Niro, 2015). Technology from Neurosciences allows 
us to comprehend unconscious emotional processes (Braun-LaTour & Zaltman, 
2006; Kenning, Plassmann, & Ahlert, 2007). This knowledge is vital for market-
ing since it has been manifested that most individuals’ decisions are taken based 
on unconscious factors (Babu & Vidyagasar, 2012), which human beings cannot 
recognize or control (Ohme, Reykowska, Wiener, & Choromanska, 2009). On the 
other hand, neuroscience points out the close connection between emotion and 
cognition. In short, emotion and cognition are an inseparable pair that triggers 
consumer behavior. 

Consumer behavior is classified into the three-reaction process: cognitive, 
emotional, and behavioral. Marketing triggers bonds with (in?) consumers through 
emotional approaches. Commercial stimuli want to encourage attention and emo-
tion and create positive memories leading to purchasing behaviors (Pradeep, 2010). 
Cognitive, emotional, and behavioral variables also appear in nostalgia processes 
(Sierra & McQuitty, 2007). However, when nostalgia is involved, memory is vital. 

Nostalgia is a cognitive and affective experience that activates emotional 
responses based on the impulse of memories/memory (Slavich et al., 2019). 
Nostalgia works when people connect with a brand and the memories arising 
from an individual’s past (Muehling, 2013). In other words, memory triggers cer-
tain feelings (Hungenberg et al., 2020), and individuals easily remember things 
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when emotions are triggered. Theories on memory processes and emotions are 
essential for understanding nostalgia’s effects in marketing (Marchegiani & Phau, 
2010). 

1.1 noSTalgia aS a cogniTive and eMoTional proceSSing 
There is the unanimous idea that nostalgia is an emotion (Wildschut et al., 2006). 
Nostalgia belongs to complex emotions and arises from high-level cognitive pro-
cessing since reconstructing the past is a must. As stated by Marchegiani & Phau: 
“Cognition is perhaps the first important consumer behavior reaction to occur 
as nostalgic cues will stimulate the retrieval/generation of thoughts through the 
consumer’s memory/thought process. Memory and thought retrieval have their 
roots in psychology, and many marketers have adapted the theories related to 
memory to explain the cognitive outcomes in terms of marketing” (Marchegiani 
& Phau, 2010, p. 85). 

Nostalgia differs from other processes such as recall or remembrance since 
it operates at a “unique, effective signature and its psychological functions” 
(Wildschut et al., 2006, p. 990). Nostalgia requires memories of the past. These 
can be classified as lived (people’s experienced past) or learned memories (indi-
rect nostalgia since feelings depend on external sources such as a book, a film) 
(Sierra & McQuitty, 2007). Holak and Havlena classified it into two dimensions: 
personal vs. collective (personal or shared emotion) and direct vs. indirect (the 
experience is personally experienced or experienced “through other people or 
means”) (Muehling, 2013). Another differentiation is between personal nos-
talgia (personally experienced past and related to the self or self-identity) and 
historical nostalgia (a longing for events the consumer has not directly experi-
enced since it happened a time before one’s birth) (Marchegiani & Phau, 2010). 

Neuroscience has provided a good understanding of the impact of marketing 
outputs on cognitive and emotional processing. Based on the nature of emo-
tions, many neuroscientific studies evidence brain activations by using neuro-
scientific technologies when individuals are experiencing feelings, i.e., joy or 
sadness (Pankseep, 2010). 

In brand management, nostalgia has been described as a positive feeling 
that encourages preference towards objects from the past (Grebosz-Krawczyk 
& Pointet, 2020, p. 24). Nostalgia produces positive social and emotional health 
benefits since it is connected to joy, affection, gratitude. However, nostalgia is also 
related to negative emotions, such as sadness (Hungenberg et al., 2020). Holak 
and Havlena (1998) research said that emotions elicited in nostalgic experiences 
were complex due to mixed affective responses (positive emotions and sadness). 
Other empirical evidence suggests that emotional responses in commercial 
communication can be bittersweet, and the positive responses to nostalgic 
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advertisements may depend on “the nature and positivity of the retrieved nos-
talgic memories” (Zhao, Muehling, & Kareklas, 2014, p. 253). 

Even though nostalgia has been traditionally studied as a univalenced state 
in affective neuroscience, a recent study by Vaccaro, Kaplan, and Damasio (2020) 
reflects that univalent emotions could rise to an ambivalent feeling since evi-
dence such as the “rapid vacillation and simultaneity of positive and negative 
affect, albeit at different neurobiological levels.” 

Nostalgic initiatives are used to activate the memory and therefore enhance 
favorable experiences and activate feelings (Hungenberg et al., 2020). Feelings 
reflect internal states and can modulate the way we think about objects and sit-
uations (attitudes). Feelings and emotions are different things. Neuroscientist 
Antonio Damasio theorized about it and manifested that emotions (reflected 
in corporal states) have a positive role in the adaptive functions of the mind, 
and they manifest through conscious awareness via feelings (considered per-
ceptions or ideas of certain aspects of the body): 

“Feelings offer us a glimpse of what goes on in our flesh, as a momen-
tary image of that flesh is juxtaposed to the images of other objects 
and situations; in so doing, feelings modify our comprehensive notion 
of those other objects and situations. By dint of juxtaposition, body 
images give other images quality of goodness or badness, pleasure 
or pain.” (Damasio, 1994, p. 159)

In other words, “Human feelings emerge when “emotionally competent stim-
uli” (ECSs) from the external world create “a temporary change in the state of 
the body proper, and in the state of the brain structures that map the body and 
support thinking” (Damasio cited by Pankseep, 2003, p. 112). Therefore, mean-
while emotions are measurable, feelings belong to “subjective aspects that sci-
entists must infer” (Pankseep, 2003, p.117).

Feelings become a key part of sensory marketing since the power of sen-
sory experiences is capable of transforming people’s lives. Senses are proven to 
impact consumer’s emotions and emotions involved in decision-making since 
they can influence behavioral intentions (Hungenberg et al., 2020). Physical and 
invisible stimuli can be implemented to evoke nostalgia. The sight (Chen, 2014), 
the smell, the touch, the sounds, and the taste can trigger nostalgic memories 
(Hungenberg et al., 2020). Nostalgia is therefore rooted in experiential market-
ing, which aims to stimulate senses and feelings that modulate attitudes and 
therefore purchase behavior.

Whereas yearning for the past is an emotional variable, the attitude (about 
the past or the message) is cognitive (Sierra & McQuitty, 2007). As said before, 
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nostalgic decision-making becomes a dual-process model that integrates emo-
tional and cognitive processing. Nostalgic cognitive responses are produced by 
physiological and psychological mechanisms that trigger positive or negative 
attitudes towards products. Trust is likely to arise when a consumer develops 
feelings aligned with positive attitudes (Hungenberg et al., 2020). Nostalgia 
also encourages positive attitudes toward the advertisement and advertised 
brand (Pascal et al., 2002), and a positive attitude towards retro-looking prod-
ucts impacts brand loyalty (Oz & Arslan, 2017). In other words, positive nostalgia 
produces product preferences since its consumption fulfills emotional needs. 
A positive attitude towards the product leads to product purchasing (Cui, 2015; 
Sierra & McQuitty, 2007). Since people buy products to maintain the connec-
tion with the past, the more people like this type of product, the more likely 
they will purchase it (Sierra & McQuitty, 2007). 

2. nostalgia and retro marketing 

The term retro marketing is not widely indexed on Scopus nor WoS yet. Retro 
marketing wants consumers to create bonds with the brand through the yearn-
ing for the past (Yücel, Yücel, Gür, & Gündüz, n.d.). It aims to evoke memories 
and nostalgia (Özkan Pìr, 2019) to shape consumers’ preferences. In other words, 
retro marketing focuses on producing consumers’ nostalgia, leading to certain 
behaviors (Cui, 2015). It can be applied as a strategic retro market involving all the 
elements of the marketing mix (Hajlaoui & Gharbi, 2020) since nostalgia makes 
the product and the brand identity more attractive (Gajanova & Zdenka, 2020). 

Besides the many possibilities that nostalgia marketing offers, the term does 
not encompass the complex phenomenon that retro marketing embodies. Retro 
marketing represents a holistic approach. Even though retro marketing employs 
nostalgia, as explained in this paper, other factors belonging to this concept 
must be taken into account for a complete comprehension of the implications 
of this marketing strategy: i.e.

• Familiarity and recognition of the product (Clemente et al., 2013; Jerzyk, 
2013) 

• Authenticity (Clemente et al., 2013)
• Identification with the product and what it represents (Mafessoli., 2003)
• Personal differentiation (Jenb, 2004)
• Security linked to deep-seated emotions ((Grębosz y Pointet: 2015)
• Escape route to the past (Lowenthal, 1985)
• Quality links to the idea of the brand trajectory and history (Lyon & 

Colqyhoun, 1999)
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Retro marketing is the central and generic concept that describes market-
ing strategies that take advantage of the past in selling products or services. 
However, marketers and academics apply other terms belonging to this term 
(retro product, retro communication, retro branding, brand revitalization, retro 
style, and retro packaging). 

• A retro product is a good or service that evokes memories and encour-
ages a nostalgic feeling in the consumer (Amatulli et al., 2018). It may or 
may not be up to date to current standards for performance and function 
(Brown, 2001). Retro is present in a wide variety of products.

• Retro communication is a retro trend in the communication strategy 
of numerous global brands (Brown et al., 2003; Grębosz and Pointet, 
2015). These ad hoc campaigns use sensations and induce positive nos-
talgic feelings, creating a tangible connection with the past. They serve 
to underline the intangible values   of the brand and convey a sense of 
security and tranquility.

• Retro branding: Brand strategy in which the brand uses its iconicity 
to sell new products, maintaining the link with the past (e.g., Ray-Ban 
New Wayfarer or Volkswagen New Bettle) (Brown et al., 2003; Hallegatte, 
2014). The elements of retro branding are authenticity, iconicity, and 
nostalgia.

• Brand revitalization: Although different from retro branding, it is a 
linked concept. Brands use their iconic past to revitalize themselves in 
the present (Hallegatte, 2014), although they do not affect the feeling of 
nostalgia with such relish. This strategy has been carried out by brands 
such as Fila or Lacoste. Values   in brand revitalization are brand credibil-
ity, history, and heritage. It is a strategy employed by declining brands.

• Retro style: It is the retro/vintage aesthetic of the product, its packag-
ing (retro packaging), the design of stores and establishments of various 
kinds (retro shops), or the type of communication that is made for the 
good or service (Clemente et al., 2013: 226; Jerzyk, 2013: 65; Gajanova 
and Zdenka, 2020: 46).

• Retro packaging: It refers to the design that takes advantage of the 
memory of the past. It involves consciously creating a “sense of his-
tory” or “original sense” in the product packaging (Cui, 2015: 129). “Old 
style” packaging is often used in food, containing images that recall the 
past, the farm, country cuisine, allusions to the fresh or natural ingredi-
ents, and traditional ways of doing things (Lyon and Colquhoun, 1999: 
191). Some authors also call it “nostalgic packaging.” 
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As seen, nostalgia marketing denotes shorter implications in comparison to 
retro marketing. Having said that, the basis of retro marketing must follow the 
emotional and cognitive processing sequence based on the central idea of the 
past, memory recall, recovery, and an emotional root in a past time. Promoting 
positive emotions based on products/design/communication drawing on past 
experiences encourages positive attitudes and therefore guides consumer behav-
ior. Interestingly, there is a difference in consumer attitudes towards retro-looking 
products according to age, gender, income, and education status (Oz & Arslan, 
2017). 

2.1 reTro MarkeTing effecTiveneSS: variableS To conSider
Brands find the strategy of nostalgia to restore their vitality, revive, differenti-
ate the brand, and launch new products and packaging and innovate to adapt 
to customer expectations (Grebosz-Krawczyk & Pointet, 2020). However, 
retro marketing is not for every brand since having a solid brand history is 
critical for nostalgic brand positioning (Grebosz-Krawczyk & Pointet, 2020). 
A brand must have been in the market for a certain period in consumer’s 
lives if nostalgic positioning is chosen (Jel, Uspihu, & Segmenti, 2013). Group 
membership on a past time can influence personal behavior related to that 
period (Sierra & McQuitty, 2007). Brands that were popular during people’s 
youth will likely influence consumer preferences in products such as music, 
films, and cars (Wildschut et al., 2006). 

Nostalgia might be a key pillar for attracting and retaining audiences 
since it has been demonstrated to influence consumer demand. Nostalgia 
in marketing works under the idea that specific experiences produce a pos-
itive reminiscence among audiences. However, studies have pointed out 
that nostalgic inputs produce different outcomes for different audiences. 

Age becomes a relevant factor when assessing nostalgic experiences. As 
stated: “The intensity of nostalgic sentiment varied across objects, situations, 
aspects of society, and people” (Batch, 1995, p. 131). Events that happened 
during an individual’s adolescence are good remembered (Hoolbrook and 
Schindler, 1996), and the life stage relates to the effectiveness of nostalgic out-
puts. Older people are more likely to be nostalgic (Batch, 1995). Other studies 
mention that young people (18-34) seem more difficult to engage than other 
previous generations, and nostalgic strategies are disputed (Hungenberg et 
al., 2020). In fact: “The observation that age is significantly related to nos-
talgic consumer preference and vintage/antique propensity confirms the 
contemplation that marketers should focus on elderly consumer segments 
with products and services reflecting a nostalgic appeal” (Rouseau & Venter, 
2000, p. 36). 
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Companies and institutions must find ways for younger people and future 
generations to trigger and stimulate positive emotions and guarantee engage-
ment since this might be key for traditional companies to survive. New gen-
erations intake information and entertainment in a completely different way 
compared to older people. Young people have less capacity to pay attention 
than adults, and therefore attention is fragmented. However, children and 
adults pay the same amount of attention to advertising, and both invest less 
attention to the advertisement if there is an alternative media present. In sum, 
it is more difficult to remember the brand (Beuckels, De Jans, Cauberghe, & 
Hudders, 2021). Since marketing might pursue cognitive outcomes, such as 
brand memory, it might be interesting to implement strategies focused on 
engagement (Beuckels et al., 2021). Engagement generates benefits and profits 
for brands by affecting consumers’ perceptions, feelings, and actions (Dessart 
& Pitardi, 2019). 

Consumer engagement has been conceptualized from a multidimensional 
perspective: cognitive, emotional, and behavioral. Engagement has been 
defined as a psychological state, particularly a motivational state of mind 
featured by certain emotional, cognitive, and behavioral activity levels, while 
interaction is being made with an engagement object (Dessart and Pitardi, 
2019). Different studies tried to understand the idea behind the interplay of 
elements that foster engagement. This concept is related to the elements of 
storytelling, such as the plot and characters, for the ability of the latter to gen-
erate cognitive, emotional, and behavioral responses with different valences 
and intensities (Dessart & Pitardi, 2019). Even though nostalgia might con-
stitute a relevant strategy for engagement, further research needs to be car-
ried out to understand the relationship between both elements in the youth. 

3. nostalgia and retro marketing in the academia

Different topic searches have been made to reflect upon the trends regarding 
nostalgia and retro marketing. The theme of nostalgia is widely discussed in 
different fields of knowledge in academia. Table 1 shows the number of papers 
with this term (subject areas discrimination filter has not been applied). In 
opposition to the results mentioned above, the WoS and Scopus database index 
has few papers on retro marketing. The small number of articles by this term 
emphasizes the research potential in this broad area. 

The keyword combination of nostalgia and marketing raises more interest 
in the Social Sciences field than retro marketing. Web of Science is the plat-
form that has published the most about nostalgia and marketing (457 papers) 
(Table 1).
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Table 1. Topic comparison in WOS and Scopus (May 2021)
Keyword Scopus Web of Science

Nostalgia + 6.400 + 8.000

Retro marketing 7 5

Nostalgia AND Marketing 226 457

Nostalgia AND Neuroscience 11 13

Nostalgia AND Neuromarketing 0 0

Retro marketing AND 
Neuromarketing

0 0

Retro product 14 6

Retro communication 17 20

Retro branding 14 12

Brand revitalization 16 24

Retro style 31 63

Brand packaging 3 3

Source: own elaboration 

In 2003, papers started to index in this prestigious platform (WoS), and in 
2018, the topic reached its peak. Since then, the volume of publications shows 
researchers’ interest and the database on the theme (Figure 1). With this pro-
gression in mind, nostalgic marketing might emerge as a trendy topic in the 
years to come. 

Figure 1: Papers published on WOS by the topic “nostalgia” AND marketing”

Source: Own elaboration from WoS database
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Nostalgia is a concept widely employed by different fields of knowledge: 
medicine, psychology, sociology, consumer behavior, and marketing (Cui, 2015). 
Initial studies about nostalgia pointed out the psychological aspect from a clin-
ical perspective (Muehling, 2013; Wildschut et al., 2006). Over the years, nos-
talgia has gained interest among marketing disciplines, and it is studied from a 
different point of view: brand loyalty, emotions (Muehling, 2013). Since nostal-
gia is considered a psychological state, its neural activity concerning market-
ing stimuli can also be studied. In other words, nostalgia stimuli can be studied 
through neural recordings (Hungenberg et al., 2020). The academic literature 
review has identified the lack of empirical work on nostalgia from a neurosci-
entific approach. 

As mentioned before, neuromarketing is a discipline that applies neurosci-
entific technology to study marketing inputs in consumers. Even though it has 
gained much attention in academia in the last decade, academic papers have 
not registered this term aligned with nostalgia nor retro marketing. The use of 
neuromarketing in the nostalgic and retro marketing sphere is lacking. On the 
contrary, the term neuroscience is the term that is combined “more frequently” 
with nostalgia (table 1). 

Figure 2: Papers published on WoS by the keyword “nostalgia” and “neuroscience”

Source: Own elaboration from WOS database
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2020 (figure 2). Nostalgia has been studied from a neuroscientific approach 
regarding music and emotions (5), neuroscience personality scales (1), nostal-
gia experience design (1), sports (1), and the obsolescence of psychoanalysis 
(1). One article employs the word nostalgia but in the context of biology. Even 
though the significantly less neuroscientific methodology is applied to nostal-
gia, future advances in neuroscience and marketing for understanding the role 
of emotions will help nostalgic researchers understand the neurobiology behind 
decision-making and engagement. 

conclusions 

Today, brands need to connect with individuals through the development of 
memorable experiences. Nostalgia belongs to retro marketing strategies since 
the latter uses elements from the past to provoke positive emotions. Due to 
nostalgia’s capability to impact behavior, marketing has soon tried to compre-
hend this outcome’s emotional and cognitive processes. In fact, nostalgia has 
become prominent in marketing research since nostalgic emotions influence 
consumption intention. In this context, cultural industries might become a valid 
source to trigger nostalgia since films or music, among others, lead to positive 
nostalgic experiences. 

Understanding emotions is a vital concept in many knowledge spheres. 
Neuroscience has provided empirical evidence supporting the inseparable bond 
between human cognition and emotion and its impact on behavioral aspects. 
In social sciences and humanities, emotions have changed many paradigms. 
Emotions are proven to have a positive impact on attention, memory, attitude, 
and consumer behavior. 

Nostalgic decision-making becomes a dual-process model that integrates 
emotional and cognitive processing. Nostalgia exploits emotions and the long-
ing for the past to produce behavioral responses. Literature review shows that 
nostalgic experience evokes emotions and initiates the cognitive process of 
recalling and reconstructing information in memory. Retro marketing initia-
tives can trigger nostalgic memories that have the potential to generate positive 
feelings that modulate attitudes. Nostalgia encourages positive attitudes toward 
advertisements and advertised brand, retro-looking products and encourages 
brand loyalty and trust. A positive attitude about the messages is likely to pro-
voke purchases. However, some variables must be considered when studying 
the efficiency of nostalgia since age, group community, among others, play a 
significant role. Future research must examine how other variables such as 
education, income, status, or gender can impact retro marketing effectiveness. 

Despite its convenience for summarizing nostalgic emotions and experiences 
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for commercial purposes, the term retro-marketing is not used sufficiently in 
titles, keywords, and abstracts. Nostalgia and marketing are the central combi-
nations in academic databases when discussing the value of the past for guiding 
consumption behavior. Authors advocate the term retro marketing as it com-
passes a complex concept (nostalgia and marketing) and incorporates other 
proper factors that belong to this marketing strategy. It encompasses terms 
such as familiarity and recognition of the product, the search for authenticity 
and escapes to the past, the personal differentiation and the security linked to 
emotions, the identification with the good or service, and the quality. In short, 
the term retro marketing advocates a holistic approach which nostalgic mar-
keting is lacking.
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economics and policy making in the creative industries in a 
digital era

JOCIS interviewed Robert Picard, an expert on media and 
communications economics and policy and on the business 
challenges of the media in the digital era.

1 According to your perspective, how big is, in reality, the effect of the media 
sector and creative industries in the world’s economy?
Media and creative industries are important contributors to national econo-
mies and employment everywhere in the world. They contribute an average of 
3 percent to GDP and 4 percent to employment. In nations that produce content 
and performances and consumer hardware to view content, the contributions 
to GDP are as high as 10 or 11 percent, making them one of the most important 
industries in economic terms.

2 How can you explain the implications of the current media and creative indus-
tries to the creation of digital policies internationally?
The importance of the industries has led to expansion of intellectual property 
protections internationally and required protections in domestic copyright laws 
through copyright treaties and trade agreements. This has produced increased 
enforcement at the domestic levels globally. There are still significant challenges 
of content owners receiving adequate compensation for uses of their material 
on digital platforms, especially social media, and those are spurring multiple 
national policies and actions worldwide against major platforms to require pay-
ments or negotiations for payments.

3 Also, in the line of the prior question, how do the variations in policy affect 
media and communications at a global level?
As I explain in my book Media and Communications Policy Making, global policy 
making is a slow and arduous process because of national legal and policy differ-
ences and differing national interests. Global policy cannot be forced on nations, 
and each must agree to it by agreeing to abide by terms of treaty. That said, there 
is relatively strong agreement that intellectual property should be protected 
even less developed nations. In the Philippines, for example, media and cre-
ative industries account for only about 5 percent of the GDP but about 11 per-
cent of national employment, according to research by the World Intellectual 
Property Organization. 
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Media and communications generate national value differently depending 
upon the nature of national economies. Countries like Malaysia and Vietnam, 
for example, are generating wealth through manufacturing electronic hard-
ware, much of it on behalf of electronic companies in developed nations. The 
U.S., U.K., European nations, and China are generating significant value through 
audiovisual production, audio production, and performance industries. National 
policies and laws are designed to support and protect the firms and industries 
involved in creating that value.

4 Is adaptability a must-have for anyone who works in the media and creative 
industry, and why?
Adaptability is crucial because how content and performances are distributed 
continues to develop and change. To reach audiences effectively, media and 
creative industry personnel must be aware of and critically analyze the oppor-
tunities and threats that changes present so they can adapt effectively. Lost 
opportunities and unaddressed threats will lead to the demise of firms in media 
and creative industries.

5 What is your advice for a young graduate or a new manager in the media and 
creative industry as we enter this digital era?
It is a wonderful time to be in both industries, with new types of opportunities 
appearing daily. New types of skills are needed that were not previously imag-
ined, however. Someone entering the industry needs to bring mastery of the new 
skills, but must also have technological awareness and be willing to continually 
learn how emerging technologies can help improve their activities.

The biggest challenge is that much work will be project oriented, requiring 
workers and managers to prepare for the uncertainties associated with the types 
of gig labor, independent contracting, and precarious employment that project 
work produces. This is not a challenge just of media and creative industries, 
however, but also in many other digital and tech industries.

6 Nowadays, the media and digital sectors have the kind of power that has never 
been seen before, in the world’s economy and even in world peace and inter-
national relations. Fake news is a topic that has been much discussed since the 
pandemic started, with misinformation being spread and believed by many. How 
can the media and digital sectors’ managers act to contradict this phenomenon? 
Misinformation has always been a challenge but in the past private and public 
service media companies controlled the pathways in which information reached 
the public and reduced the flow of misinformation. New means of distribution 
that bypass careful curation of content, especially in social media platforms, 
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have made distribution of misinformation faster and easier. To maintain repu-
tations, media companies must address misinformation and take steps to limit 
it. The failure of tech companies to do so effectively in recent years is already 
producing national policies to regulate and punish failure to do so. Those can 
only be expected to increase in the future if companies do not respond respon-
sibly. Reputable media and communication firms and platforms must find ways 
to limit misinformation and manipulation of their audience or risks audiences 
going elsewhere or turning on them.

7 How valuable are, genuinely, the creative industries and digital sectors for the 
world’s economy?
In many countries they are now the number one industry, far surpassing auto-
motive, energy, finance, and agriculture. That significance is often overlooked, 
however, because the various media and creative industries do not consider 
themselves as part of the whole or cooperate in governmental lobbying. The 
result is multiple, fragmented sectors that individually are not seen as all that 
valuable rather than seen as a whole.

8 Is the media and digital sector dependent on new technologies in order to stay 
relevant and maintain its impact on the world’s economy?
Yes and no. Creative and media industries have served basic human needs for 
information and storytelling since they appeared. Those needs will continue 
regardless of technological change. That change, however, influences how and 
when audiences access what is produced and provided. Some producers will 
lose some relevance unless the sectors make themselves available the way the 
public wants the material to be available. 

To stay relevant firms must make their content indispensable compared to 
that of others and it must be easily accessible and available at a reasonable price.

9 What does it take to be successful in the media and creative business?
The largest requirements are creativity and quality. Derivative, imitative, and 
poor quality products and productions are not formulas for enduring success.

When creative, original content and performances are produced with efforts 
to provide quality in all aspects of production, they stand out among the ever-in-
creasing amount of content and performance made possible by digital produc-
tion and distribution.

Provision of fresh, imaginative, and inspired content and performance is the 
key to success.
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10 In your research, as you highlight the importance of strategy in media man-
agement and the creation of content value, what do you believe to be the real 
influence of media and creative companies on society? 
At their best, media and creative companies help us discover who we are, com-
prehend what issues we are facing, and determine how to overcome challenges 
facing us individually and as members of society. At their worst, companies 
pander to banal and base interests and quick profits and do nothing to support 
society. Companies with long-term business thinking and some sense of social 
responsibility strive to be in the first category.

Company leaders and managers must be self-aware and realistically examine 
their strategies and products and services to ensure that it continually provides 
value to consumers, society, and the enterprise itself.

11 What do you think is the worldwide economic tendency in this domain? What 
are the main trends related to research in the media and creative industries?
Research is in a difficult situation today with far too many researchers merely 
focused on the elements of technologies, what they can do, or what some con-
sumer groups think about them. There is often uncritical acceptance of all 
innovative technologies and support for them to all embraced in media and 
communication industries. Too much hype from tech and tech manufactur-
ing firms about the level of innovation provided and the consumer demand 
they project it will produce is taken on face value as accurate. Better research 
asks more critical questions about the uniqueness of the technology, its mid- 
to long-term prospects and then integrates those with questions of how it will 
affect systems, firms, consumers, business models, workforces, and partners.

The best research is focusing on how to integrate change into strategy and 
operations, how to create organizational structures that are adaptive and resil-
ient, what is necessary to help workforces learn and develop, and how diminish-
ment of legacy firms value can be leveraged before it is dangerously diminished. 
The best research in management helps firms better understand themselves, 
their businesses, and their prospects, not merely to respond uncritically to every 
technology and potential change that present themselves.

 
12 In your opinion, how possible is it to identify some level of property concen-
tration that is automatically prejudicial for the media society, namely concerning 
information pluralism? And what about the other creative and cultural sector?
Throughout my career I have wrestled with that concentration and worked with 
dozens of governments on those issues. The answer is not a simple economic for-
mula that can be applied universally because they are so many factors that reduce 
pluralism and diversity—gender, ethnic/racial, and rural/urban factors—as well 
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as elite and social power structures. The Media Pluralism Monitor developed 
for the European Commission is probably the most sophisticated measure but 
ultimately it only points out areas of concern. The real question is what happens 
after issues are identified. So far there is little agreement and too much protec-
tionism of national industries to develop strong policy and legal mechanism to 
address the concentration.

In terms of ownership, provision, and distribution of content, creative and 
cultural activity, having multiple competing media providers, streaming ser-
vices, digital platforms, theatres, and performance companies are better than 
only a few. These need to be available both from national and global providers 
to ensure prejudicial outcomes to not occur.

13 It has been said many times that the U.S. public media are not so important, 
however, the fact is that the government holds many media, and this is part of the 
American media system. Furthermore, it contributes to the functioning of these 
public media. Having said that, where do you stand on the government’s inter-
vention in the media sector, namely considering property and public contribu-
tions? And what is the main difference between American and European models?
Answers to question of importance of media generally look only at audiences 
and not at exposure and discussion of issues and ultimately influence. Public 
media are no better or worse than private media, depending on how they are 
managed and influenced. It is better to have a mix of private and public media 
because public media often provide more non-commercially viable content in 
terms of news and public affairs, children’s programming, addressing minority 
populations and their identities, and are more likely to represent broader polit-
ical and social interests.

Public and state broadcasting produce challenges in avoiding their control 
by elites or authoritarian government leaders. Commercial broadcasting pro-
duces challenges in avoiding control by advertisers and or the content interests 
of dominant audience groups. 

The European and U.S. model differ because U.S. broadcasting started com-
mercial and then public media was added because of the deficiencies of the 
commercial content provided. European media typically started as public, or 
state, media and then commercial media were added to provide additional con-
sumer choice. Public broadcasting in the U.S., both radio and television, is highly 
influential for socially and politically active individuals but has a small audience 
compared to commercial broadcasting. The individuals who regularly listen to 
and view public broadcasting in the U.S., however, tend to exercise significant 
leadership that others in their communities follow so its influence is much wider 
than its audience.
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14 What should be the role of the government regarding creative industry and 
cultural policy, including the funding issues? 
Governments should support creative industries and cultural activity, recog-
nize its importance, protect and promoting them, and fund them. There is an 
important caveat, however, governments need to be careful not to control the 
activities too much through policy and funding to the extent those involved 
become dependent upon the state, lose creativity, do not pursue innovation, 
and represent only elite interests in culture. It is a delicate balance.

15 Nowadays, telecommunication companies with a strong technological ground 
are important media actors and proprietors. Do you believe this to be an oppor-
tunity or a menace to the media and other creative industries?
Telecommunications firms are expert in distribution technologies but those 
technologies themselves produce limited profits. The size and value of the firms, 
however, has increasingly allowed them to move into cable, satellite, internet 
provision, streaming services, and even content production where profits are 
higher. They are increasingly important media actors and proprietors across 
multiple media communications sectors in many developed nations. They can 
become threats to other firms if they use their control of infrastructures and 
services to harm competing and smaller companies.

 
15 Facebook, Google, and Amazon, among other technological and telecommu-
nication companies, have been under some pressure from the American Senate 
which alleges their position of dominance. Do you think it is possible a regula-
tory decision that may induce these companies’ dismantling?
Dismantling companies is one option. If it occurs, it will probably force com-
panies to divest their advertising or data management operations from other 
activities that are enhanced by those. Legal scholars Lisa Khan and Tim Wu who 
have been critical of tech and telecommunications firms have been respectively 
named Chair of the FCC and special adviser to the present on tech policy and 
competition. This certainly give credence to arguments the government will 
do move to do something about the strength of the five major tech companies 
in the coming years.

One thing that is making it more likely is that both Democrats and 
Republications are unhappy with the firms, sometimes for varied reasons, so 
some measures to address their dominance are likely to gain support from both 
major parties.
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16 When looking forward, what do you believe to be the next and greater impact 
of technology over the media and creative industry, including blockchain and 
artificial intelligence, for instance?
Most of the emerging technologies are not expected to make major changes to 
production in the next decade or so, but they will have significant impact on dis-
tribution and monetization. Blockchain will make it possible to better identify 
the sources of content and will support means of compensating their creators 
or owners. Artificial intelligence will be increasingly useful in matching content 
and advertising to audience interests and helping audiences sort through the 
massive amount of content available. Some uses of artificial intelligence in the 
creation of rote content, such as weather reports, uncreative sports, and finan-
cial reports, can be expected to increase.

17 Could you please share any recommendations for researchers, professors and 
top workers in media and creative industries, namely in terms of business sus-
tainability and social responsibility? 
It is critical for scholars to be asking questions about company governance and 
to whom they answer. The largest shareholder, typically workers’ pension funds, 
have limited influence on company decisions because of the ways governance 
is structured and how real power in the companies remains vested in their orig-
inal owners.

Other fruitful areas would be exploration of factors that have led to tech and 
media firms being less concerned about social responsibility that firms in other 
industries, the extent to which responsibility can be required and enforced, 
the implications of working conditions, the links between media and creative 
industries and how those links influence each, and whether and how man-
agement of media and creative industries is or must be different from those in 
other industries.

There are a lot of significantly under-researched topics that will keep research-
ers engaged for many years.





Research & report
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In June 2021, Deloitte published their report on The Future of the Creative Economy, for 
Netflix International B.V. It is the “Final Report” with the intention to provide the right data 
for future informed discussions on creative economy and its growth.

This report reveals how creative economy is a pivotal point within global economy. It 
showcases how its diversity grows in response to a more demanding costumer, with higher 
income. It is a new economy budding out of new challenges the media present. Also, it 
represents a sector – creative industries – as a whole and as a key to economic growth in 
overall. Its diversity, either in instruments for its functioning or occupations it generates, 
hence new jobs, is the reason why creative economy is such a valuable and growing asset 
for any media company in the future.

The report is based on studies made in Europe: Germany, the UK, France, Italy, Spain, 
Turkey; and in Asia Pacific (APAC): Japan, South Korea and Australia – some of the largest 
economies.

Here one can find that, despite of the statements, estimates and projections included, 
concerning future trends, they are still subject to “significant business, economic and 
competitive uncertainties and contingencies”. Such an example of a contingency could 
be Coronavirus (Covid-19), since one could expect the Covid-19 crisis to negatively affect 
the growth of creative industries, therefore, their economy. However, this would be real 
if the projections made followed a past trend, discarding Covid-19 economic impact. This 
report shows that, at the moment, consumers represent a greater demand, thus higher 
investment on outputs of the creative economy. In fact, the growth of creative industries 
economy, not only surpasses the global economic growth in general, as it is expected to 
grow up to 40% by 2030. Hence, there is a certain stability taking place in creative econ-
omy growth, as seen in the many economies studied, due to its diversity and long-term 
rising in incomes. The Future of the Creative Economy, by Deloitte, shows us that “the cre-
ative economy as a whole can grow on trend”.

Being that the creative economy consists of an entire “ecosystem” depending on a 
varied universe of jobs held by a new generation of individuals, this also implies a growth 
in employment. This employment phenomenon is happening throughout creative indus-
tries, such as film and TV, publishing, museums, computer programing arts, music and per-
forming arts, among others. Not forgetting those in creative occupations, however outside 
the creative industries. The report shows that among the nine economies studied, creative 
economy represents 7% of total employment. 

As a result of the faster growth of creative economy when alongside with the global 
economy, it holds an noticeable importance in terms of the overall economic performance. 
As when anything becomes a worldwide event, this means that policy making is of utter 
importance. And this policy making is of higher importance when we look at middle-in-
come countries (unlike those studied for the purpose of this report), where the tendency 
for growth is higher. Thus, it is clear that when media and creative industries turn global, so 
does their economy, hence the need to impose boundaries, therefore the making of policies. 
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This globalization happens due to the use of technology in so many creative ways and 
the increasingly easier access to creative content through diverse platforms. Creative indus-
tries felt the need for digital, in fact, as they incorporated it, it became evident their increase 
in productivity. So, there are linkages within the creative economy crucial for its growth. 
This indicates that creative industries are blurring with the ICT sector as the creative pro-
cess is progressively embedding digital tools. This convergence allows creative industries 
to march through the digital media, granting a higher response to customer demand.

As an example, we can see that the success of certain adaptations to the media fran-
chise has economically surpassed the success of the original supports, such as Harry Potter 
– starting as a book and ending up a movie blockbuster–, Pokémon– spreading from a video 
game to card games, movies and manga magazines–, Winnie the Pooh– starting as a book 
and succeeding in box office revenues–, Super Mario, and others.

In overall, the Deloitte report on The Future of Creative Economy showcases a healthy 
and growing strong specimen. Despite the event of Covid-19, it seems it has only made 
this economy tougher and better adapted to new challenges. One could even dare to say it 
has inspired it to grow. The crisis and its consequences, namely isolation, have made nec-
essary the introduction of (digital) ways to convey creative content to the costumer, not 
only for its demand, but also for the sake of creatives’ income. This as lead to the search 
of the industry for a greater creative workforce, thus contributing to the overall growth in 
income. And so, the wheel spins, and costumers now want to spend/invest more in cre-
ative products. For this, advertising also plays an intrinsic role, thus gaining some advan-
tage as well. The linkages between sectors will be more and more relevant to the growth 
of this economy, and new relations will brake geographic frontiers. 

As it is mentioned in the report, “Most people would welcome a world in which a larger 
share of the workforce is engaged with creative work.” Thus, creative economy is grow-
ing strong.
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This work, by Paulo Faustino, makes us rethink the current paradigm of books. Nowadays, 
available not only in the physical shape, but they are vastly available in virtual platforms. 
It means that digital platforms have become primary means of distribution/acquisition.

It is not the first, nor shall it be the last time someone wonders what the future of books 
will be. As Fernanda Ribeiro says in the Preface, the book is the “Vehicle for information 
and knowledge, an object of culture, work, and leisure”. However, today, the book she is 
talking about is fabricated at an industrial level with a seemingly merely lucrative purpose. 
This is the battle we face, for demand is transforming precisely due to the definition of the 
book Fernanda Ribeiro presented.

Due to this transformation, Dr. Paulo Faustino intends to expose the functioning of the 
gears behind a book production until its effective publication. By doing this and looking at 
the technological world that is its context, its environment, it’s inevitable to also approach 
the necessary adaptation and innovation within the sector. 

Dr. Paulo Faustino makes sure the reader understands all cycles of book production: edi-
torial management; production; marketing; business models, and the innovation needed 
to create value within the book industry. For any book to be available in the market these 
steps are inevitable

Furthermore, this book makes a prospective analysis of innovation in the book market 
and its adaptation to its current context. Hence, further studies are to be made, includ-
ing book economy, publishers’ management, the sector’s main trends, new technologies, 
and digitalization. It also analyses the insertion of companies in the market and makes 
SWOT analyses.

For this study, Dr. Paulo Faustino focuses on the book sector in Portugal and Brazil. He 
makes a comparative analysis of the book demand, reading habits, and literacy, consider-
ing the offer and the economic-financial scenario.

Having said that, this is an exposé of a reality already here: the electronic book. And 
what does it mean, not only to the future of reading but also to the innovation necessary 
to apply in the industry?

A book in its digital form allows for a fragmented reading, and its digital storage dimin-
ishes, if not deletes, its value, making the its essence purely ephemeral.

So, having said that all, this work assesses that the adaptation of the book to each sector 
of the chain which leads it to its publication, nowadays, is the success factor for a publisher.

Overall, Dr. Paulo Faustino is teaching us how to innovate the publishing sector in the 
digital era in the way books don’t loose their importance and impact.

The English edition is due in the first quarter of 2022.
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In Unfaking News, Raúl Magallón exposes the reality of fake news by studying the response 
to it as well as to misinformation, post-truth, alternative facts, echo chambers, information 
bubbles, clickbait or content farms. He also insists on upholding the connection between 
those concepts, for they are all influencing factors in diverse sectors, as political choices, 
political discourses, social behaviour, etcetera.

Throughout this book, Raúl Magallón unveils a guideline for companies that try to under-
stand the big data, such as Facebook or Google, and how they are influencing, and maybe 
manipulating information. This book also approaches the fact that some platforms, such 
as WhatsApp, have become comfortable, almost as a safehouse, for fake news to reside 
and grow. This, obviously, influenced by the sort of information made available, which is 
exactly what the author proposes us to ponder upon.

However, the dark side is not only the very concept of ‘fake’, but that it also brings 
income for these platforms, making it even harder to fight. Since income makes economy 
and economy is a milestone for politics, the author makes sure we understand how this 
phenomenon is affecting our perception of the political discourse itself. 

Then comes the problem that could be the solution: GDPR. This control measure, due 
to the dimension fake news have achieved, is a challenging task to perform. An interna-
tional legislation abiding to the rights of all people is a heavy burden to carry and a com-
plex institution to constitute. 

Raúl Magallón Rosa is a professor at the Department of Audiovisual Journalism and 
Communication at the University Carlos III of Madrid (Spain), where he is part of the investi-
gation group for Journalism and social analysis: evolution, effects and tendencies (PASEET).
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“Communication, Media and Creative Industries in the Digital Era” is part of the Integrated 
Project of Mentorship, Entrepreneurship and Business Models of Digital Edition– PIMENED, 
which is a project of knowledge transfer, resulting in several articles/studies on the state 
of communication and creative industries as fields “conquered” by digital media. These 
articles/studies were made either autonomously or in partnership with, for instance, 
the International Media Management Academica Association (IMMAA), the Associação 
Portuguesa de Imprensa (API) and the Latin American Rede Internacional de Investigación 
da Xestión da Comunicación (XESCOM). 

For the past 20 years, we have seen a profound transformation in journalism and com-
munication. This is due to the digital favouring media as opposed to telecommunication. 
We’ve seen the many information platforms become one as they converge instead of com-
peting. We’ve seen an uniformization of sorts to what concerns information, therefore, 
journalism and communication become subject and pressured by this digital convergence.

The same happens in creative industries, where the digital has facilitated access to 
content and any kind of creative production, turning sustainability of the companies which 
provide these contents a heavy subject to keep. 

This is why the investigators in this book have made their studies in order to consider 
how these sectors can benefit from the digital, which is, in fact, the future. How to make 
digital profitable and keep communicators and creatives on the loop, as well as the dis-
tribution and producing companies. All analyses are, therefore, based upon the four axes, 
which are crucial to the good regulation of media and communication: business models; 
the relationship with entrepreneurship and value creation; the media as a communication 
and marketing support; the media as vehicles for journalistic productions.

This book includes 13 articles based on the consequence of the digital integration of 
media, approach many inevitable aspects such as digital privacy, the influence of new 
media in political communication, communication strategies in the creative industry, 
digital advertising, media innovation, and many other topics.

These articles are written by names like Castulus Kolo, Philippe Whallez, Miguel Crespo, 
Xiao Zhou, and others.

“Communication, Media and Creative Industries in the Digital Era” was organized by 
the experts in the communication field, Paulo Faustino, Iván Puentes and Francisco Belda. 
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This book, coordinated by Paulo Faustino, Carla Martins, Iván Puentes and Francisco 
Belda – experienced investigators and doctorates in the field of communication – follows 
the same line as “Communication, media and creative industries in the digital era”, coor-
dinated by Paulo Faustino, Iván Puentes and Francisco Belda, published in 2019.

“Comunicación, Medios e Industrias Creativas en la Era Digital” is composed with a 
series of articles derived from the initiatives taken by the Red Internacional de Investigación 
de Gestión de la Comunicación, XESCOM. Based on it, several investigators gathered in 
teams, and some individually, to present us their many perspectives on the way media has 
become associated to creative industries, and analyse it from under four pillars: business 
models; the relationship with entrepreneurship and value creation; the media as a com-
munication and marketing support; the media as vehicles for journalistic productions.

We have clearly entered in a digital era, there is no doubt anymore. And the digital 
media has paved its way into communication just as it has into creative industries. This 
makes the reevaluation and, perhaps, reconstruction of these sectors’ structures– as dis-
tribution, marketing and business models– imperative, so the economy of companies in 
these sectors becomes or remains sustainable. It is the awareness of this scenario that 
has made the many experts who authored this book’s articles analyse the most pertinent 
aspects to regulate.

In total, there are 25 articles coming from different geographies, hence diversifying 
the approaches on the matter of media in creative industries. Overall, it comprises sub-
jects such as the use of marketing as a tool for positioning in the market; the impact of 
messages conveyed on society; the study of consumer behaviour in the interest of the 
market; how social networks influence behaviours, either socio-political or consumer 
behaviours; and the adaptation of journalism and creative industries, such as cinema and 
theatre, to the digital.

These articles are headed by names like Eva Sánchez-Amboage, Pablo Quezada 
Sarmiento, Marise Berta de Souza, José Umbelino Brasil, Pablo Diaz-Morilla, Javier Sanz-
Aznar, among many others, equally renowned.








