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Abstract 
 
 

In the late 90’s the creative industries emerged as a new concept to 

aggregate industries whose products were primarily based on creative inputs and 

were subject to intellectual property. In the field of media studies, the creative 

industries emerges as an attempt to understand a segmented and convergent 

media environment, and account for the impacts of new technologies of 

information and communication on society. The creative industries are 

considered key industries in the information society due to its reliance on 

knowledge and information. As a consequence many countries, regions and 

cities adopted plans and strategies to attract and/or develop creative industries in 

their territories hoping to foster local economic development. This adoption is 

evident not only at core cities and regions, but also at non-core places that are 

hoping to become a significant node in the information society. This dissertation 

investigates such a case of a non-core city, via the analysis of the core media 
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related creative industries in the city of Salvador, Bahia, Brazil. The analysis of 

Salvador’s core media related creative industries indicates the importance of the 

logic of proximity/agglomeration and concentration for the creative industries, and 

also indicates how a non-core city incorporates the concept the creative 

industries and the media related creative industries into its development planning 

and economic development strategy. 
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Chapter 1 -  Introduction 
 

During the mid-90s the concept of the creative industries emerged as an 

attempt to understand industries that were based on creativity and human 

potential. The idea of creative industries is rooted within the advent of the so-

called information society or new economy in which services and immaterial 

goods gained importance, and in which new industries (i.e. the creative 

industries) would compensate for the loss of industrial jobs in many regions. The 

creative industries are generally associated with the emergence of new media, 

technology convergence and ubiquity of Information and Communication 

Technologies (ICTs), and as a new interpretation for the creative arts and the 

cultural industries in the dawn of the information society (Cunningham, 2004; 

Hartley, 2005). They are also commonly defined as either industries whose 

products are subject to intellectual property rights (Howkins, 2001), or industries 

whose products include creativity as a production input, which means the 

incorporation of some cultural, artistic or entertainment value into the product 

(Caves, 2000). As definitions vary, the set of industries included in the concept 

also varies. Nevertheless the creative industries generally comprise sectors such 

as architecture, arts, design, performing arts, fashion, media, music, and so on. 

Although still amorphous and in need of further study and delimitation, the 

creative industries seem to be gaining significance as a means for local 

economic development, and seem to be making their way within the political 

agenda of many countries, regions and cities. There are several examples of 
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places in which governments put forth some sort of policy agenda directed 

toward the creative industries such as the cases of the UK (London specially) 

(Department of Culture, Media and Sports [DCMS], 2008), Australia 

(Cunningham, 2005), France (Weckerle, Gerig & Sondermann, 2008), Germany 

(Weckerle et al., 2008), Denmark (Weckerle et al., 2008), Switzerland (Weckerle 

et al., 2008), and others.  

Curiously, studies about the creative industries tend to focus on nations, 

rather than cities even though cities seem to be gaining importance in the 

information society. Among the reasons for cities’ importance are the uneven 

patterns in capitalism development (Mosco, 1996; Sassen, 2000; Harvey, 2001), 

the necessity of concentration for leading industries, i.e. the creative industries; 

and the weakening of nation-states. Moreover, evidence shows that the creative 

industries are bounded to specific locations (Scott, 2000; Curtin 2003) and for 

that reason they also should be studied at the local (city) level rather than solely 

within the scope of nations.  

Specifically for the field of media studies, the creative industries open up 

new perspectives of analysis. Within the scope of the creative industries, 

traditional media/cultural industries (film, music, publishing, TV and radio) can be 

grouped with new media (software, and video-games) to form a subset that can 

be named media related creative industries. The implication is that the media 

related creative industries are subject to the same logic of concentration to which 

the creative industries subscribe, and the media industries become themselves 

important elements in local (city) economic development strategies. Analysis of 
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media within the city perspective is emerging, such as in the case of Curtin’s 

(2003) analysis of media capitals.  

Since the creative industries as a conceptual framework still demands 

further study, this dissertation concentrates on some issues that I consider most 

pressing: a) a deeper understanding of the relationship between the media 

related creative industries and the logic of concentration, notably beyond core 

cities (London, New York, Tokyo) and known cases1 (Singapore, Bombay, 

Austin); b) a characterization of media related creative industries beyond core 

cities and well-known cases; and b) a further understanding of the relations 

between the creative industries and the subset of the media related creative 

industries with agendas for local economic development, specifically beyond core 

cities and well-known cases.   

This dissertation aims to provide some contribution to the understanding 

of the creative industries via the analysis of the themes above. It does so by 

analyzing the case of Salvador, the capital of the state of Bahia, Brazil. Salvador 

provides an ideal case to study the problems posed above for several reasons: 

first, it is neither a core city nor a well documented case in respect to the creative 

industries; second, there is an emerging agenda towards the creative industries 

at the city and the state governments; third, Salvador is one of the largest 

capitals of Brazil, has an effervescent cultural scene, and a technological park is 

                                                 
1 The expression known cases refers to cities that although are not core, are explored in the 
creative industries and cities literature. Austin, Texas, is an example of a known case; although it 
is not a core city, the work of Florida (2005) demonstrates that it is a creative hub, and is also 
framed as a technopolis by Smilor, Kozmetsky and Gibson (1988). 
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under implementation (these last two elements directly connect to the creative 

industries).  

The research adopts a traditional design in which the problems and goals 

emerge from the literature review (chapter 2); the problems and goals are 

rearticulated as research questions and are analyzed via the study of a concrete 

case, using both quantitative and qualitative approaches (chapter 3); the case 

and research questions are addressed in two specific chapters (chapters 4 and 

5); and conclusions are addressed in a final chapter that aims to link findings with 

the dissertation’s expected theoretical contribution (chapter 6).  

The literature review in chapter 2 provides the theoretical background for 

the work. It starts by reviewing the term creativity and then it moves to the 

definition of the creative industries. The chapter also explores the links between 

the creative industries and the city, economic development, and policy. It 

identifies issues in the literature that need further investigation in order to 

contextualize problems and goals.  

The methods are discussed in chapter 3. The primary method of analysis 

is the case study, and the research uses both quantitative and qualitative 

measures to address the selected case. This chapter also presents Salvador and 

demonstrates the reasons why this case is the most adequate for this particular 

project. The problems identified in the literature review are re-articulated in the 

methodology as research questions. The dissertation then attempts to answer 

three major research questions:  What is the level of concentration of number of 

firms and employees in Salvador’s core media related creative industries? How 
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can we characterize Salvador’s core media related creative industries? And, how 

do Salvador’s municipal government formal development planning and economic 

development strategies incorporate the creative industries? 

The two analytical chapters are organized around the research questions. 

Chapter 4 uses quantitative data on the media related creative industries 

collected from the Ministry of Employment and Work’s (MTE) Annual Relation of 

Social Information (RAIS) database and other sources to answer the first two 

questions. Chapter 5 uses qualitative data from documents and interviews to 

address the third question.  

Conclusions are addressed in chapter 6, which relates the findings in the 

case of Salvador to several elements discussed in the literature review.  

The analysis of the case of Salvador provided important insights in regard 

to the implementation of the creative industries as a means for local economic 

development. It demonstrated that in spite of the large concentration of media 

related creative industries in the cities of São Paulo and Rio de Janeiro, 

Salvador’s local government is investing on the creative industries (and the 

media industries within it) as part of a larger strategy aiming local economic 

development. This attempt is evident in the analysis of the process by which 

early recognition of the economic value of culture in the city’s 2004 planning 

evolved to incorporate the creative industries in the 2008 planning. This 

incorporation was crafted through a process of public discussion and analysis 

and via the contribution of different actors, notably from academia and 

government branches. Although local consensus towards a definition of the 
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creative industries is still to come, it is evident that Salvador is such a case of a 

city that is neither core, nor well known in regard to the strength of its creative 

industries, but in which these industries are perceived as important in fostering 

local economic development. 
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Chapter 2 – Defining the creative industries: impac ts on local 
economic development, policy, and media 

 
 
 
 
 Within the academy, the creative industries emerged as a concept that 

aims to link sectors that are subject to intellectual property rights, or that are 

based on human creativity. It also emerged as a means to capture the 

convergence of technology and culture expressed in new media (Cunningham, 

2005). On the other hand, outside universities the creative industries are 

perceived by governments as an alternative for national and local economic 

development, mostly due to the fact that the concept comprises industries that 

are growing and that are said to be the leading sectors in the information 

society.2   The emergence of the creative industries also provides a new 

perspective for media studies in which we can both recognize the importance of 

the city and the logic of agglomeration, and the fact that media can be itself a tool 

for local economic development.    

 This chapter will explore the dynamics of the creative industries, and 

hopes to achieve these objectives: a) conceptualize the creative industries and 

demonstrate how media is incorporated by it; b) demonstrate the importance of 

cities in the “global” “information society”, and as a consequence demonstrate 

                                                 
2 Although the dissertation is not providing an in depth discussion of the information society it 
recognizes that still today it is a controversial issue. My understanding is that although there are 
obvious continuities between the industrial and the information society, the impact of the new 
information and communication technologies is undeniable. The following authors are 
recommended among proponents of the information society: Bell (1973, 1976, 1983), Drucker 
(1969); Porat (1977); Machlup (1962); MacLuhan (1964); Toffler’s (1980); Castells (2000, 2004); 
Florida (2004). The following authors are among its critics: Garnham (2004), Golding (1998), 
Beniger (1986), Robins and Webster (2004), and Mosco (2004).   
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the reasons why the creative industries and media industries should be studied 

at the city level; and c) identify ways in which this dissertation can contribute to 

the theoretical discussion regarding the creative industries. 

2.1 Defining creativity 
 

A generally overlooked step in any analysis of the creative industries is the 

definition of creativity3.Creativity is not a concept as straightforward as one would 

think, and this section will explore some definitions of the term.  

Creativity is generally defined as humans’ capacity to think through 

problems “afresh or from first principles”, involving experimentation, rewriting of 

rules, and a vision towards the future (Landry, 2005, p. 233); as something that is 

personal, original, meaningful and useful (Howkins, 2005, p. 118); the capacity to 

think inventively and imaginatively going beyond traditional ways of solving 

problems, and “going beyond traditional ways of thinking, doing, knowing and 

making” (Bryant & Throsby, 2006); people’s ability to create work that is both 

novel (i.e., original, unexpected) and useful concerning task constraints - 

creativity is defined as novelty, new, different, something that comes from the 

human inner necessity to create new forms, products, ideas, and symbols 

(Sternberg & Lubart, 1999).  

                                                 
3 Note that although the dissertation is not discussing the term industry, it accepts Throsby’s 
(2001) delimitation of the term: “Yet, the fact that individuals and firms produce goods or services 
for sale or exchange, or even simply for their own pleasure, create a group of activities around 
particular products, types of producers, locations, etc. which can be encircled in conceptual terms 
and labeled an industry”  (p. 111). It is also important to notice that the definition of an industry is 
sometimes not straightforward, as it is difficult to determine which sectors should go together and 
why (Throsby, 2001). That is the reason why definitions of the creative industries are mostly 
concerned with finding an element of cohesion between the different sectors aggregated under 
this label (as is demonstrated in section 2.2 Defining the Creative Industries). 
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Although the common feature among all these authors seems to be the 

perception that creativity involves doing something new, innovative, inventive or 

original, defining creativity is not as simple as it appears at first. The perception 

of what creativity means is bounded in historical, cultural and social contexts, and 

these conditionings should affect its definition.   

 Albert and Runco (1999), for example, demonstrate that he concept of 

creativity has its own history and intellectual path. According to them, the first 

concepts of creativity come from the pre-Christian views of genius (present both 

in the ancient Greek and Roman societies). Later, the early western view 

regarding creativity was based on the biblical account of creation, and in the 

middle ages, individual creativity was perceived as a manifestation of an outside 

spirit, not as an innate characteristic of the person (Albert & Runco, 1999). 

During the middle ages, creativity was attributed only to God, the Creator, and 

any human insight toward the new was merely a manifestation of the Creator’s 

will (Pope, 2005). The Western view towards creativity changed during the 

renaissance when creativity was associated with characteristics unique to the 

individual (Albert & Runco, 1999). During the Renaissance the human gained 

centrality and the view towards creativity was reformulated as a manifestation of 

human genius. The idea of creative genius was reinforced by the romantic view 

of the creative act as the result of individuals’ inner necessity to create something 

new. This view corresponds to the popular stereotypes of starving artists, and 

lonely scientists (and their inevitable utterance to create) (Pope, 2005). The 

enlightenment period also influenced the Western perception towards creativity 
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not only via the standardization of science and empirical investigation, but also 

by the opposition between science and the restraints imposed by authorities on 

freedom of speech, press, and individuals (Pope, 2005, p. 20). The great debate 

in the 1700s western Europe was dominated by the idea of “creativity and those 

of genius, originality, talent, and formal education” (Albert & Runco 1999, p. 21). 

The key theme at the time was the difference between talent and genius: “by the 

end of the eighteenth century, it was concluded that whereas many persons may 

have talent of one sort or another and that this talent would be responsive to 

education, original genius was truly exceptional and by definition was to be 

exempt from the rules, customs, and obligations that applied to the talented” 

(Albert & Runco 1999, p. 21). The discussions in the eighteenth century led to 

four distinctions that are the basis for current approaches to creativity: “genius 

was divorced from the supernatural; genius, although exceptional, was a 

potential in every individual; talent and genius were to be distinguished from one 

another; and their potential and exercise depend on the political atmosphere of 

the time” (Albert & Runco 1999, p. 22).   

 Creativity is not only bounded in history, but is also subject to cultural 

determinants. Pope (2005), citing Lubbart, demonstrates that the western and 

the eastern tradition have different perspectives on creativity.4 While the West 

tend to see creativity as novel (original, unexpected) and appropriate (to certain 

questions and problems),5 the Eastern tradition values the old as a source of 

                                                 
4 Albert and Runco (1999), and Lubbart (2003) also address the differences between the eastern 
and western approaches to creativity. 
5 In fact, Pope (2005) states that the western societies started to emphasize the importance of the 
‘new’ during the modernist project. 
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transformative power. He notes, however, that the novelty of creativity is relative, 

because many ideas that are considered creative are in fact an elaboration on 

existing material, or the rediscovery of a knowledge lost in the past. 

Yet another determining factor in the definition of creativity is the social or 

environment milieu. The influence of context and the environment is 

demonstrated by Lubbart (1999) in this passage: “creativity does not occur in a 

vacuum. When we examine a creative person, creative product, or creative 

process, we often ignore the environment milieu. We de-contextualize creativity. 

The environment, however, is always present and can have a profound effect on 

creative expression. The environment may be involved in stimulating and 

supporting creativity as well as defining and evaluating it” (Lubbart, 1999, p. 

339).6  Lubbart (1999) demonstrates in this quote the impact of social constraints 

and environmental matters in the creative process. Another way of framing the 

relationship between creativity and environment is through the recognition of the 

multidimensional character of the former. Elaborating on Gardner, Stenberg, 

Lubbart, and others, Feldman (1999) recognizes the existence of certain 

multidimensionality in the cognitive processes undergirding creativity. 

Social/emotional processes, family, education (formal and informal), 

characteristics of domain and field, social/cultural contexts, and historical forces, 

events and trends, are all intervening variables in a person’s creativity.  Feldman 

(1999) alludes to the importance of both external and internal factors 

(dimensions) as a corollary to creativity, refuting the idea of creativity as solely a 

consequence of genius. Simonton (2003) also provides a socio-cultural approach 
                                                 
6 Understanding the importance of the environment is essential to creative cities strategies.  
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to creativity. He denies that creativity is centered on the individual alone, arguing 

it is influenced by cultural, socio, political, and economic circumstances 

surrounding the individual. Creative genius, then, emerges from certain elements 

such as intellectual freedom, and tolerance to immigrants. Finally, environment 

and social constructs that offer diversity also influence the creative capacities of 

individuals. Milliken, Bartel and Kurtzberg (2003) also emphasize the importance 

of diversity. In fact, they believe that both divergent and convergent thinking are 

essential in the creative process. Diversity is necessary because people with 

different backgrounds provide different perspectives and ideas to problems, and 

a diverse group tends to find solutions that are more complex and innovative, 

consider more alternatives, and share more unique information. On the other 

hand, convergent thinking is essential in the process of evaluating and deciding 

among alternatives, indicating that both dissent and agreement are important in 

the creative process.  

Considering that history, culture and society affect creativity, it is possible 

offer a more detailed definition of it. Pope (2005) seems to provide a more 

expanded definition of the term creativity. He provides a definition of creativity 

that is the interplay of several words, which he claims to account for the 

indeterminacies of the traditional views towards the term. For him, creativity is 

“extra/ordinary”,7 in which it can both create something completely novel (either 

from nothing or from resources and ideas available), or simply elaborate on an 

existing practice.  Pope (2005) also refutes the restriction of creativity as 

                                                 
7 Pope (2005) uses dashes, slashes, parenthesis, and other marks to purposely separate words, 
as in the case of  extra/ordinary above.  



 

 13

restricted solely to artists and scientists, and he demonstrates that people of all 

kinds constantly create their own meaning and identities, and this is a creative 

process in itself. Creativity is also original and fitting; sometimes it creates new 

patterns, sometimes it conforms to existing ones. It sometimes breaks 

paradigms, while sometimes it conforms to them.8 Creativity is “full-filling”, in the 

sense that one searches to fulfill interior needs trough the creative process. 

Creativity is also “in(ter)ventive”, in which inventions (things or ideas) intervene 

with the existing state of affairs. It is co-operative, since creativity is rarely a 

matter of an individual creator “in splendid or miserable isolation” (Pope, 2005, p. 

65). Co-operation also implies the recognition and acceptance of difference, and 

the acceptance that contributions can happen even when people are separated 

by space and time. Creativity has also a “un/conscious” side as it is affected by 

both ‘inspiration’ and unconscious desires, hopes and fears, and 

conscious/rational steps to solve a particular problem. The “fe<>male” aspects of 

creativity (both in the sense of life creation, and in the production of myths) are 

key to the understanding of it. Finally, Pope (2005) summarizes his definition by 

stating that creativity is “re…creation”. Creativity can emerge from something 

else that already exists (recreation), but also from nothing (creation). Pope’s 

approach to creativity is inclusive (as he states that ordinary people can be 

creative) and broad (as expressed in the dichotomous/complementary pairs of 

words used to define creativity).  

                                                 
8 Smith (2003) describes the creative thinking as either paradigmatic (new ideas emerge in small, 
incremental steps) or revolutionary (new  vistas and perspectives that imposes rupture)  
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Considering all the elements discussed above, it is possible to summarize 

an operational definition for creativity. The first conclusion is that all individuals 

can be creative given the proper environment. It is also believed in this research 

that creative industries and cities can provide such an environment for people to 

develop their creative potentials. Also, creativity is not restricted to the work of 

genius, and can be expressed in different forms, be it artistic, scientific, cultural 

or technological. Then, it is possible to summarize the definition of creativity for 

this research as the ability humans beings have to create or recreate new forms, 

symbols, products, ideas, applications, services, and so on, via groundbreaking 

or incremental steps. It is also believed that people’s creativity flourishes best in 

a tolerant (diverse) environment that accepts the new and is able to transform 

difference into convergent practice and action.9   

 

2.2 Defining the creative industries  
 
 

 The term creative industries emerged during the mid-90s as an attempt to 

grapple with media convergence, the increasing value of cultural goods and 

services, and as an attempt to aggregate in a single industry sectors those 

outputs rooted in creativity and/or intellectual property rights. However, a closer 

look will indicate that the term creative industries is rooted in the information 

society and the new economy literature. The idea of a knowledge society based 

on innovation and creativity is well discussed in Bell’s (1973, 1976, 1983) post-

                                                 
9 This can be related to Florida’s (2005) approach towards the creative city. 
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industrial society, and in Drucker’s (1969) discussions regarding the new 

organizational environment; other classic author’s such as Hayek (1945),  

Machlup’s (1962), and Porat (1977) also contributed to the understand of the role 

of knowledge/creativity in society. Drucker (1969) and Bell (1973, 1976), for 

example, emphasize a qualitative change in the character of work in which the 

knowledge worker is a substitute for the blue-collar worker. Drucker (1969) is 

also one of the first to demonstrate the importance of networks, a theme that was 

later explored in detail by Castells (2000, 2004). The classics above also were 

among the first to explore the change from a manufacturing to a service society 

in the developing countries. These are all arguments related to the creative 

industries.       

 Hartley (2005) corroborates this vision. He believes in a linear, four staged 

technological evolution within the “new economy”; these stages led to the 

creative industries. The first stage is concerned with building information and 

communication infrastructures; the second with providing connectivity within this 

infrastructure; connection led to the production of content (third stage), which by 

its turn propelled the importance of creativity (fourth stage). 10 This process can 

be understood as a move from an information processing society to a society that 

values and nurtures creativity (Howkins, 2005). Hartley summarizes the 

argument as follows: 

 

                                                 
10 Note that this linear type of reasoning can be subject to several critiques, among them, the fact 
that it provides the illusion that everyone, everywhere, experienced the effects of the so-called 
information society in the same way, which is not true. However, this and other possible critiques 
will not be analyzed, as the reference above is intended only to reinforce the view that the 
creative industries have some roots in the information society. 
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Content and creativity  were a better long-term bet. It was evident 

that information – IT and code – was no longer a driver of economic 

activity by itself. People were interested in ideas and knowledge 

rather than information as such, and in experience rather than 

connectivity alone. Those who wanted to build viable enterprises on 

top of the now mature levels of infrastructure and connectivity 

included producers and brokers of creative content (Hartley, 2005, 

p. 21). 

 

 Hartley (2005) moves from the linear scheme above to define the creative 

industries as those based on the convergence of the creative arts (individual 

talent) with the cultural industries (mass production) in the context of new media 

technologies that emerged in the new economy (Hartley, 2005, p. 5). This 

provides yet another dimension for the creative industries, which is the fact that 

they somehow evolved from early terms such as creative arts, and later cultural 

studies.  

Cunningham (2004) also stresses the links between the creative industries 

and the new economy. He states that “creative industries” is a recent category in 

the academic field that aimed to capture elements of the ‘new economy’ related 

to arts, culture and media that other categories were not able to aggregate. 

Cunningham (2004) makes the necessary differentiation between creative 

industries and cultural industries (as delimited by the Frankfurt School).11 He 

believes that although there are obvious continuities between cultural and 
                                                 
11 See Horkheimer and Adorno (1987). 
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creative industries, the creative industries approach is able to capture creativity 

beyond subsidized public arts and broadcast, and explore the transition to a 

convergent and segmented media environment. In Cunningham own words: 

“interactivity, convergence, customization, collaboration and networks are key. 

Creative industries are less national and more global and local/regional, than is 

typical among public broadcasting systems, flagship arts companies and so on” 

(Cunningham, 2004, p. 6). Cunningham (2005) summarizes the differences 

between the cultural industries and the media industries in the table below: 

 

Table 1 - Cultural Industries Models v. Creative Industries Model 

 
Cultural industries model Creative industries model 
Nation-state Global/Local 
Analog Digital 
Neoclassical economics applied to the 
arts 

“New economy” economics 

Rebadging large established popular 
industries as “cultural” 

SMEs and flotilla-mothership formation 

Established sectors Emergent sectors and inputs into wider 
service economy” 

Source:  Cunningham (2005, p. 285) 

 

He uses the term creative industries to capture the effects of new media 

channels, convergence, and the re-articulation of the economy towards networks. 

Cunningham (2005) refutes the creative industries’ necessity of agglomeration 

and he believes they “may not obey the iron laws of agglomeration – of the 

necessary alignment of ‘hard’ as well as ‘soft’ infrastructure – characteristic of 

national flagship arts and well-established cultural industries” (Cunningham, 

2005, p. 10).   
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Cunningham (2005) also explains the reasons why he considers the 

creative industries to be a better term than cultural, content, and copyright 

industries. The term creative industries is more useful because (Cunningham, 

2005, p. 284): 

 

• “It mainstreams the economic value of arts and media. It does this 

through recognizing that creativity is a critical input into the newly 

developing sections of the economy – the so-called “new economy”; 

• “It brings together in a provisional convergence a range of sectors 

which have not typically been linked with each other”; 

• “The sectors within the creative industries – the established visual and 

performing arts, dance, theater, etc; the established media of 

broadcasting, film, TV, radio, music; and the new media, including 

software, games, e-commerce and e-content – move from the 

resolutely non-commercial to the high-tech and commercial. This 

continuum moves from the culturally specific non-commercial to the 

globalized commercial, where generically creative, rather than 

culturally specific, content drives audience”. 

 

The Queensland University of Technology’s [QUT] creative industries 

initiative, of which Cunningham is one of the directors, defines creative industries 

as comprehending literature and print media, visual and performing arts, music 

composition and publishing, new media (animation, games, and internet content 



 

 19

design), broadcasting electronic media and film, and heritage activities.  The 

QUT’s approach also includes heritage as part of the creative industry. 

Still in line with the arts, cultural industries, and creative industries 

differences, Throsby (2001) defines the creative industries via concentric circles 

in which the creative arts are at the core with two other layers expanding from it. 

These circles are defined as follows (Throsby, 2001, pp. 112-113): 

 

• Core – the creative arts, which consist of music, dance, theatre, literature, 

the visual arts, the crafts, ad including newer forms of practice such as 

video art, performance art, computer and multimedia art and so on; 

• Second circle, in which industries outputs qualify as cultural commodities, 

and in which other non-cultural products are produced. These include: 

book and magazine publishing, television and radio, newspapers and film; 

• The third circle includes the industries that operate outside the cultural 

realm, but whose output may contain some cultural content. These 

industries include advertising, where creative input is required in some 

aspects of its operation; tourism, where some market segments are built 

on a cultural base; and architectural services, where design may strive for 

qualities beyond the purely functional.    

 

 Another delimitation of the creative industries comes from Florida (2005). 

The core of Florida’s work is based on how cities are able to articulate three Ts: 

technology, talent and tolerance. Essential in his perspective is the fact that a 
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place will be more attractive to talented people (the creative class) as it offers 

good quality of life, entertainment options, a bohemian lifestyle, and a tolerant 

atmosphere. The creative class tends to cluster in certain places that will become 

as a consequence creative places/cities.12 The creative industries are defined in 

his work as those in which human creative impulse is required, and he provides 

examples of creative professions/industries such as science and engineering, 

research and development, technology based industries, art, culture, design, 

health care, finance and law. These professions comprise Florida’s core creative 

class.  

Moving to a more legal/economic definition, Howkins (2005) defines the 

creative industries via intellectual property regimes: 

 

(….) it is best to restrict the term ‘creative industry’ to an industry 

where brain work is preponderant and where outcome is intellectual 

property. This definition does not pretend to include all industries 

where creativity takes place. Creativity can take place anywhere. But it 

does include industries where brain work is the determining motif. It 

seems more reasonable than including, say, copyright but not patents; 

or advertising but not marketing. (p. 119) 

 

                                                 
12 For the sake of this dissertation clusters will be understood in line with this definition provided 
by Potter (2005): “Clusters are geographic concentrations of interconnected companies, 
specialized suppliers, service providers, firms in related industries, and associated institutions 
(e.g. universities, standard agencies, trade associations) in a particular field that compete but also 
cooperate. Clusters, or critical masses of unusual competitive success in particular business 
areas, are a striking feature of virtually every national, regional, state, and even metropolitan 
economy, especially in more advanced nations”.  (p. 259) 
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According to his perspective, creative industries are defined through 

intellectual property, meaning that industries that produce goods and services 

that are subject to either copyrights, patent, trademark, and design protection are 

said to be creative industries (xii-xiii). In addition to this legal delimitation of the 

creative industries, Howkins (2001) demonstrates that all humans are creative, 

but not all humans creative impulses are transformed in creative products. From 

this distinction, he proposes a creative equation, in which the creative economy 

(CE) is a result of the multiplication of creative products (CP) times the number of 

transactions (T), CE = CP x T. Based on this equation, he is able to delimit the 

scope of creative industries in fifteen “industries of ideas”: advertising, 

architecture, arts, crafts, design, fashion, film, music, performing arts (theater, 

opera, dance, ballet), publishing, R&D, software, toys and games (excluding 

video games), TV and Radio, and video games. The fact that Howkins (2001) 

adds R&D to the equation of creative industries is an interesting step, since this 

sector is generally subject to innovation or technology policy, rather than a 

creative approach.13 His definition of creative industries via IP protection 

objectively delimits these industries, but on the other hand it eliminates the 

possibility of adding cultural activities that generate economic development but 

are not subject to property rights, such as heritage activities.  

 Also addressing economic issues, Caves (2000) associates the creative 

industries with goods that have cultural, artistic, or entertainment value. He 

                                                 
13 According to Cunningham (2004), governments do not support, or even recognizes the R&D 
efforts in creative industries, as it generally does in technology R&D. It is clear that one of the 
reasons for such a lack of support lies in the fact that the distinction between technology and 
culture, which is so well entrenched in academics and policy making are not appropriate for times 
in which technologies (and technology and culture) converge. 
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includes in his definition of creative industries book and magazine publishing, the 

visual arts (painting, sculpture), the performing arts (theatre, opera, concerts, 

dance), sound recordings, cinema and TV films, fashion, toys and games (idem, 

p. 1). Caves (2000) identifies some economic properties of creative activities. 

First, he demonstrates that demand for creative products is uncertain since in 

spite of market research, the consumer experience and reaction are subjective. 

He calls it the “nobody knows” property. Second, creative artists care about their 

work, and how it will be displayed and used (that is the “art’s for arts sake” 

property). Third, some creative products require diverse skills, which implies the 

involvement of people of varied talent in the production of a single product (he 

refers to it as the “motley crew” property).  Fourth, cultural products are 

differentiated vertically and horizontally. Vertically, people compare and choose 

between different products (such as a play, a movie, a book); horizontally, people 

choose among similar products, based on the perceived quality, such as 

between two action movies. This is the “infinity variety” property. Sixth, skills are 

vertically differentiated and people judge a creative product based on who 

produced it. Caves (2000) calls this the “A/B list” property, in which people 

assess the value of a creative product by the pre-assumed quality of the 

producer. Seventh, the production of creative goods requires “close temporal 

coordination” (p. 8) among the several actors involved in its creation (he calls it 

“time flies” property). Finally, he demonstrates that many cultural products are 

durable, such as a CD, DVD, book, paint, or any other medium that can serve to 
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fix the performance or art work. This durability allows the existence of copyrights, 

and rents over time. He calls it “ars longa” property.  

 Outside the academic realm, the term creative industries find its way 

within several countries and cities as a means to foster economic development. 

The most well known of these initiatives is the British Department of Culture, 

Media and Sports (DCMS) effort to foster the creative industries in the UK. The 

DCMS defines the creative industries as “those that are based on individual 

creativity, skill and talent. They also have the potential to create wealth and jobs 

through developing and exploiting intellectual property”. (DCMS, 2008) 

The DCMS initiative revolves around the development of thirteen 

industries: advertising, architecture, art and antiques markets, computer and 

video games, crafts, design, designer fashion, film and video, music, performing 

arts, publishing, software, television and radio. The scope is comprehensive, but 

excludes heritage activities and R&D.  It seems that the DCMS’ creative 

industries initiative aims to compensate for the deindustrialization process in the 

UK, and to help the British economy to adjust to the challenges of the global and 

information society, as demonstrated by Oakley (2004): 

   

[…] the creative industries were seen as ways to create local 

sustainable jobs, less prey to the ups and downs of the global 

economy and ones that were people, rather than capital, intensive. 

New models of work, including highly collaborative network models of 
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production, were seen as the way forwards for other sectors of the 

economy, as was the value placed on innovation (p. 7).  

   

 Weckerle et al. (2008) provides an excellent summary of several 

institutional approaches to the creative industries, and their investigations will be 

summarized here. 

  

• United Nations Education, Scientific, and Cultural Organization 

(UNESCO) 

 

The creative industries are described as those in which products have 

essential creative or artistic elements. This includes: “printing/publishing 

and multimedia/audiovisual, phonographic and cinematographic 

productions/crafts and design/architecture/advertising” (Weckerle, et al., 

2008, p.10). 

 

UNESCO launched in 2004 an initiative called the creative cities networks, 

aiming “to help unlock the creative, social and economic potential of 

cultural industries held by local actors and therefore promote UNESCO’s 

goals of cultural diversity” (UNESCO, 2007). Although UNESCO uses the 

term cultural industries, the creative, social and economic aspects reveal a 

link with the creative industries perspective. UNESCO’s creative cities 

network is aiming to create a forum where government, business, and civil 

society of several industries come together to “help towards the 
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development of creative industries and generate new forms of 

international cooperation” (UNESCO, 2007).  Cities can choose between 

seven themes to join the network, most likely the themes in which they 

want to develop their creative industries. The themes of UNESCO’s 

Creative Cities Network, which are related to the creative industries, are: 

literature, cinema, music, craft and art folk, design, media arts, and 

gastronomy. 

 

• World Intellectual Property Organization (WIPO) 

 

WIPO “Has a new department for the creative industries that should 

develop methods and tools for understanding and supporting the creative 

industries and intellectual property” (Weckerle, et al., 2008, p.11).   

Creative industries are defined as core copyright industries: “Press and 

literature; music, theatrical productions, operas; motion picture and video; 

radio and television; photography; software and databases; visual and 

graphic arts; advertising services; copyright collection societies” 

(Weckerle, et al., 2008, p.11).   

 

• United Nations Conference on Trade and Development (UNCTAD) 

 

This conference distinguishes publicly funded culture, cultural industries, 

and the creative industries, which include: “ recording industry/music; 

music and theater production; motion picture industry; music publishing; 

book, journal and newspaper publishing; computer software industry; 
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photography; commercial art; radio, television and cable broadcasting 

industries” (Weckerle, et al. 2008, p.12).  

 

• International Labor Organization (ILO) 

 

“With a concern for employment and growth, the creative industries are 

delimited as comprehending these fields: music, the performing arts, 

dance, ethno-tourism, visual arts, handicrafts, film, and television”. 

(Weckerle, et al. 2008, p.12) 

 

• World Bank 

 

The creative industries are defined as: “ software, publishing, design, 

music, video, moviemaking, and electronic games” (Weckerle, et al. 2008, 

p.13).   

 

 

• Organization for Economic Cooperation and Development (OECD) 

 

The OECD distinguishes between the “‘core of cultural activities’ (that is, 

live performance, plastic art, architectural heritage, cinema), ‘culture 

industries’ (audiovisual productions, records and disks, books), and 

‘creative industries’ (design objects, fashion, musical instruments, 

architecture, video games, advertising, etc.)” (Weckerle, et al. 2008, p.13) 

 

• World Trade Organization (WTO) 

 

According to Weckerle et al. (2008), “the World Trade Organization does 

not offer an explicit description for the term “creative industries” (p.13). 
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Nevertheless the authors believe their many interests in the world 

economy converge to the creative industries.  

 

• European Union 

 

Weckerle et al. (2008) argues that the European Union aligns its creative 

industry discussion with the Lisbon Strategy, which aims to make Europe 

the “most competitive and dynamic knowledge based economy in the 

world (…)” (p. 17).  

The Europeans work with the concept of economy of culture, which, 

according to Weckerle et al. (2008) is stratified as follows: 

 

o “Core cultural area (non-industrial sectors) – “consists of non-

reproducible goods and services (“visual arts including 

paintings, sculpture, craft, photography; the arts and antique 

markets; performing arts including opera, orchestra, theatre, 

dance, circus; and heritage including museums, heritage sites, 

archeological sites, libraries and archives)” (p.17); 

o “The cultural industrial sector or the cultural industries comprise 

cultural products and services destined for the mass market or 

export (‘a book, a film, a sound recording, film and video, video-

games, broadcasting, music, book and press publishing’)” 

(p.17); 
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o “The third area of creative industries, the ‘creative sector’, 

understands culture to be the creative input into the production 

of non-cultural goods (‘fashion design, interior design, and 

product design, architecture, and advertising’). Creativity in this 

sense is a cultural resource – for example, regarding innovation 

– in the production process of the non-cultural sector” (p.17); 

o “The fourth area of ‘related industries’ consists of crossovers 

with other sectors (such as information and communication 

technologies, or ICT), which the study was not able to precisely 

examine” (p.17).  

 

Weckerle et al. (2008) also provide what they call the demarcations for the 

creative industries in several European countries, such as France - “media, 

literature, music, theater, opera, cinema and video, radio, photography, software, 

the visual arts, advertising, and collecting societies. The common elements are 

the intellectual components of the respective goods and services (‘copyright-

based industries’)” (p.18); Denmark where the “‘culture and experience economy” 

sector consists mainly of branches that exist in other definitions of the creative 

industries: fashion, tourism, toys/amusements, architecture, printed media, 

edutainment, content production, books, the visual arts,, theatre, design, 

film/video, cultural institutions, music, radio/TV, the sports industry, advertising, 

events” (p.19); Germany  - “music industry, publishing, the art market, the film 

industry, radio, architecture and design, software and computer games, and 
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advertising” (p. 20); and Switzerland “music, books, art, film, broadcasting, 

performing arts, design, architecture, advertising, software and games, 

handicrafts, media, and audio” (p. 44).  

Weckerle et al. (2008) then summarize the several approaches to the 

creative industries by dividing them in three models: the first consists of the 

industries with strong artistic and cultural production; the second concentrates on 

intellectual property; and the third includes almost every industry with some 

element of creativity in their content (Weckerle, et al., pp. 21-22).   

 

2.3 Creative industries and the city  
 

 The creative industries can be studied using different levels of analysis. 

This dissertation, however, prefers to concentrate on the local/city level because: 

a) cities are said to be the central nodes in the information society; b) studies at 

the city level account for the fact that the creative industries concentrate in 

certain locations (cities); and c) many cities are promoting policy towards the 

creative industries in an attempt to foster economic development.    

  

2.3.1 The role of cities in the information society   
 

 With the advent of the so-called information society, cities became 

privileged sites where talented people can innovate and create new forms of art, 

culture, technology, and businesses; according to Florida (2005) cities are 

“cauldrons of creativity”. However, cities’ importance in the information society is 
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not a coincidence but a consequence of the uneven geographies that emerge 

from capital’s attempt to annihilate space-time barriers, the importance of 

proximity for innovation and creativity which leads to concentration of people and 

resources, and the “weakening” of national states.  

Throughout its history capitalism has been using communication and 

transport technologies in its attempt to expand geographically and, if possible, 

transcend space (Harvey, 2001, 2003; Mosco, 1996), and as a consequence 

space is subject to constant and uneven reconfiguration. According to Harvey 

(2001, 2003) capital accumulation has always been about “speed-up” and the 

use of transport and communication to transcend spatial barriers. The 

intensification of the speed of communication and transport is a tool used by 

capitalism to alter the conditions of spatiality in order to diminish the friction of 

distance and time (idem). This creates a feeling that Harvey (idem) describes as 

time-space compression, in which “the world feels suddenly much smaller, and 

the time horizons over which we can think about social action become much 

shorter”. He also postulates that capital expands geographically in order to solve 

its crisis of over-accumulation. Crises of over-accumulation take place when 

there is surplus of capital (commodities, money, or productive capacity forms) 

and surplus of labor, but there are no means to bring them together to generate 

socially useful tasks or profitable applications in a particular location; hence the 

necessity for either innovation or geographical expansion (Harvey, 2003, p. 88). 

Since the capitalist process of expansion “[…] produces uneven geographical 

development, even in the absence of geographical differentiation in resources 
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[…] and physical endowments” (Harvey, 2003, p. 94) certain regions benefit 

more from this process than others.  In addition, communication, information and 

transport technologies are essential in the process of capital expansion because 

they allow decentralization with control, and compression of time and space with 

the maintenance of centralized decision making (Mosco, 1996). In reality, as 

communication technologies expand the reach of capital, they also intensify the 

role of central nodes that control the global “concert” of services, products and 

symbols in the information society. Consequently certain cities such as New 

York, London and Tokyo emerge as spaces that allow the concentration of 

business activities, infrastructure, and economic power (Sassen, 2000). But what 

causes this concentration? Sassen (2000) identifies three main reasons for 

centralization in specific locations/cities: social connectivity – cities concentrate 

resources, infrastructure, and people (p. 107); need for enormous resources, 

which can be easily supplied at clusters (p. 109); and denationalization of the 

corporate elite14. One of the reasons for the importance of cities in the 

information society lies in the speed-up of the uneven process of expansion of 

capital throughout the globe, which creates concentration of resources in specific 

places. 

 Another reason for the importance of cities in the information society is 

innovation’s and creativity’s reliance on proximity/agglomeration of firms, 

resources and people. This necessity of agglomeration happens in capitalism 

because industrial systems are “organized as networks of producers bound 

together in dense crisscrossing relationships, there will always be a tendency for 
                                                 
14 Foreign Direct Investment (FDI) is an important element of Sassen’s analysis  
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at least some of the individual producers tied together in this manner to converge 

locationally toward a common geographic center of gravity” (Scott, 1988a and b 

in Scott 2000. p. 18). This center of gravity emerges, because even if capitalism 

tries to annihilate space and time (Harvey,  2001, Mosco, 1996), they continue to 

exist as barriers, as Scott (2000) puts it, there is no magic-carpet, meaning cost-

free, instantaneous transportation and communication over any distance. Cities 

offer such centers of gravity: they offer proximity and constitute agglomerations 

of firms, people, and infrastructure so that creative industries can fully develop. 

Cities also offer the possibility of face to face contacts, possibilities for 

socialization, and networks to generate synergies (Sassen, 2000; Scott, 2000; 

Tay 2005). From the perspective of the firm, these synergies generally 

materialize in the form of proximity to market, other producers, and competitors, 

and availability of people and specialized labor (Bille and Schulze, 2006). Finally, 

Scott indicates that the agglomeration/proximity provided by cities offer firm’s 

these advantages (Scott, 2000, pp. 18-19): 

 

• “Reductions in the cost of inter-industrial exchange”; 

• “Faster flow of capital and information through the industrial 

system”;  

• “Increased cooperative relationship among producers”;  

• “Reduction of transaction costs”;  

• “It makes easier for firms to find labor and vice-versa”;  

• “Education is provided with lower unitary costs”;  

• “It helps in building mutual trust, common terminology, common 

knowledge, learning effects”.  
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There are several examples of such agglomerations/clusters15 in cities. 

The case of the development of Silicon Valley (Saxenian, 1985; Castells, 2000) 

is an example of the importance of clusters for innovation and 

knowledge/creativity based developments. The same applies to the formation of 

Austin as technopolis (Smilor, Kozmetsky & Gibson, 1988) .The proximity to top 

research universities, to potential investors, to partners, competitors, and other 

researchers and creative people, are all factors that attract people to certain 

cities that offer the conditions for such clusters to flourish.  

The necessity of proximity/agglomeration is also evident in Currid’s (2007) 

analysis of the fashion, art, and music industries in New York City (NYC). Currid 

(2007) emphasizes that in spite of drawbacks, cities are attractive because they 

allow people to be around it other. Put in another way, cities provide the 

necessary social network for creativity. Currid (idem) demonstrates that social 

connectivity is the decisive factor to generate cultural products and producers in 

NYC. She also demonstrates how the creativity economy16 is tied more to New 

York’s nightlife and bohemian lifestyle than to Manhattan’s skyscrapers. Finally 

she shows that New York, even during its downturns, always had a “dense 

cultural community of bohemians and creative professionals, from poets to 

fashion designers to filmmakers, that has remained stalwart – and has even 

thrived – through the city’s economic and social ups and downs” (Currid, 2007, p. 

                                                 
15 Note that the words cluster, proximity and agglomeration refers throughout this dissertation to 
the tendency/necessity of the creative industries to stay close to each other, close to labor pools, 
to other producers, and so on. The idea that information and communication technology redeem 
space as irrelevant due to networks is refuted. On the contrary, the information and 
communication technologies enhance the necessity of agglomeration, and give rise to stronger 
nodes in the information society.  
16 She in fact uses the term cultural economy. 
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46). Landry (2005) also demonstrates that besides been one of the top global 

cities, London is also home for several creative industries, exactly because it 

provides an agglomeration of firms, people, and infrastructure that makes its 

attractive for creative enterprises. Scott (2000, 2005) explores the power of 

agglomeration/proximity in several cities and regions:   

 

• Gem and jewelry industries in Bangkok and Los Angeles; 

• French cinema, which is concentrated in Paris; 

• Music industry in the US, which is concentrated in Los Angeles, New York, 

Nashville, Chicago, San Francisco, Atlanta, Austin, Seattle, and Portland;  

• The multimedia industry in Silicon Valley and Hollywood;  

• The film industry in Los Angeles.  

 

In all the cases above, in spite of the fact of different industries, 

proximity/agglomeration is determinant for the location and concentration of the 

creative industries in particular cities.  

 Finally, cities became important centers for decision-making because the 

dynamics of globalization and the information society weaken the influence of 

national states. Many authors address the weakening of the national state by 

saying that uncontrolled market forces (corporate expansion and financial flows) 

and new technologies create a borderless society, which consequently force the 

state to cede power internally to cities/regions, and externally to supranational 

arrangements (Ohmae, 2004; Strange, 2004; Raboy, 2001; Castells, 2000b; 

Appadurai, 2001). Castells summarizes this logic by saying that “state control 

over space and time is increasingly bypassed by global flows of capital, goods, 
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service, technology, communication, and information” (Castells, 2000 b, p. 243). 

Raboy (2001) complements this by commenting ”it is too early to write them 

[nation states] off entirely, but clearly they will no longer exercise the kind and 

degree of sovereignty they have known for the past three hundred years” (p. 

295). Such “write off of the nation state”, according to Raboy’s (2001) 

perspective, occurs because transnational businesses are taking the state’s 

place via new information and communication networks that seem to be 

uncontrolled: “the global media system is developing according to its own logic, 

requirements, protocols, and rules” (Raboy, 2001, p. 296). Even if national states 

try to influence this transnational system, globalization requires global 

approaches so new forms of governance (generally transnational in character) 

emerge as new policy arenas (Raboy, 2001). The declining authority of the state 

is reflected in its ceding of power to other institutions and associations, and to 

cities and regional bodies (Strange, 2004).  

 In regard to this last argument regarding the importance of cities in the 

information society, it should be noted that this dissertation does not sponsor the 

view that cities and supranational arrangements will replace nation-states 

anytime soon. Cities, including core ones, are subject to the rules of a particular 

national arrangement and no matter how strong they are, they should abide by it. 

Besides, it is unlikely that countries with strong federal governments, such as in 

the case of Brazil and the U.S., will see their nation state powers disappear. It 

should be remembered that several transnational entities, no matter how 

powerful they may be, exist as a consequence of the will of nations (think of the 
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World Trade Organization, or the United Nations) or are subject to national rules 

(think of transnational corporations). In addition, legal and regulatory issues that 

emerged with the information society and new information and communication 

technologies can be only be addressed at the national level (such as new issues 

arising in regard to copyright, privacy, and so on). The dissertation then, prefers 

to argue that the importance of cities in the information society is a consequence 

of their capacity to concentrate resources of various types in the traditional 

unequal patterns that emerge from capitalist expansion, rather than argue that 

nation-states are weak.    

 

2.3.2 Creative industries and the city – implicatio ns for local economic 
development and policy 
 

The practical implication of the emerging importance of cities in the 

information society is that several places are now attempting to emulate 

strategies based on innovation, knowledge and creativity. The adoption of 

strategies to become an information/digital/knowledge/creative node is perceived 

by governments as an opportunity for local economic development, mostly 

measured via jobs creation, number of firms, and GDP impact of the creative 

industries (Hartley, 2005). Note that for the sake of this dissertation, economic 

development is understood according to the definition used by Bille and Schulze 

(2006): “First and foremost, economic development implies economic growth, i.e. 

an increase in goods and services produced by a (regional) economy in a given 

period of time. This typically goes in tandem with increased employment and 
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enhanced standards of living” (p. 1055). The vast literature on development and 

economic development is then not discussed in this dissertation, but it is 

recognized that the approach to economic development based solely on jobs, 

number of firms, and GDP (privileged in the present work) should be 

complemented in future research by other aspects such as standards of life, 

crime rates, and so on. Nonetheless, this definition is the implicit definition in 

policy documents analyzed later. 

The creative industries are regarded as a powerful tool for local economic 

development because they dissociate the arts and culture from a subsidy 

dependent perspective, and emphasize their ability to generate wealth (idem). 

There are other reasons why policy-makers are attracted to the creative 

industries as a means to foster local economic development: they can revitalize 

cities that are no longer industrial hubs; can imprint an industrial perspective on 

areas that were never manufacturing intensive; they have low entry costs; they 

use local talent; they use local heritage as a competitive differential; they are 

growing industries; and are export industries (Hartley, 2005; Bille and Schulze, 

2006).  

 Several approaches can be indentified as part of cities’ attempt to 

become a significant node in the global economy (global cities17, digital cities18, 

knowledge cities19, technopolis20) and the creative industries approach is among 

them.  Within the link between the creative industries approach and the city is the 

                                                 
17 See Mosco (1996), Sassen (2000), Castells (2000), Graham (2002). 
18 See Mitchell’s (1995), Riemens and Lovink (2002).  
19 See Ergazakis & Metaxiotis (2006), Edvinsson (2006), Flores (2006). 
20 See Smilor, Kozmetsky and Gibson (1988), Gibson, Smilor, and Kozmetsky (1991). 
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possibility of using a creative based strategy to foster local21 economic 

development. Although creative industries strategies have been used at the 

national level, they are better suited for a local (city) perspective since these 

industries tend to cluster in order to take advantage of proximity/agglomeration.  

The main argument supporting the claim that the creative industries can 

foster local economic development lies in their evident economic impact in 

several studies.  

The next set of figures, prepared by the Work Foundation (2007) for the 

DCMS demonstrate the economic impact of the creative industries. Figure 1 

presents the gross value added by the creative industries (as defined by the 

DCMS) in the British economy for the year of 2004. The graph demonstrates the 

evident economic potential of the creative industries. The software, computer 

games and electronic publishing industries, for example, added over 20 billion 

pounds to the British economy.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

                                                 
21 In this dissertation the word local is used as a synonym for city, even though in the literature it 
can also be applied to metropolitan regions, or other types of circumscribed regions. 
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Figure 1- Gross value added by the creative industries in Britain - 2004 

 

 
Source : Work Foundation (2007) 
 
 
  
 Figure 2 shows the creative industries contribution to the whole economy, 

in comparison to other sectors. The creative industries in Britain are third 

considering its contribution as a percentage of the whole economy; right after an 

aggregate of other services, and manufacturing.  

 
 

Figure 2 - Gross value added as a % of whole economy – various sectors in 
Britain - 2004 

 

 
 
Source : Work Foundation (2007) 
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 In terms of occupations, the creative industries also account for a high 

number of jobs (figure 3). The software, computer games and electronics 

industry, for example, generates almost 600,000 jobs in Britain.  

 
 

Figure 3 - Number of creative occupations in Britain - 2004 

 

 
 
Source : Work Foundation (2007) 
 
 
 
 
 
 According to UNESCO the cultural industries have a tremendous impact in 

job creation.  The cultural sector accounts for 4% of OECD’s countries’ GDPs, 

and 1% to 3% in developing countries. It accounts for 1% of Brazil’s GDP, 3% of 

South Africa (UNESCO, 2007). Still according to UNESCO in 1994-95, 5% of the 

Canadian labor force was engaged in cultural industries, compared to 2.8% in 

the U.S. in 1996, and 17% in South Africa (UNESCO, 2007).   

 Finally, data gathered by Price Water House Cooper’s (PWC) 

Entertainment and Media Outlook: 2003:2007 provides an indication of the 

economic impact of some of the creative industries in a forecast of several media 
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industries of selected countries from Western and Eastern Europe, Middle East 

and Africa, Asia and Pacific Region, Latin America, the U.S, and Canada.  Table 

2, for example, provides actual results (1998-2002) and forecasts (2003-2007) 

the market value in various media entertainment and media segments. The film 

entertainment market, for example, was around $64 billion, and it was expected 

to rise to around $87 billion according to Cooper’s forecast. The video game 

industry market was $21 billion in 2002, and was expected to rise to 

approximately $36 billion in 2007. The recorded sound industry experienced a 

decline from 1998, reaching a total of $31 billion in 2002; the industry, however, 

was expected to decrease up to 2005, and to regain momentum in 2006 (when it 

supposedly would reach the $31 billion dollars mark once again).  
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Table 2 – Global Entertainment and Media Market by Segment (US$ Millions) 

 

Source : Price Water House Coopers (2003) 
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The economic evidence above is a main reason why city governments 

create and implement policy targeting the creative industries. There is also the 

fear of been “left behind” in the information age, as indicated by Hepworth and 

Robins (1988) assessment of the ‘new economy’ in some of England’s industrial 

cities. In many cases, however, cities hurry to adopt strategies based on the 

creative industries without having what it takes to become a creative hub 

(Hepworth & Robins, 1988). Instead of analyzing their true potentials, they just 

follow the fad and end up frustrated in their attempts to revamp local economies 

(Hepworth & Robins, 1988).  

Oakley’s (2004) assessment of the DCMS’ creative city project 

demonstrates that strategies adopted without the necessary preparation might be 

ineffective, and she identifies a series of problems in the DCMS creative 

industries approach. First, she notices the lack of hard data regarding the 

creative industries initiative, which will compromise long term evaluation of such 

programs (p.71). Second, creative industries operate differently from each other. 

Some have higher risk than others, some are more profitable, some require more 

public investment while others are privately led, and so on (p. 72). It is then 

difficult to conceive a single strategy that encompasses all these industries. 

Third, she shows that creative economies are different from each other, and not 

every city can excel in every creative venture. She argues that in the hype to 

implement creative industries strategies, such differences, which were always 

considered under the industrial framework, have been forgotten (p.73). Finally, 

she argues that creative hubs demand a contingent of low paid, low skilled 
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workers to support the service sector, and many municipalities do not account for 

such labor (as London does). In addition, as a consequence of highly unequal 

skills among the labor pool, social inequality tends to increase (p.73). Oakley’s 

(2004) critique demonstrates that even well intentioned initiatives towards the 

use of the creative industries as an economic development tool should be 

constantly evaluated, and connected to local realities to be effective. Although 

she concentrates her critique specifically on the DCMS initiative, the points she 

makes should be observed in any strategy that aims to relate the creative 

industries and local economic development. Currid (2007) provides a good 

complement to Oakley’s critique on creative cities strategies when she says that 

“just as there is no point in trying to create a high-tech cluster or develop the 

steel industry if your region does not possess computer scientists and venture 

capitalist or iron ore and Andrew Carnegie money, regions should not jump on 

the bandwagon to create a cultural Mecca if they do not have at least the 

beginnings in place”  (Currid, 2007, p. 181).  

The point to be made, however, is that cities can invest in the creative 

industries to foster local economic development, but should always carefully 

measure the potential benefits and risks of adopting such strategies, instead of 

simply jumping on the bandwagon of creativity. This research shares the view 

that not every city can become a creative hub (although many can). As long as 

clear goals are stated, and goals are feasible giving a city’s capabilities (both 

existing and potential), economic development strategies based on the creative 
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industries can be a path for improving the competitiveness of a city in the 

“information society”.  

 
 

2.4 Chapter conclusions  
 
 
 
 This chapter explored the advent of the creative industries as a concept 

and delimited it via the review of several proponents of this new conceptual 

approach. It is evident that the creative industries still need conceptual 

development. Intellectual property, although a very objective means to aggregate 

the variety of sectors under the creative industries umbrella, does not seem to 

comprise all elements that would be deemed as creative (such as heritage). On 

the other hand anchoring the creative industries solely on the concept of 

creativity is difficult since most human activities have a degree of creativity. 

These are issues that should be further investigated in years to come.  

 Nevertheless, in the hope to provide some contribution to the further 

understanding of the theme, the chapter also explored two issues that are 

generally either overlooked or forgotten in the creative industries literature: the 

definition of creativity, and the link between the creative industries and cities. 

Creativity is generally poorly defined in the creative industry literature, but the 

short review of the term demonstrates that creativity is circumscribed by 

historical, social, and cultural determinants. On the other hand, the creative 

industries are generally analyzed at the national level, and analyses often do not 

account for the importance of cities and the logic of proximity/agglomeration that 
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cause the concentration of these industries. In addition, the approaches that do 

analyze the creative industries at the local level generally do not explain why it is 

important to study them from a city standpoint. This chapter demonstrated the 

reasons why cities became relevant nodes in the information society, and also 

argued that the creative industries are subject to the logic of 

proximity/agglomeration and tend to concentrate in certain cities. Another issue 

of relevance explored in the chapter is the fact that many cities, regions and 

nations are adopting the creative industries approach to foster local economic 

development, notably in their policy spheres.   

The advent of the creative industries concept also has implications to the 

field of media studies. The most obvious implication is the fact that the creative 

industries perspective incorporates seven media related industries: film, music, 

publishing, radio, software, TV, and video-games22; this allows us to call this 

particular set of creative industries media related creative industries. As part of 

the creative industries approach, the media industries are inevitably subject to 

the logic of proximity/agglomeration and as such tend to concentrate at certain 

cities. The consequence is that the creative industries approach allows the study 

of media concentration at the city level, instead of the traditional approach to 

national media arrangements and flows as is usually the case (see Martin-

Barbero, 1988; Galperin, 1999; McChesney, 1998; Schiller, 1991, Sinclair, 1996; 

Straubhaar, 1991; Thompson, 2003; and others). Curtin (2003), for example, 

analyzes media flows within a city perspective to indicate the importance of 

location in media flows. He argues that instead of looking at national systems, 
                                                 
22 Note that this is based on the DCMS delimitation of creative industries. 
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our attention should focus on cities, specifically on media capitals, such as in the 

cases of Bombay, Cairo, Hong Kong, Hollywood and Chicago. I subscribe to this 

logic for the reasons exposed earlier in this chapter, and I also believe this 

perspective should be expanded to the whole set of media related creative 

industries; the creative industry perspective, together with the arguments that link 

cities and the logic of proximity/agglomeration and concentration, provides the 

perfect theoretical background for such studies of media capitals. In addition, the 

creative industries perspective provides a new angle for media and economic 

development within the range of cities. Within the perspective of the creative 

industries, media industries can be studied as direct generators of local 

economic development. Whereas traditionally the field of communication relates 

development to broader aspects of technology (ICTs and telecommunication) 

and culture, the creative industries approach allows for a specific analysis of 

media industries as part of local development strategies and as job and wealth 

creators. There are other implications to media studies that were indicated earlier 

in this chapter, notably the fact that the term creative industries is better suited to 

capture media convergence and the effects of new media in a way the cultural 

industries approach could not (Cunningham, 2004, 2005; Hartley, 2005). The 

creative industries also provide a new meaning and perspective to the creative 

arts and the cultural industries/economy, giving them an entrepreneurial and 

economic perspective that makes them attractive for economic development 

policy (Hartley, 2005).   
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There are many areas to be explored within the realm of the creative industries 

and its subset of media related creative industries in particular. However, the 

conclusion of the literature review is that three particular problems should be 

addressed immediately. First, the creative industries tendency to concentrate in 

core cities indicates that its subset of media industries should be subject to the 

same logic of proximity/agglomeration. Although studies accounting for media 

industries concentration within core cities are emerging, it is also necessary to 

investigate the generally overlooked patterns of this concentration in non-core 

cities and how they compare to the core, particularly those that aspire to become 

significant nodes in the information society via the development of local creative 

industries. Second, there is little characterization of the media related creative 

industries within non-core cities, as the studies that exist in this respect tend to 

concentrate on core cities or cases that are already well known and successful. 

Third, moved by the desire to become a relevant node in the information society 

and aiming to foster local economic development (expressed in more firms and 

jobs, and increased GDP) city governments at non-core cities are incorporating 

the creative industries and its media subset into development plans and 

economic development strategies; there is still little investigation of this process 

of incorporation and of its effects once plans and strategies are implemented.  

Hence, this dissertation hopes to provide some contribution to the 

understanding of the creative industries, particularly its media subset, and the 

long-term questions posed above by achieving these particular goals:  
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• Analyzing the concentration of the media related creative industries 

in a non-core city; 

•  Characterizing the media related creative industries in a non-core 

city; 

• Analyzing the incorporation of the creative industries and the media 

related creative industries into development plans and economic 

development strategies within a non-core city. 
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Chapter 3 - Method    
  

 This chapter main goals are: to present the city of Salvador as the chosen 

case for the investigation; to formulate the dissertation’s research questions 

based on the problems and goals stated at the end of the literature review; to 

determine the methods for approaching the research questions; and to indicate 

the study limitations.  

   

3.1 Choosing the case: the city of Salvador  
 

 

It is my understanding that approaching the problems and goals proposed 

in the literature review is a long-term research commitment and given their scope 

it is impossible to provide a conclusive answer for them within a single study. In 

addition, I also believe that in the long-term, those guiding concerns should be 

approached via the analysis of a multiplicity of case studies so a general 

understanding can be achieved. Nevertheless, I also believe that single cases 

can provide insight that allows for a better understanding of a phenomenon.   

Consequently this research uses the case study as its primary method of 

investigation. Yin (1984) defines a case study as the empirical inquiry that 

investigates a contemporary phenomenon within its real life context, when there 

is no clear boundary between the phenomenon and the context (p. 23). Case 

studies, then, allow the investigation of links between events and the in depth 

study of a specific situation (Yin, 1984, p. 23). There are advantages and 
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disadvantages in using the case study as a research method. The main 

disadvantage is the impossibility of generalization unless there are multiple 

cases. In terms of advantages, case studies allow the use of multiple evidence 

obtained via quantitative and qualitative approaches such as interviews, 

documents and observations. This characteristic of a case study is essential for 

this research since the dissertation uses both quantitative and qualitative 

approaches. 

Then, assuming that the case study is the most adequate approach to the 

problem at hand, this research selected a particular case for analysis. The case 

selected was the city of Salvador, the capital of the state of Bahia in Brazil.    

Salvador is a 456-year-old city located in the northeast of Brazil and is the 

capital of the state of Bahia. Its colonial past is still present in its old buildings and 

churches, such as the Pelourinho neighborhood, the Mercado Modelo, the San 

Marcelo Fortress, and the Bonfim Church. Salvador’s culture is distinctly marked 

by its African heritage, its axé music, and its carnival – which is said to be the 

largest in the world of its kind. 

In 2007 Salvador’s population was 2.892.625 people (Brazilian Institute of 

Geography and Statistics [IBGE], 2008), and it is expected to grow to 4.3 million 

by 2030 (ATARDE, 2005). In 2005 the city GDP was 22,145 billion Reais; the 

value added per economic sector was as follow: agriculture added R$ 11,585 

million; industry added R$ 3,924 billion; and services added R$ 14,757 billion 

(IBGE, 2008). These numbers indicate that the city economy is mostly based on 

services and commerce.   
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The choice for Salvador is a mix of two intertwined variables: the fact the 

city profile is adequate for the proposed research questions; and because I am a 

Salvador’s native. 23 

The strongest reason for choosing Salvador is that the case is adequate 

for understanding the problem and proposed research questions.  First, Salvador 

is neither a core city nor a well documented case in respect to the creative 

industries; such cases are little explored both in the creative industries and in the 

media literature. Second, there is an emerging agenda towards the creative 

industries both at the city and the state governments, and although this agenda is 

in its early stages it provides enough evidence for the understanding of the 

research’s main questions. Third, Salvador is one of the largest capitals of Brazil, 

has an effervescent cultural scene, and several initiatives to be implemented at 

the technological realm; these elements are directly connected to the media 

related creative industries because: agglomeration tends to happen in large 

urban centers; and the media related creative industries comprise both culture 

and technology related industries.  

As a Salvador native, and given the fact that the city has the conditions 

that methodologically allow my investigation, I decided to start my studies 

towards the creative industries, cities and media related creative industries in my 

own city. Conducting the research at my city proved pragmatic during data 

                                                 
23 Another reason for choosing Salvador is the fact that my PhD is funded by the Brazilian 
government’s Committee for Training of Personnel in Higher Education (CAPES) and my original 
project submitted during my scholarship application committed to the analysis of some theme in 
Brazil, and within this city in particular. That is the reason why the dissertation focuses on 
Salvador rather than similar cases in Brazil. 
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collection (access to people and resources was easier), my understanding of the 

setting was more comprehensive, and my costs were substantially reduced.      

 

3.2 Research questions    
 

 The problems, questions, and goals presented at the end of the literature 

review are reframed below into three research questions in order to address the 

case of Salvador.  

 

Question 1 – What is the level of concentration of number of firms 

and employees in Salvador’s core media related crea tive industries? 

 

• How does Salvador rank in relation to the other Brazilian state capitals 

in regard to the number of firms and employees in the core media 

related creative industries?  

• How does the number of firms and employees in Salvador’s core 

media related creative industries evolve over time (from 2000 to 

2006)? 

 

 

 

 



 

 54

Question 2 - How can we characterize Salvador’s core  media related 

creative industries? 

 

• What are Salvador’s core media related creative industries firms’ size 

and employees’ average wage, working regime, education level, 

gender, and age? 

• How do Salvador’s core media do related creative industries compare 

to those in the other Brazilian state capitals in regard to the 

characteristics above? 

• What are the educational opportunities related to Salvador’s media 

related creative industries? 

 

Question 3  - How do Salvador’s municipal governmen t formal 

development planning and economic development strat egies 

incorporate the creative industries?  

 

• How does Salvador’s government formal planning and economic 

strategy incorporate the concept of the creative industries over time 

(from 2004 to 2008)? And how is the core of the media related creative 

industries presented in relevant documents/policies?  

• What is the evidence of implementation of Salvador’s economic 

development strategy’s propositions in regard to the creative 
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industries? Are there specific implementations targeting the city’s core 

media related creative industries? 

 

3.3 Data sources, collection, and analysis   
 

 Data sources, collection, and analysis procedures for each research 

question are presented below.    

 

a) Questions 1 and 2, and related sub-questions:  

 

Data collection . Data regarding the core media-related creative industries 

including the number of firms, number of employees, firm’s size, and 

employees’ average wage, working regime, education level, gender, and age 

was gathered for Salvador and for the other 26 Brazilian state capitals. This 

data is available free of charge at the Brazilian Ministry of Work and 

Employment’s (MTE) Annual Relation of Social Information (RAIS) database 

for registered users24. The data was collected during parts of May and June of 

2008. The collection process consisted of selecting the desired variables at 

the RAIS database, cross tabulating the variables, and then extracting from 

the online system the tables containing the desired data. However, it was 

necessary to define the variables of interest prior to the data collection, and 

this process involved some methodological decisions. The data was extracted 

                                                 
24 I registered free of charge in May 2008 at the MTE’s website in the section dedicated to the 
RAIS database. 
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via the combination of three variables: municipality; desired demographic 

variable (number of firms, number of employees, firm’s size, and employees’ 

average wage, working regime, education level, gender, or age); and desired 

National Registry of Economic Activities  version 2.0 (CNAE 2.0) codes of 

economic activities.25 Whereas the first two variables were straightforward, 

defining the core media related creative industries required some 

methodological decisions. First, the core media related creative industries 

was defined as an aggregate of the core26 of these creative industries: film, 

music, publishing, radio, software, and TV. Second, the video game industry, 

which is also part of the media related creative industries, was not considered 

a separate entity in the analysis because the Brazilian industry classification 

does not contain a specific subset for video games (it is hoped that the games 

industry is subsumed within the software industry). Third, a particular CNAE 

2.0 class of activities27 was considered core media industries only if that 

particular activity involved a direct creative input. In the publishing industries, 

for example, every activity involving editing was considered core, while 

printing and selling activities were considered as either support or related 

                                                 
25 Codes of activities were selected based on their pertinence to the concept of the media related 
creative industries, and the year of reference was 2006.   
For the historical evolution in the number of firms and employees presented in chapter 4, the 
years of reference ranged from 2000 to 2006. However, up to 2005 the RAIS database uses the 
CNAE version 95, whereas in 2006 it started to use the CNAE version 2.0. The CNAE 2.0 is a 
new and updated version for the CNAE 95. This means that in the historical series presented, the 
data up to 2005 used an industry classification that was different (but similar) from the one used 
for 2006. The change, however, is not such that it requires the exclusion of 2006 from the series, 
since in both versions of the CNAE (95 and 2.0) it is possible to make the approximation of codes 
in order to compile them into the main industries categories used in the dissertation: film, music, 
publishing, radio, software, and TV. 
26 Support or related industries were not taken in consideration in the analysis. 
27 The CNAE code is organized into sections, divisions, classes, and subclasses. Sections are 
divided into divisions; divisions into classes; and classes into subclasses. Note that the maximum 
level of detail allowed by the RAIS database is class.  
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activities. The same is true for the computing industries in which only 

activities related to development, consulting, and the like, were considered 

core, while activities of manufacturing and sales of equipment, for example, 

were regarded as either support or related activities. CNAE codes that were 

considered to be core media industries were grouped by media segment and 

compared to the codes selected as core at Industry Federation of the State of 

Rio de Janeiro’s (FIRJAN) study on the creative industries in Brazil28; and 

there was a perfect correspondence between the codes used in this 

dissertation and the codes used by FIRJAN. The list with codes and 

description of economic activities selected as core media related creative 

industries is located in the appendix one, for the CNAE 2.0, and in appendix 

two, for the CNAE 95. 

In addition, data regarding undergraduate and graduate programs was 

gathered from the Ministry of Education (MEC) and the National Institute of 

Educational Research and Studies’ (INEP) Higher Education Institutions 

Registry database; and from the CAPES Foundation. The INEP data provides 

information for undergraduate courses, whereas data regarding graduate 

courses were available at CAPES Foundation’s periodical assessments of 

master and PhD programs.   

Moreover, data regarding the state capitals GDP and population was 

gathered at the site IBGE Cities, from the Brazilian Institute of Geography and 

Statistics (IBGE).  

                                                 
28 FIRJAN’s study used states as its level of analysis, and it concentrated on all creative 
industries, not only on media 
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Data analysis .  Data regarding, number of firms, number of employees, firm’s 

size, and employees’ average wage, working regime, education level, gender, 

and age characterize Salvador’s media related creative industries. The first 

part of the characterization involved using the number of firms and employees 

to rank Salvador in regard to these two variables in relation to the other 26 

state capitals29. The second part of the characterization involved describing 

the data on firm’s size, and employees’ average wage, working regime, 

education level, gender, and age and then comparing Salvador’s results to 

the average of all state capitals (Salvador included). The historical 

progression in numbers of firms and employees provided some indication of 

whether Salvador core media related creative industries are declining, 

stagnant, or growing. Number of firms also indicated the level of 

agglomeration/concentration of firms within particular state capitals.  

 

b) Questions 3 and related sub-questions:  

 

Data collection . Archival data was gathered from Salvador’s Municipal 

Secretariat for Income and Employment (SEMPRE) website including two of 

Salvador’s Urban Development Directorate Plan - PDDU (the 2004 PDDU 

which is the Municipal Law 6.586/2004, and the 2008 PDDU which is the 

Municipal Law 7.400/2008); and Salvador’s Economic Strategy (the Strategy 

                                                 
29 The comparison tends to stress the position of Salvador in relation to Recife and Fortaleza, as 
there are these are the three strongest economies among capitals in the Northeast of Brazil. 
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proposal of 2005 and the actual proposal of 2006). The PDDUs are essential 

to the current investigation because they constitute the main planning 

instruments for Brazilian cities, and are mandatory by law for cities with more 

than 20,000 inhabitants.30 The PDDUs are municipal laws, elaborated by the 

initiative of the local executive and approved by the City House of 

Representatives. The PDDUs are then, the primary source of municipal public 

policy in Brazil and in theory they should be the cornerstone of local 

development, hence its importance in the current analysis. The significance of 

the Strategy resides in the fact that it is supposed to guide Salvador’s 

economic development. Contrary to the PDDUs, which address other issues 

related to urban planning, the Strategy concentrates solely on economic 

development, which makes it a key document in this research. According to 

the mayor’s discourse during the Strategy’s presentation to the general public 

the Strategy was the first document of this kind to be elaborated in the city of 

Salvador, and this is yet another reason for its importance.  

The 2004 PDDU and the Economic Strategy were retrieved from 

SEMPRE’s website in 2006. The 2008 PDDU was retrieved from the same 

website in 2008.  

In addition, face-to-face (conducted in Salvador) and over the phone 

interviews (some from Salvador, some from Austin) were conducted with key 

actors involved in fostering an agenda towards the creative and media related 

creative industries in Salvador. Personal interviews took place between April 

                                                 
30 The PDDUs are mandated by the Brazilian Constitution, article 182, and by the Federal Law 
10.257/01, the City Statute, for cities with more than 20,000 inhabitants.  
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and May of 2008, and over-the-phone interviews took place in April/May 

2008, and in September 2008. Follow-up interviews, when necessary, took 

place in September 2008. There were a total of 19 interviews, distributed 

among several institutions, 16 of these interviews were face-to-face and 

conducted in Salvador, and three were conducted over the phone.  In 

addition, four informants provided answers via an online questionnaire. 

Informants were initially selected on a convenience basis, and others were 

subsequently identified via snowball sampling. A complete list of informants, 

and type and date of contact is located in the appendixes three, four, and five. 

Note that informants are not addressed by their names, but simply as a 

representative from a particular institution so their identities are maintained 

confidential. Although the interviews and questionnaires were for the most 

part unstructured they were guided by basic concerns, which are located at 

the appendix six.   

 

Data analysis . The archival analysis consisted of reading the three selected 

documents, Salvador Economic Strategy (including its proposal), the 2004 

PDDU, and the 2008 PDDU in order to identify references to the creative 

industries and to the media related creative industries.  

The following codes were used in the PDDUs’ analysis:  
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Table 3 – Codes used in PDDUs analysis 

 
Codes  Code description  
CI Creative Industries 
CL Culture 
CC Creative City 
EF Economy of Festivals 
EC Economy of Culture 
EV Economic Value of 

Culture 
TC Technology 

 

These codes identified not only direct references to the creative industries 

in the PDDUs, but also other related issues such as general references to 

culture and technology, to the term creative city, the economy of culture, 

economy of festivals, and references to the economic value of culture. I 

created the codes by reading the 2008 PDDU and identifying main terms that 

were related with the creative industries. The codes were then applied to the 

2004 PDDU. Using these codes in the 2004 and 2008 PDDUs provided some 

indication regarding how the concept evolved over time in Salvador’s local 

planning. The PDDUs have the same structure of any Brazilian law, and they 

are divided into chapters, titles, articles, sections, and paragraphs. The 

analysis of the PDDUs consisted of counting articles that made reference to a 

particular code. References made in a particular article were counted only 

one time, independent of how many times the article made reference to a 

particular code. For example, if an article mentioned the word creative 

industries several times, it was counted as a single reference, as the 

measurement unity was references within articles.  
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The analysis of the Strategy consisted of looking for references to direct 

references to the economy of culture, the creative industries, and the media 

industries in an attempt to identify the role attributed to them in the city 

development.  

The analysis of the interviews and questionnaires consisted of identifying 

in the respondents narratives information that would complement the archival 

analysis and that would help understand the process by which the creative 

industries were incorporated into the local planning and strategy. In addition, 

respondents provided information and current status on several government 

projects/actions/events contemplated in the Strategy that are related to the 

creative industries (particularly in regard to media). Interviews were 

transcribed, and the relevant parts to the research translated into English. 

 

 3.4 Study limitations   
 

 

 There are some limitations in this study. First, the dissertation consists of 

only one case study. This does not allow the generalization of findings, but 

nevertheless provides critical insights for the understanding of the problem. The 

limitations imposed by a single case are compensated by the fact that the case 

chosen is an exemplary case for the problem at hand, and there are several 

references to other Brazilian cities throughout the two analytical chapters (4 and 

5). Second, although key actors were interviewed, and they were reached via 
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snowball sampling, the research does not intend to cover the totality of actors 

that can possibly be involved in Salvador’s media related creative industries. 

Third, the research focus on government excludes initiatives towards creative 

industries from other groups, such as non government organizations (NGOs), 

business associations, and others. During the investigation I made contact with 

institutions outside government, however, since the dissertation focus is on the 

incorporation of the creative industries within government strategies and 

planning, initiatives that are beyond government scope were not included in the 

analysis. Fourth, the use of the RAIS database poses some limitations, mostly 

due to the high level of aggregation of the CNAE codes.  
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Chapter 4 – Analyzing Salvador’s core media related  creative 
industries 

 

 This chapter characterizes Salvador’s core media related creative 

industries using quantitative data gathered from the Brazilian MTE’s RAIS 

database; from the Ministry of Education (MEC) and the INEP’s Higher Education 

Institutions Registry database; and from the CAPES Foundation.  

 The chapter goals are: a) to gauge Salvador in relation to the other 

Brazilian state capitals based on the number of firms and employees in the core 

media related creative industries, including the analysis of firms and employees 

concentration patterns among the Brazilian capitals, and in the state of Bahia; 

and b) to analyze Salvador’s media related creative industries in regard to firms 

size, and employees’ wage, work regime, education, gender, and age in 

comparison to the other state capitals, including an overview of Salvador’s formal 

educational opportunities that are related to the core media related creative 

industries. Hence, the chapter aims to address the first two of the dissertation’s 

research questions: What is the level of concentration of number of firms and 

employees in Salvador’s core media related creative industries? And, how can 

we characterize Salvador’s core media related creative industries? 
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4.1 Salvador’s core media related creative industri es: number and 
evolution of firms and employees, and implications of concentration 
 

 This section uses data from the MTE’s RAIS database to analyze the 

number and of firms and employees in Salvador’s media related creative 

industries in comparison to the other 27 Brazilian state capitals. It will also 

provide evidence of the concentration of media related industries in certain 

Brazilian cities, and infer the implications of such concentration to the city of 

Salvador.   

 

4.1.1 Total of the core media related creative indu stries  
 

 According to the RAIS database, in 2006, the Brazilian state capitals had 

a total of 13,825 media related firms. The cities of São Paulo, with 4,702, and Rio 

de Janeiro, with 2,057, are by far the ones with the highest concentrations of 

media related firms, with 34.01% and 14.88% respectively  of the total of the 

Brazilian state capitals; together they accounted for 48.89% of the total number 

of firms among the state capitals. As demonstrated in figure 4, with a total of 408 

firms Salvador ranks 8th out of 27 state capitals, concentrating 2.95% of the total 

number of firms. Overall, although the number of media firms in Salvador is 

considerably lower than in the two leading cities, Salvador ranks well when 

compared to the other Brazilians capitals. In relation to the other largest GDPs in 

the Northeast state capitals, Salvador ranks ahead of Fortaleza (9th overall, with 

401 firms, or 2.90% of the total), and Recife (10th, with 370 firms, or 2.68% of the 
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total). However, Salvador has only 7 firms more than Fortaleza, and 38 more 

than Recife, implying that Salvador’s lead on these cities is very small.  

 

Figure 4 – Number of media firms in the top 10 cities among the Brazilian state 
capitals - 2006 
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 Source:  RAIS (2006) 

  

 In relation to the number of employees there was a total of 276,259 people 

employed in the Brazilian media related creative industries for the year of 2006. 

The city of São Paulo ranks 1st with a total of 88,333 employees, or 31.97% of 

total employment among capitals, and the city of Rio de Janeiro ranks 2nd with a 

total of 46,010 employees, or 16.65% of the total; they correspond to 48.63% of 

total employment among the state capitals. As shown in figure 5, in 2006, 

Salvador ranks number 8, with a total of 7,785 employees, or 2.82% of total 

employment among the state capitals. Considering the largest northeast 

economies, Salvador had a lead over both Fortaleza and Recife. In 2006, 
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Salvador has 915 more jobs than Fortaleza (9th, with a total of 6,870 jobs, or 

2.49% of total the total among capitals), and 1,176 more jobs than Recife (10th, 

with a total of 6,609 jobs, or 2.39% of total employment among the state 

capitals). 

 

Figure 5 - Number of employees in media firms in the top 10 cities among the 
Brazilian state capitals - 2006 
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Source:  RAIS (2006) 

 

4.1.2 Film 
 

 In the film industry, as shown in figure 6, for 2006, Salvador ranks 7, out of 

27 state capitals with a total of 49 firms, or 3.94% of the total number of firms. 

Salvador has 16 more firms than Fortaleza (9th, with 33 firms, or 2.65% of the 

total), and 23 more than Recife (10th, with 26 firms, or 2.09% of the total).  
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Figure 6 - Film - number of firms – Top 10 cities among the Brazilian state 
capitals - 2006 
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 Source:  RAIS (2006) 

 

 In terms of employment in the film industry for, the year of 2006, Salvador 

occupies the 7th position out of 27 capitals, with a total of 306 jobs, or 3.09% of 

the total employment in 2006 (see figure 7). In comparison, Fortaleza ranks 8th 

with 228 jobs, or 2.30% of the total. Recife ranks 12th, with 130 jobs, or 1.41% of 

the total. For 2006 Salvador has 78 more jobs than Fortaleza and 176 more than 

Recife.  
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Figure 7 - Film - number of employees – Top 10 cities among the Brazilian state 
capitals - 2006 
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 Source:  RAIS (2006) 

 

4.1.3 Music 
 

 In spite of the great success of Salvador’s musicians and the fact that the 

city carnival is a showcase for local music talent, when it comes to activities 

related to the recording industry the city ranks 6th  (tied with Belo Horizonte) out 

of the 27 capitals, with 12 firms, or 4.29% of the total, for 2006 (see figure 8). 

Recife, on the other hand, ranks 3rd, with a total of 17 firms, or 6.07% of the total, 

(outranking Salvador in 4 positions). In addition, Fortaleza ranks number 5 out of 

27, with 13 firms, or 4.6% of the total. However the difference from Salvador to 

Recife (only 5 firms more) and to Fortaleza (only 1 firm less) is small. 
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Figure 8 - Music - number of firms – Top 10 cities among the Brazilian state 
capitals - 2006 
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 Source:  RAIS (2006) 

 

 In terms of employment in the music industry (figure 9), Salvador ranks 

10th in 2006 with 43 jobs (2.04% out of the total) against Fortaleza’s 3rd position 

(with 137 jobs, or 6.51% out of the total) and Recife’s 6th position (with 90 jobs, or 

4.28% out of the total).    
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Figure 9 - Music - number of employees – Top 10 cities among the Brazilian 
state capitals - 2006 
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 Source:  RAIS (2006) 

 

4.1.4 Publishing 
 

 Figure 10 shows that in the publishing industry, in 2006, Salvador ranks 

10th out of 27 state capitals, with a total of 74 firms, or 2.21% out of the total. 

Recife, at 9th place, has a total of 87 firms or 2.60% of the total among state 

capitals. Fortaleza, on the other outranks Salvador in three positions, and 

occupies the 7th position with 126 firms, or 3.76% out of the total.   
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Figure 10 - Publishing - number of firms – Top 10 cities among the Brazilian 
state capitals - 2006 
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 Salvador had 1,452 jobs (2.11% out of the total) in the publishing industry 

in 2006, ranking 10th out of the 27 state capitals. Both Fortaleza (6th place, 2,352 

jobs, 3.42% out of the total) and Recife (7th place, 2,275 jobs, 3.30% out of the 

total) are ahead of Salvador as shown in figure 11.   
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Figure 11 - Publishing - number of employees – Top 10 cities among the 
Brazilian state capitals - 2006 
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 Source:  RAIS (2006) 

 

4.1.5 Radio 
 

 In terms of radio activities, for the year of 2006 Salvador ranks 7th out of 

the 27 capitals, with a total of 23 firms or 5.44% of the total (see figure 12). Not 

far behind, Fortaleza ranks 9th, with 19 firms that correspond to 4.49% of the 

total. Recife (with 12 firms) is not among the top ten for this industry.  Salvador 

has 4 more firms than Fortaleza, and 11 more than Recife.   
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Figure 12 - Radio - number of firms – Top 10 cities among the Brazilian state 
capitals - 2006 
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 In regard to employment in the radio industry, Salvador ranks 9th out of the 

27 capitals, with 332 jobs. Fortaleza (8th) is slightly ahead Salvador in this matter 

with a total of 343 jobs (figure 13). Recife (ranks 12th, with 265 jobs) and is not 

among the top ten.  

Figure 13 - Radio - number of employees – Top 10 cities among the Brazilian 
state capitals - 2006 
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4.1.6 Software 
 

 In the software industry, Salvador occupies the 8th position among the 

Brazilian state capitals for the year of 2006, with a total of 240 firms that 

represents 2.90% out of the total (see figure 14). Recife is right behind in the 9th 

position (with a total of 223 firms, or 2.71% of the total), followed by Fortaleza in 

the 10th position (with a total of 202 firms, or 2.45% of the total). 

  

Figure 14 - Software - number of firms – Top 10 cities among the Brazilian state 
capitals - 2006 

116 0

70 8
553 53 5

4 3 0
2 6 7 2 4 0 2 2 3 2 0 2

2 78 8

0

500

1000

1500

2000

2500

3000

S
ão

 P
au

lo

R
io

 d
e

Ja
ne

iro

B
el

o
H

or
iz

on
te

C
ur

iti
ba

P
or

to
A

le
gr

e

B
ra

sí
lia

G
oi

ân
ia

S
al

va
do

r

R
ec

ife

F
or

ta
le

za

0,00%

5,00%

10,00%

15,00%

20,00%

25,00%

30,00%

35,00%

40,00%

 

 Source:  RAIS (2006) 

 

In terms of employment in the software industry in 2006, Salvador is in the 

8th position among the state capitals, with a total of 4,832 jobs, followed by Recife 

at 9th (3,426 jobs, or 2.30% of the total), and Fortaleza at the 10th position (2,714 

jobs or 1.83% of the total), as shown in figure 15.  
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Figure 15 - Software - number of employees – Top 10 cities among the Brazilian 
state capitals - 2006 
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 Source:  RAIS (2006) 

 

4.1.7 TV 
 

 Regarding TV related activities, in 2006, Salvador shares with Belo 

Horizonte the 4th position in number of firms among the Brazilian state capitals 

(see figure 16). Salvador has 10 firms, representing 3.29% of the total, and its 

advantage to the two other largest state capital economies in the northeast was 

as follows: the city has two more firms than Fortaleza (tied in 6th place with 

several other capitals), and five more than Recife (tied in 9th place with other 

capitals).   
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Figure 16  - TV - number of firms – Top 10 cities among the Brazilian state 
capitals - 2006 
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Salvador ranks 8th among the Brazilian state capitals regarding 

employment in the TV industry in 2006 (figure 17). The city has a total of 820 

employees in this industry, which represents 2.28% of the total employment 

among the Brazilian capitals. Fortaleza with 1,096 ranks number 5 (3 positions 

ahead Salvador), which represented 3.04% of the total employment. Recife, on 

the other hand is at the 16th position (8 behind Salvador) with 423 jobs, or 1.17% 

out of the total of the capitals.  
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Figure 17 - TV - number of employees – Top 10 cities among the Brazilian state 
capitals - 2006 
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Source:  RAIS (2006) 

 

4.1.8 Salvador’s core media related creative indust ries: evolution in the 
number of firms and employees 
 

 The number of firms in Salvador’s media industries remained stable from 

2000 to 2006, with the exception of the software industry which grew during this 

period (see table 4 and figure 18). Possible explanations for the growth of the 

software industry include the growing service economy in the city, the increase in 

the number of schools and graduates in the computing area, and 

investments/strategies elaborated by the state government in association with 

local business associations. The publishing industry presents some growth up to 

2002, and then shows some decline. In radio the number of firms increases in 

2002; returns to the level of 2000 in 2003; and then starts a period of stability up 
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to 2006. From 2001 to 2003 the film industry experiences some decline in 

number of firms but achieves stability in the period from 2004 to 2006. The 

number of firms in the TV industry increases from 2002 to 2003, and then 

remains constant until 2006. Finally, the music industry, remains constant in 

number of firms from most of the period from 2000 to 2005, with its lowest 

numbers in 2002 and in 2003, and then gains some momentum in 2006 when it 

reaches the mark of 12 firms.   

 

Table 4 – Evolution in the number of media firms – Salvador, 2000-2006 

 
Industry  2000 2001 2002 2003 2004 2005 2006 
Film 73 74 62 53 48 51 49 
Music 5 3 1 2 3 5 12 
Publishin
g 39 48 74 77 78 78 74 
Radio 22 34 42 23 22 21 23 
Software 150 99 148 146 173 183 240 
TV 6 6 8 12 11 11 10 
Total  295 264 335 313 335 349 408 
 

Source:  RAIS (2000-2006) 
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Figure 18 - Evolution in the number of media firms – Salvador, 2000-2006 
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Source:  RAIS (2000-2006) 

 

Employment in the radio, film, and music industries remains practically 

constant in the period from 2000 to 2006 (see table 5 and figure 19). In the 

software industry, the largest employer, the lowest number of employment was in 

2001. However, the number of jobs in the industry grows from 2001 to 2002, and 

experiences a moderate growth from 2002 to 2004. It declines slightly in 2005, 

and then grows in 2006. Employment in the TV industry is mostly constant from 

the period ranging from 2000 to 2004; it experiences a more robust growth in 

2005; and finally fell slightly in 2006. Employment in the publishing industry 

grows from 2000 to 2002 (following the growth in the number of firms) but 

becomes stable in the period from 2003 to 2006.      
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Table 5 - Evolution in the number of employees at media firms – Salvador, 2000-
2006 

 
Industry  2000 2001 2002 2003 2004 2005 2006 

  Film 367 379 375 319 325 336 306 
  Music 23 1 1 1 4 8 43 
  Publishing 336 504 1653 1328 1369 1335 1452 
  Radio 317 452 379 323 313 332 332 
  Software 2627 1970 3634 3875 3878 2959 4832 
  TV 673 594 673 662 693 888 820 
Total  4343 3900 6715 6508 6582 5858 7785 
 

Source:  RAIS (2000-2006) 

 

Figure 19 - Evolution in the number of employees at media firms – Salvador, 
2000-2006 
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 From 2000 to 2006 total employment in Salvador’s media industries is 

strongly correlated to number of firms (0.88). The same holds true for most of the 

firms considered individually: film .88, music .95, publishing .95, radio .74, and 

software .80. The only exception is TV with a correlation of only .51, probably 
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due to the fact that 3 out of the ten 10 TV firms are medium size, meaning that a 

smaller number of firms in this industry employ a larger number of people. This is 

particularly interesting for media related creative industries aiming to foster 

development, as increases in the number of firms should also lead to increase in 

the numbers of employment.    

 The historical patterns in number of firms and employment in Salvador’s 

media related creative industries demonstrate that with the exception of the 

software, media industries either grew modestly or are stagnant in terms of 

numbers and employment in Salvador.   

4.1.9 Evidences of media related creative industrie s concentration among 
the Brazilian state capitals– positioning for Salvad or  
 

Based on the data collected from RAIS, Salvador’s media related creative 

industries can be regarded as incipient. The data shows that although Salvador’s 

ranks number 8 in number of firms among the state capitals, and one may say 

the city is well positioned considering that there are 27 state capitals in Brazil, the 

fact is that Salvador could have a more developed set of media creative 

industries, especially if we consider that its people are generally regarded as 

highly creative and innovative (as expressed in its music, arts, and popular 

manifestations).   

The recording industry, for example, is underdeveloped in spite of the fact 

that the city’s carnival showcases local bands every year, and the carnival itself 

became a strong industry in the city. In spite of the potential and the national 

visibility of the local music scene, Salvador had only 12 recording firms in 2006 
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and was ranked number seven7 out of the capitals (along with Belo Horizonte). 

The work of Flavia Ferreira, Jussara Borges, and Othon Jambeiro (2007) on 

Salvador’s recording industry identified a similar trend that reinforces the 

immaturity of the sector in Salvador. They researched 11 recording studios in 

Salvador and found that 10 out of the 11 initiated their activities only in the 90s 

(with the exception of the WR Productions, which started in the 70s). They also 

indicate that 73% of the firms were either small or micro, and the remaining 

medium size, confirming the small scale of the local recording industries 

indicated by the RAIS data. They also identified some technological deficit as 

36% of the studios still used an analog matrix.  

In the software industry, interviews with business leaders revealed their 

perception that Salvador’s market and industry has the potential to grow but it is 

still underdeveloped (especially in comparison to the size of the economy). The 

RAIS data demonstrated that the software industry is the only sector growing 

among the media related creative industries in the city of Salvador (vide graphic 

15). My interviews with policy makers at the state level, and business leaders 

demonstrate that they are interacting and implementing strategies that should 

foster the reach of Salvador’s IT industry31. Although Santos, Borges and 

Jambeiro (2007) demonstrate that the industry is still young and local, and tend 

not to explore opportunities outside Salvador, they also show its importance to 

Salvador’s transition to the information age;  and I believe that public policy can 

lead the way. 

                                                 
31 Pertinent policies related to the software/IT industry will be addressed in the next chapter. 
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The low numbers indicated by the RAIS database for the publishing 

industry in Salvador are confirmed by Barros, Borges e Jambeiro (2007) as they 

demonstrate that the local publishing industry is small, and most of what is sold 

in the city comes from editors located in the southeast of Brazil (where São Paulo 

and Rio de Janeiro are located). Their main findings indicate that the editorial 

market in Salvador is in early stages, has low professionalization, lacks a clear 

editorial policy, lacks in many cases an editorial board, and tends to be small and 

focused on local authors. 

The film industry is also underdeveloped but it seems there are some 

concrete initiatives to foster a local audiovisual cluster (which should include TV) 

as will be discussed in the next chapter. TV related activities, on the other hand, 

also tend to be small and be composed mostly of affiliates from major networks. 

The radio industry is also small according to the data collected from RAIS. 

In addition, as demonstrated by Ross et al (2007) radio stations in Salvador are 

using few of the potentials allowed by the process of digitalization in the country, 

with the exception of radios affiliated to major local media groups (such as Globo 

FM, Bahia FM,  and Band News) which tend to be more advanced 

technologically.  

One of the main arguments discussed in the literature review was the 

importance of cities in the information society. In fact, with the information society 

and the further implementation of the so-called global flows, cities gain 

importance as discussed in chapter 2. The argument towards the importance of 

cities was used to demonstrate that the creative industries should be studied 
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within a more reduced scope, at the local level, as a complement to the 

traditional approach that looks at big national systems, since they tend to 

concentrate in cities due to these industries reliance on proximity and 

agglomeration. This is particularly intriguing in the media related creative 

industries, since public policy and studies of media industries tend to concentrate 

on national arrangements rather than cities or regions.  

 The data from RAIS demonstrated that the cities of São Paulo and Rio de 

Janeiro account for the greatest concentration of firms and employment in the 

media industries among the Brazilian capitals: respectively 34.01% and 14.88% 

in number of firms, and 31.97% and 16.65% in number of jobs. Whereas together 

the cities of São Paulo and Rio concentrate 48.89% of jobs and 48.63% of the 

total employment in the core media related industries among the capitals, the top 

ten capitals together correspond to 84.95% of the total number of firms and 

87.62% of total employment among the 27 state capitals.  

 The concentration of core media firms within certain cities is also evident 

at a broader national level. In 2006 there were a total of 31,931 media related 

creative firms in Brazil, and national employment in these industries was 

455,080. In regard to the number of firms, the city of São Paulo had 14.72% of 

the total national employment, the city of Rio de Janeiro had 6.44%, and the top 

10 capitals32 had 36.77% of the national total. These numbers represent a large 

concentration of the media industry, especially considering that Brazil has more 

than 5,000 municipalities.  

                                                 
32 In number of firms among the 27 Brazilian state capitals; including the cities São Paulo and Rio 
de Janeiro. 
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 Across Brazil, employment in the media industries was even more 

concentrated than the number of firms. The city of São Paulo had 19.41% of the 

total national employment, the city of Rio de Janeiro had 10.11%, and the top ten 

capitals33 had 53.19%.  

 Media industries’ concentration at certain cities also is reproduced at the 

local and regional levels. In the case of Salvador, although it ranks 8th among the 

Brazilian state capitals in number of firms, its dominance in media in the state of 

Bahia is evident in the map below (figure 20). Salvador’s 408 firms corresponded 

to 28.37% of the 1,438 existing media firms in the state of Bahia in 2006. 

Salvador and Feira de Santana (number 2 with 81 firms), and Lauro de Freitas 

(number 3 with 55 firms), accounted for 544 media firms, or 37.83% of the state 

total. 

 

 

 

 

 

 

 

 

 

 

                                                 
33 This is in terms of media employment among the 27 Brazilian state capitals; including the cities 
São Paulo and Rio de Janeiro. 
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Figure 20 – Media industries concentration in the state of Bahia - 2006 

 

Source:  RAIS (2006)      

 

 The conclusion is that the proximity/agglomeration offered by the state 

capitals matter for the location of the media related creative industries in Brazil.

 Based on the RAIS data, it is possible to infer that the Brazilian media 

related creative industries tendency to concentrate is both a challenge and an 

opportunity for Salvador.  

Salvador 
Feira de Santana 
Lauro de Freitas 
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In terms of challenges, many of Salvador’s creative talent still migrate to 

Rio and São Paulo in the search of better developed media markets. This 

phenomenon has a reinforcing power because as more people move to Rio and 

São Paulo, the stronger their control of media industries get. In addition, since 

Rio and São Paulo export their media products and services, Salvador’s media 

industries have the disadvantage of competing with firms that have a larger 

scale. The challenge for Salvador is then to create its own media cluster so it can 

retain and use its talent base, and it produce media and compete with Brazil’s top 

media cities.     

There are of course, several opportunities for the city of Salvador to 

reverse this logic, and one of them is by incorporating its unique cultural identity 

into its media products, so they will become differentiated and more competitive. 

The fact that new media outlets are still on the making, is another opportunity for 

the city since it can use its existing base to specialize in certain niches that still 

not explored by major centers. 

In addition, the city of Salvador is a beneficiary of the same logic of 

concentration and agglomeration, as it concentrates most of the media outlets in 

the state of Bahia. The quote below, from a representative of the Bahia Film 

Commission, clearly indicates how the Salvador benefits from this dynamic: 

 

Salvador was chosen [to headquarter the Bahia Film Commission] 

because it is the Government [state] headquarters. As it happens in 

most of the capitals, there is a larger concentration of audiovisual 



 

 89

professionals, resources, and institutions willing to finance the 

production process in the city of Salvador. (Representative from the 

Bahia Film Commission, personal communication, September 25, 

2008) 

  

4.2 Characterizing Salvador’s media related creative  industries: firms 
size; employees wage, working regime, education, gen der, age; and 
higher education opportunities 
 

 This section also uses data from the Brazilian MTE’s RAIS database in 

order to characterize Salvador’s media related creative industries in terms of 

firms’ size, employees’ wage, working regime, education, gender and age.  

 

4.2.1 Firms size 
 

 It is necessary to offer some considerations before analyzing Salvador’s 

media related creative industries’ size. Generally firms are classified in Brazil as 

either micro, small, medium, or large enterprises; however there are two main 

techniques to classify companies within these parameters: by gross revenue, 

which is used by the Brazilian Federal Revenue Services, or by number of 

employees, which is used by Brazilian Micro and Small Enterprises Support 

Agency (SEBRAE). This dissertation used the classification based on the number 

of employees; however, as demonstrated in table 6, the criterion based on 
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employees will vary depending on whether the business under scrutiny is 

considered to be part of the industry or commerce/service sector.  

 

Table 6 – Classification of industries by number of employees 

 
Firm Size Industry Commerce 

and service 
Micro Up to 19 

employees 
Up to 9 
employees 

Small From 20 to 
99 

From 10 to 
49 

Medium From 100 
to 499 

From 50 to 
99 

Large 500 or 
more 

100 or more 

 

Source : SEBRAE-São Paulo (2008)   

 

 This dissertation adopts the classification based on employee numbers for 

the industry sector since it is analyzing media at Salvador through a creative 

industry perspective. In spite of this methodological decision, in practical terms, 

even if the dissertation had adopted a classification based on commerce and 

service, the results would be close to the ones obtained by using the industry 

classification. 

 Based on the number of employees within the industry classification, in 

2006, 96.81% of the core media related creative industries in Salvador is either 

micro (86.52% of the total) or small (10.29% of the total). Salvador has no 

medium or large firms in the film, music, and radio industries; in fact only 
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publishing (with 2 medium and 1 large), software (5 medium, 2 large), and the TV 

industry (3 medium) had bigger firms (see table 7, figure 21).    

Table 7 – Media firms’ size – Salvador - 2006 

Industry 

Firm Size  

Micro  Small  Medium  Large  Total  

Film 46 3 0 0 49 

Music 12 0 0 0 12 

Publishing 65 6 2 1 74 

Radio 18 5 0 0 23 

Software 207 26 5 2 240 

TV 5 2 3 0 10 

Total  353 42 10 3 408 

 

 Source:  RAIS (2006) 

Figure 21 - Media firms’ size – Salvador - 2006 
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Nevertheless, considering all state capitals together, 97.13% of firms are 

either micro (86.44%) or small (10.69%), and only 2.86% are either medium 

(2.29%) or large (0.57%), indicating that firms’ size in Salvador was not very 

different from that of other state capitals. 

 

4.2.2 Wages 

 
 Employees’ wages for 2006 was measured in units of minimum wage 

(mw)34 35. In Salvador most of the employees (63.07%) received between 1.01 

and 5 mw (s) in 2006 (table 8, figure 22). The second largest group is those 

receiving between 5.01 and 10 mw (s), which represent 21.84% of the total. 

Higher and medium wage groups represents 11.42% of the total (10.01 to 15 

was 7.41%; 15.01 to 20 was 2.12%; and 20 or more was 1.89%). People 

receiving up to 1 mw represent 3.25% of the total. Salvador’s proportions are 

similar to the average of all capitals in which 60.16% receive from 1.01 to 5 mw 

(s); 19.69% from 5.01 to 10 mw (s); 16.55% higher than 10 mw (s); and 2.70% 

up to one mw. 

 

 

 

 

                                                 
34 The wage categories presented above grouped some of RAIS’ original categories into a single 
category.  
35For reference the monthly minimum wage in Brazil in April 1 of 2006 was R$ 350 (Brazilian 
Reais). In April 1, 2007 it was R$ 380, and it is currently R$ 415. The exchange rate in July 30, 
2008 was 1 US Dollar = 1 Brazilian Real.   
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Table 8 – Employees wage – Salvador – 2006 

 

Industry 

Minimum wage range  

Up 
to 1 

From 
1.01 to 
5 

From 
5.01 to 
10 

From 
10.01 to 
15 

From 
15.01 to 
20 

20 or 
more Unknown Total 

Film 60 223 19 2 0 0 2 306 
Music 3 34 6 0 0 0 0 43 

Publishing 39 877 343 113 36 32 12 1452 
Radio 7 226 80 7 5 6 1 332 

Software 127 3220 963 347 103 58 14 4832 
TV 17 330 289 108 21 51 4 820 

Total  253 4910 1700 577 165 147 33 7785 
Source:  RAIS (2006) 

 

Figure 22 - Employees wage – Salvador - 2006 
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  Source:  RAIS (2006) 
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4.2.3 Working regime  
 

 The working regime is defined here as either part-time (up to 30 hours a 

week) or full-time (more than 30 hours a week)36. In 2006, 92.63% of the total 

employment in Salvador’s media industries was full-time and only 7.37% part-

time. Salvador’s numbers are very close to the average of the state capitals, in 

which 8.18% of employment was part-time, and 91.82% full-time (see table 9 and 

figure 23).  

 

Table 9 – Working regime – Salvador – 2006 

 

Industry 

Employees’ working 
regime 

Part -
time 

Full -
time Total  

Film 44 262 306 
Music 0 43 43 

Publishing 138 1314 1452 
Radio 75 257 332 

Software 208 4624 4832 
TV 109 711 820 

Total  574 7211 7785 
 

   Source:  RAIS (2006) 

 

 

 

 

                                                 
36 The original categories in the RAIS database for working regime in weekly hours were: up to 
12; 13 to 15; 16 to 20; 21 to 30; 31 to 40; 41 to 44; 45 to 48; more than 48; and ignored.  
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Figure 23 – Working regime – Salvador – 2006 
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   Source:  RAIS (2006) 

4.2.4 Education  
  

 In 2006, the level of education in Salvador’s media industries for 2006 was 

relatively high: 45.67% of employees had a high school degree, 16.36% had 

some college education and 29.74% had college education; these three 

categories corresponded to 91.77% of the total (table 10, figure 24). Those with 

some high school37 education represent 8.16% of the total. The number of 

illiterate people is irrelevant: one at the publishing industry, and one at the radio 

industry. There was only one employee with a master degree (in the software 

industry), and there was no doctoral degree holders working in the media 

industries in 2006. 

   

                                                 
37 The following categories from RAIS were aggregated in the category “Up to High School – 
incomplete”: up to 4th grade incomplete, up to 4th grade complete, up to 8th grade incomplete, up 
to 8th grade complete, and high school incomplete.  
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Table 10 – Employees level of education – Salvador – 2006 

 

Industry 

Level of education 

Illiterate 

Up to High 
School 
(incomplete) 

High 
School 

College 
(incomplete) College Masters Doctorate Total 

Film 0 43 233 10 20 0 0 306 
Music 0 12 23 3 5 0 0 43 

Publishing 1 192 568 216 475 0 0 1452 
Radio 1 66 186 30 49 0 0 332 

Software 0 224 2249 880 1478 1 0 4832 
TV 0 99 297 135 289 0 0 820 

Total 2 636 3556 1274 2316 1 0 7785 
 

Source:  RAIS (2006) 

 

Figure 24 - Employees level of education – Salvador - 2006 
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  Source:  RAIS (2006) 

 

 The education level within Salvador’s firms was high when compared to 

the total of all capitals. Whereas Salvador’s employees with a high school, some 
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college education, or college education comprised 91.77% of the total, the sum 

of these categories among all Brazilian state capitals represented only 82.68% of 

the total. On the other hand, while the number of people with graduate education 

in all capitals was small (0.17% of the total), Salvador had an even smaller 

percentage of masters and doctors (0.01% of the total).       

 

4.2.5 Gender 
 

 In 2006, males represent 60.59% of the total number of employees within 

the media creative industries in Salvador for the year of 2006, while females 

represent 39.41% of the total workforce (table 11, figure 25). In 2006, males lead 

females in employment in all of the media creative industries: 57.84% vs. 42.16% 

in film; 65.12% vs. 34.88% in music; 65.63% vs. 41.25% in publishing; 66.87% 

vs. 30.12% in radio; 59.69% vs. 40.31% in software; and 67.44% vs. 32.56% in 

TV. 
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Table 11 – Gender – Salvador – 2006 

 

Industry 

Gender    

Male Female Total  

Film 177 129 306 

Music 28 15 43 

Publishing 853 599 1452 

Radio 222 110 332 

Software 2884 1948 4832 

TV 553 267 820 

Total  4717 3068 7785 

   

   Source:  RAIS (2006)  

 

Figure 25 – Gender – Salvador - 2006 
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 When all capitals are considered together, in 2006, men correspond to 

58.45% of the total employment, while women represent 41.54% of the total, 

indicating that males’ dominance is not unique to the city of Salvador.  

4.2.6 Age 
 

 In 2006 employment in Salvador’s media industries is mostly concentrated 

in the age groups from 25 to 29 (24.39%), 30 to 39 (27.99%), and 40 to 49 

(20.42%); these three age groups correspond to 72.81% of total employment 

(see table 12 and figure 26). The youngest age groups (up to 17, and 18 to 24) 

correspond to 17.10% of the total, while the groups above 50 (50 to 64, and 65 or 

more) correspond to 10.10% of the total.   
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Table 12 – Employees age group – Salvador – 2006 

 

Industry 

Age group  

Up to 

17 

18 to 

24 

25 to 

29 

30 to 

39 

40 to 

49 

50 to 

64 

65 or 

more Total  

Film 0 92 87 64 46 16 1 306 

Music 0 4 10 13 9 7 0 43 

Publishing 7 179 278 447 371 151 19 1452 

Radio 4 19 45 111 104 44 5 332 

Software 25 935 1311 1273 824 450 14 4832 

TV 18 48 168 271 236 70 9 820 

Total  54 1277 1899 2179 1590 738 48 7785 

 

Source:  RAIS (2006) 

Figure 26 - Employees age group – Salvador - 2006 
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Employment per age groups in the total of state capitals for 2006 was as 

follows: 69.56% in the age groups from 25 to 49; 21.07% in people up to 24; and 

9.37% over 50. This indicates that Salvador’s distribution of employment within 

age is similar to the total of all state capitals.     

 

4.2.6 Education programs 
 

 Table 13 provides the number of undergraduate programs that are related 

to the media industries in Salvador. Data was selected from the INEP database, 

and a total of 72 undergraduate programs were considered to be related to the 

media industry. Note that there is no exact correspondence between the 

undergraduate programs listed on table 13 and the media related creative 

industries (film, music, publishing, radio, software, TV, and video games), but an 

approximation is possible. There are a total of 18 courses in Computer Science, 

System Analysis and similar programs, which can be considered related to the 

software industry. The area of communication, with the highest number of 

courses (28) can be related to different industries, even though it is more likely 

related to the film, publishing, radio and TV industries. Journalism with a total of 

12 programs can be related to the publishing industry. There was also 1 program 

in cinema and video, and 2 in radio and TV.  Finally, music had 11 programs.  
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Table 13 – Undergraduate programs related to the media industries – Salvador - 
2008 

 
Courses directly 
related to the media 
industries 

Number of 
Programs 

Computer Science, 
System Analysis, and the 
Like 1938 
Communication 28 
Cinema and Video 1 
Radio and TV 2 
Journalism 12 
Music 11 
Total  72 

   

  Source: INEP (2008)  

 

 While looking at undergraduate programs requires some approximations, 

the lack of perfect correspondence is more evident at the graduate level. 

Graduate courses allow students to tackle themes that cross areas of knowledge 

and certain boundaries that are better demarcated at the undergraduate level. 

This does not mean that there are no established boundaries at the graduate 

level (sometimes they are much stronger than one would expect) but simply to 

say that there is no impediment for a business graduate student to study the 

music, film, or computer industry. The same would apply to a historian, or a 

sociologist, and so on. Even in the software industry, there are no impediments, 

                                                 
38 A “sequential” program from UNIFCAS on Websites Conception and Development was 
included in this count, since it was the only “sequential” higher education program in the INEP’s 
SiedSup Portal. A “sequential” program offers high-degree programs that are awarded in two 
years. Other universities, such as UNIJORGE, also offer sequential programs, but they were 
listed in the SiedSup Portal as regular undergraduate programs.  
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so that an engineer might be conducting research at the graduate level that 

would be more connected to software. Nevertheless it is possible to make an 

approximation of graduate programs offerings at Salvador that are related to the 

media creative industries. This approximation was made by simply looking at 

graduate program offerings in areas that corresponded to the selected 

undergraduate courses. Although this is a very imperfect approach, it at least 

provides some insight on graduate programs that can be directly connected to 

Salvador’s media industries. Table 14 provides a list of graduate programs 

according to this criterion. A total of six graduate programs were identified: 3 are 

computer related programs, 2 communication related programs, and 1 in music.   

 

Table 14 - Graduate programs related to the media industries – Salvador - 2006 

 
Program  Number of programs by level  

Master  Doctorate  Professional 
Master 

Computer 
Science, System 
Analysis, and the 
Like 

2 1 1 

Communication 
and 
contemporary 
culture 

2 2 - 

Music 1 1 - 
 

  Source : CAPES (2008)    
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4.2.7 Characterizing Salvador’s media related creati ve industries 
 
 

The comparison of several characteristics of the city’s media industries, 

such as firms’ size, employees’ age, wage, working regime, gender, and 

education, indicates that Salvador’s reality is not different from the other Brazilian 

capitals. Overall, all capitals (including São Paulo and Rio de Janeiro) are very 

similar in regard to these characteristics.  

 It is important to note that the fact that the media related creative 

industries in Salvador are preponderantly micro and small, and this poses 

additional difficulties for their development. A VOX POPULI Institute research for 

SEBRAE provides some indications of problems that micro and small enterprises 

face in Brazil. VOX POPULI researched 6,726 micro and small existing firms 

about their main difficulties in conducting their business, and the top ten 

difficulties are as follows: 

 

Table 15 – Micro and Small firms’ difficulties for conducting business in Brazil 

 
High taxes  31% 
Lack of qualified human 
resources 

16% 

Lack of working capital 16% 
Competition 14% 
Lack of clients 14% 
Customers’ default  7% 
Lack of credit 7% 
Financial difficulties 6% 
Lack of management skills 4% 
Countries economic crisis 4% 

     

Source : VOX POPULI (2007) 
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VOX POPULI also researched the causes that led to the closing of micro 

and small enterprises. The top ten causes are as follows: 

 

Table 16 – Reasons for micro and small business closing in Brazil 

 
Lack of clients 29% 
Taxes 22% 
Lack of working capital 13% 
Divergences with partner/owner 11% 
Financial difficulties 11% 
Lack of management skills  10% 
Low revenues 8% 
Bad location 6% 
Lack of interest in continuing the 
business 

6% 

Lack of qualified human 
resources 

5% 

 

Source : VOX POPULI (2007) 

 

 The VOX POPULIS research provides evidence of some of the main 

problems faced by micro and small enterprises in Brazil, and although their 

research divides the economy into commerce, service, and industry sectors, it is 

reasonable to assume that its findings also apply to the sub-sector of the media 

related creative industries. However, these difficulties are  not exclusive to Brazil, 

and Weckerle et al. (2008) indicates that the firms within the creative industries in 

Switzerland (which are predominantly small) constantly face difficulties in getting 

credit and public funding because financial institutions tend to see them as not 

creditworthy, which makes their access to markets more difficult. Future policy 
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interventions to foster the creative industries in Salvador should then be aware 

that the small size of firms in the sector may require special attention due to 

additional challenges, as indicated in the VOX POPULI research.      

  

4.4 Chapter conclusions  
 

 

 Salvador media industries were characterized in this chapter using 

different demographic information including firms’ size, employees wage, working 

regime, education, gender, and age. The conclusion is that when the same 

characteristics of Salvador’s media industries are compared to those of the other 

Brazilian state capitals, the city’s industries are very similar to those of the other 

cities. In regard to higher education opportunities the most important issue to be 

pointed out is the existence of courses that target media specifically (such as 

Film, and Radio and TV programs) which a few years ago did not exist in the city. 

In addition, it is evident that the city has a solid academic basis in computing and 

software. It is also important to notice that the fact that the core media related 

creative industries in Salvador are mainly small poses some additional 

challenges for their development as indicated by the VOX  

POPULI (2007) research. Nevertheless, this small size is also evident in the 

other capitals, and as indicated by Weckerle et al. (2008) it is a characteristic of 

firms in developments nations (such as Switzerland). 
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 The data presented in the chapter also indicate that the Brazilian core 

media related firms tend to concentrate/cluster in certain cities (mostly in São 

Paulo and Rio de Janeiro), reinforcing the idea of the importance of specific 

locations and the logic of proximity/agglomeration. This makes evident the 

necessity of studying media at the city level as indicated by Curtin (2003), and 

Scott (2000). This pattern of concentration also confirms the idea that not all 

regions can benefit from a creative industries/city approach (Oakley 2004) and 

that most of the places are not getting the benefits from the information society 

(Hepworth and Robins 1988). However, interventions based on public policy can 

‘break’ the logic of proximity/agglomeration by creating the conditions for the 

constitutions of new media capitals, as should be discussed in the dissertation’s 

conclusion chapter.  

 Another issue that emerges from the data regarding concentration of core 

media related creative firms among the Brazilian state capitals is the relativity of 

the term core and non-core cities, and the need to reassess them. For example, 

if the global flows of media are used as reference, then Salvador is far from been 

considered a core city, and so would be São Paulo and Rio de Janeiro. If the 

referential is the country of Brazil, then São Paulo and Rio de Janeiro assume a 

greater status and might be considered core media centers. In this case, as the 

data indicated, Salvador would still be a relatively small media center. On the 

other hand, when the state of Bahia is the referential, it is clear that the city of 

Salvador is a dominant player. This issue will be explored in more details in the 

dissertation conclusion. 
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Chapter 5 – The incorporation of a concept: the cre ative 
industries in Salvador’s formal development plannin g and 
economic development strategies  
 

 

 This chapter aims to analyze how the creative industries relate to local 

government’s formal development planning and economic strategy in the city of 

Salvador. In addition, particular attention is given to the role of the media related 

creative industries in these strategies/plans. The analysis consisted of the search 

for indications of the incorporation of the creative industries and its media subset 

into Salvador’s government formal economic development planning and 

strategies. As indicated in the methodology the analysis focused primarily on the 

analysis of three documents: Salvador’s 2004 PDDU, Salvador’s Economic 

Strategy of 2005, and Salvador’s 2008 PDDU. Interviews with actors involved in 

the preparation of the PDDUs and in the Economic Strategy, and in the 

implementation of some of the plans/strategy’s proposals complemented the 

document analysis. This chapter, then, addresses the dissertation’s third 

research question: How do Salvador’s municipal government formal development 

planning and economic development strategies incorporate the creative 

industries? 

 

5.1 Salvador’s 2004 PDDU 
 

 The first municipal government’s formal plan to associate culture with an 

economic perspective in the city was the Salvador’s 2004 PDDU. According to a 
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government official from Municipal Secretariat of Planning (SEPLAM), who was 

involved in the elaboration of both the 2004 and 2008 PDDUs, the 2004 PDDU 

was pioneer in considering the economy as a central theme in Salvador’s urban 

planning. He says that several studies made for the city government, as a 

preparation for the 2004 PDDU, indicated the importance of culture as a source 

of economic development. According to him, 

 

The introduction of this theme [economic value of culture] in the 

municipal planning happened during the studies in the late 1990s 

for the Directorate Plan approved in 2004. This plan, for the first 

time, addressed the economic activity as a central theme in the 

municipal urban policy, based mostly on studies specifically 

developed for the Municipality. The study Salvador’s Economic 

Dynamic (1999), coordinated by professor Paulo Henrique de 

Almeida from the Faculty of Economics at the Federal University of 

Bahia, emphasized the activities related to culture as one of 

Salvador’s vocations, these activities were already gaining 

projection in areas such as music production, performing arts, 

gastronomy, design, etc. (Representative from SEPLAM, personal 

communication, September 7, 2008)     

  

As a consequence of these studies the economic value of culture emerges 

clearly in the 2004 PDDU. The economic value of culture is evident and is 
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expressed in three articles, but is not yet connected to a creative industry 

perspective. The 2004 PDDU also frames culture (referred at 10 articles) and 

technology (referred at 4 articles) as essential for the city’s overall development. 

The 2004 PDDU is mostly concerned with the economic value of culture as 

associated with tourism, rather than with a perspective based on the economy of 

culture or the creative industries – as is the case in the 2008 PDDU. Likewise, 

other terms such as the economy of festivals, and the creative city, are not 

addressed in the 2004 PDDU’s articles. Table 17 summarizes the analysis of the 

2004 PDDU according to the codes indicated in the methodology.  

     

Table 17 – 2004 PDDU Analysis 

 
Codes  Code description 39 References 

within articles 
CI Creative Industries 0 
CL Culture 10 
CC Creative City 0 
EF Economy of Festivals 0 
EC Economy of Culture 0 
EV Economic Value of 

Culture 
3 

TC Technology 4 
 

 

 The case in point is that the economic value of culture starts to emerge in 

the 2004 PDDU but with no connection of any kind to the creative industries. 

Technology also constitutes an important element for the city development in the 

2004 PDDU, but again there is no connection with the creative industries.   

                                                 
39 Please refer to the chapter three (Method) for an explanation on how codes were formulated.  
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5.2 Salvador’s Economic Strategy   
 

 The process of elaboration of Salvador’s Economic Strategy started in 

2005, when the municipal government made available to the public a proposal for 

Salvador’s Economic Strategy. This Proposal was subject to a year-long 

discussion that involved academics, city officials, businesses, civil society, and 

local universities.  

 The Proposal states that Salvador should become a creative city, implying 

the integration of the old state capital to international networks, and the 

articulation of several local actors in order to achieve this goal. Whereas the 

2004 PDDU starts to untangle the economic value of culture, the Proposal 

incorporates creativity into Salvador’s formal economic development planning: 

 

As a creative city, it [Salvador] will be integrated to the international 

economy and cultural networks. It will be consolidated as a top city 

in scientific research and cultural experimentation. It will create 

economic opportunities via its socio-cultural characteristics and via 

the dialog between the city government and the segments of 

research and innovation, business-people, cultural agents and 

professionals in the service sector. (SEMPRE, 2005, p. 38)  

 

 There are several references throughout the Proposal to industries that 

can be branded as creative such as software, fashion, design, and so on, but the 
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parts dedicated to the economy of culture are the ones most clearly connected to 

the creative industries. In regard to the economy of culture, the proposal refers to 

the necessity of incorporating  

 

(…) the cultural goods into the municipal economy, with emphasis 

in the diversity of sources and abilities, professionalization, quality 

of production, and in the development of technologies for 

interaction, including the APL40 of the Economy of Culture.  

(SEMPRE, 2005, pp. 42-43) 

 

 According to the Proposal, the APL of the Economy of Culture would 

incorporate several actions that are directly related to the creative industries such 

as: creation of a center for improving professional qualifications in music and 

performing arts; creation of a list of professionals and services in the cultural 

area; creation of a cultural incubator (for instrument manufacturing, software 

creation, and so on); implementation of a Quilombo41 of culture works; creation of 

a Film Commission (bureau for attracting film and audiovisual productions); and 

implementation of the Carnival Factory. (SEMPRE, 2005, p. 55)  

 The Proposal also associates the economic value of culture (including 

here several festivals/festivities throughout the year) with the tourism and 

entertainment industries. The Proposal recognizes that Salvador’s culture, its 

                                                 
40 APL means Local Cluster for the Economy of Culture (or Arranjo Produtivo Local da Economia 
da Cultura in Portuguese). 
41 The word Quilombo refers to the communities that African slaves that escaped from captivity 
created for themselves in certain parts of Brazil, so they could live free according to their own 
culture(s). 



 

 113

African heritage, and its historical architecture are major attractions from an 

economic standpoint, and in this particular, the economic value of culture is 

closely related to cultural tourism. This somewhat reinstates a dynamic already 

evident in the 2004 PDDU.   

 The Proposal’s subsection titled Growing Internationalization of Salvador 

is very specific in its approach to the creative industries, and among one of the 

initiatives proposed are “incentives for the development of human resources for 

the creative industries that are specialized in the new information and 

communication technologies” (SEMPRE, 2005, p. 45). This subsection also 

addresses the question of “internationalizing the city’s cultural products, via 

cultural theme-parks, permanent calendar for the Carnival, promotion of Salvador 

as a scenario-city for cinema and TV productions, creation of music labels 

beyond the ‘Axé’,42 such as the Jazz of Bahia and others” (SEMPRE, 2005, p. 

46).  Note that these two passages make clear references to media related 

creative industries, particularly ICTs, cinema and TV, and music.   

 In addition to the Proposal, the public seminar on the Economy of Culture 

and Creative Industries, Tourism, and Entertainment was another important step 

in the discussions towards the final version of Salvador’s Economic Strategy. The 

public seminar towards the Economy of Culture and Creative Industries, Tourism, 

and Entertainment was held in Salvador in December 12, 2005. It had a total of 

107 participants, and a total of 53 contributions were made with respect to the 

economy of culture. Of these contributions, only one makes explicit reference to 

the term creative industries, and it proposed the creation of the “Dialogue Space” 
                                                 
42 A particular form of pop music specific to Salvador, based on samba and samba-reggae. 
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which was supposed to constitute a forum for discussions of ideas about them. 

Nevertheless, several of the contributions make reference either to the economic 

value of culture or to the creative industries (even if it does not use the term 

explicitly).  For example, there are contributions asking for the constitution of a 

film commission; asking for support for the visual and performing arts and crafts; 

support for the cinema and video industries, and also for the recording industry, 

TV and radio, Internet, multimedia, fashion, design, and gastronomy (idem). 

Many of these contributions are reflected in the final version of the Strategy.     

   Salvador’s Economic Strategy was published in March of 2006, and it not 

only reinforces, but expands the references towards the economy of culture and 

the creative industries that were already present in the Proposal. In the Strategy 

the use of the word creativity becomes evident and it refers to the city, to certain 

industries, and to the economy. Most references to the creative industries and 

the creative economy are still located under the economy of culture, or presented 

in association with it. 

The Strategy also aims to transform Salvador into a metropolis that is 

connected at the national and international levels, and whose economy revolves 

around sustainable development, as is evident in the city vision:  

 

[Salvador should become] a metropolis that is nationally and 

internationally integrated, that produces advanced services, that is 

a headquarters of clean industries and modern commerce. 

(SEMPRE, 2006, p. 14) 
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 Although there are no direct references to the creative industries in the 

city’s vision, the creative industries can be regarded as direct contributors to its 

achievement, as they are clean industries, they are producers of advanced 

services, and they can help in the national and international integration of 

Salvador. For similar reasons the creative industries can contribute to these 

macro-objectives of the Strategy: sustainable development, internationalization of 

the city, creation of jobs and wealth, and strengthening of the micro and small 

enterprises (giving the fact that small firms comprise a great portion of the total 

number of creative enterprises in Salvador). 

 The Economic Strategy is divided into growth vectors, and the ones 

dedicated to the economy of culture, tourism, services, urban industries, and 

ICTs contain references that are pertinent to the creative industries.   

 

5.2.1 Economy of culture 
 

The vector on the economy of culture recognizes innovation, creativity, 

and the symbolic as the main forces behind the knowledge economy. It argues 

that Salvador should incorporate its symbolic and immaterial potentials into the 

city’s economic development strategy:  

 

Salvador, the cultural cluster of the Northeast, should understand 

that innovation and creativity are the engines of a new world 
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economy that is based in knowledge and in the production of 

intangible goods and services. Likewise, science and technology, 

the arts, culture, architecture, and entertainment are also the axis of 

its economy, and they are indispensable for urban revitalization, the 

emergence of social life, human capital (creative workers) and the 

attraction of investments, and for sustainable development. 

(SEMPRE, 2006, p. 21)   

  

 The passage above demonstrates that the city’s economic strategy has a 

clear understanding that the symbolic and the immaterial can foster local 

development. Note that the passage above puts different elements side by side, 

such as architecture, culture, arts, science and technology, and so on, and many 

of them are directly related to the creative industries.   

 The affirmation that Salvador is the cultural cluster of the Northeast can be 

sustained via the several artists and symbolic manifestations that make Salvador 

a vibrant cultural scene (its carnival and several festivals/festivities throughout 

the year are an example of this vibrancy).  Nevertheless, this potential is not 

expressed in the city creative industries, as demonstrated in my analysis of the 

media related creative industries in Chapter Four. The Strategy also recognizes 

the immaturity and informality of the local creative ventures: 

 

The creative industries, as well as a major part of the production of 

consumer goods, have a tremendous potential for job and wealth 
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creation, exports, and taxes, but in Salvador they are characterized 

by a high degree of informality, which means poor conditions, low 

wages, and tax evasion. (SEMPRE, 2006, p. 21)     

  

 Later, within this vector, the Strategy further recognizes the weakness of 

the city’s creative industries and delineates areas that need to be strengthened: 

 

The current productive chain of the economy of culture, both in 

industry and service terms, does not correspond to the city’s artistic 

and cultural effervescence. To overcome such obstacles, it is 

necessary to provide incentives and support to the city’s emergent 

and consolidated industries: cinema and video, music and the 

recording industry, TV and radio, electronic and print publishing, 

visual arts (drawing, painting, sculpting), performing arts (dance, 

theater, circus) and crafts; assure the preservation and expansion 

of the patrimony related to monuments and museums. Salvador will 

also have to leverage its creative activities in areas such as 

Internet, marketing and advertisement, fashion, design, and 

gastronomy. (SEMPRE, 2006, p. 22)   

 

 The passage above not only recognizes areas of improvement, but also 

provides a cue for the Strategy’s delimitation of creative industries: music, 

audiovisual, TV, radio, arts, performing arts, crafts, Internet, advertisement, 
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fashion, design, and gastronomy. Another delimitation of the creative industries is 

provided below: 

 

The activities related to music, performing arts, theater, audiovisual, 

and carnival, form a group of local activities under what is defined 

internationally as the creative industries. (SEMPRE, 2006, p. 34-35 

or 36)    

  

 The vector economy of culture also makes reference to the economy of 

festivals, which is yet another term that integrates creativity, culture, and 

economic development. Salvador’s culture is deeply affected by its several 

festivals throughout the year, and although its Carnival is the most famous of all, 

there are other major popular manifestations and festivities of great importance, 

such as the February 2 (Yemanjá Day)43; Lavagem do Bonfim44; July 2nd (Bahia’s 

Independence); ensaios de blocos45; and so on. The strategy emphasizes that all 

these festivals require the production of clothing, abadás46, shirts, ornaments, 

and decoration, which ultimately can create more local jobs. Besides, the 

commercialization of beverages, the mounting of infrastructures, sound 

equipment and other elements that support the festival economy, also generate 

economic value (SEMPRE, 2006, p. 22). Note that these festivals represent 

                                                 
43 A festival honoring the Candomblé (Afro-Brazilian religion) goddess of the sea. 
44 A festival honoring the Candomblé (Afro-Brazilian religion) syncretic representation of Jesus 
Christ. 
45 Practices by carnival groups or blocks. 
46 Abadá is the name given to a particular type of shirt/blouse used by the Carnival Groups 
(blocos de carnaval) to identify its member during Salvador’s carnival.  
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opportunities for the local creative industries (both existing and emergent). The 

music industry, in regard to performance, already has strong ties to the several 

festivals, but others can also find opportunities in them, as in the case of the 

fashion industry.   

Still in relation to the economy of festivals, the Strategy states that  

 

(…) music and dance find in Salvador’s popular festivities an urban 

locus of growth and development. The party-city is space and time 

of creation, diffusion and enjoyment of music and performance. To 

democratize, expand and internationalize the Economy of Festivals 

implies in the economic capitalization of one of Salvador’s strongest 

characteristics: the festival (SEMPRE, 2006, p. 22).   

  

The Strategy conclusion in regard to the economy of festivals is that it 

already generates many economic and social benefits, but it still has a strong 

degree of informality47 and lacks an industrialized scale of production. Further 

organization and professionalization of the industries related to the economy of 

festivals can constitute a good source of business and job creation. (SEMPRE, 

2006, p. 22)  

                                                 
47 According to the Strategy, exceptions to this informality are the Central do Carnaval (Canival 
Central), and the Festival de Verão (Summer Festival). The Carnival Central controls the market 
for sales of tickets, abadás, and many other activities related to the Carnival and other festivals in 
the city. The Summer Festival is a successful music/entertainment festival that takes place in the 
city every year. Both are privately owned and highly professionalized.  
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 There are also specific implementation guidelines for the economy of 

culture, and the section dedicated to these guidelines reinforces the fact that 

Salvador has an unexplored potential in regard to its creative products: 

 

Musical instruments, methods, books, quilt, crafts, and even the 

wrist ribbons from Senhor do Bonfim48 are produced outside the 

city. Part of the abadás and t-shirts for the Carnival, identification 

wrist bands, and several sound and electronics equipments are 

also produced outside the city. We did not develop a marketing 

strategy for the strengthening of Salvador as a cultural diffusion 

center to expand value to the material and immaterial products 

created in the city. (SEMPRE, 2006, p. 22)   

 

 The intervention guidelines towards the economy of culture aim to create 

the conditions for the local production of the goods and services above, which 

are currently mostly imported. The guidelines expand on projects that were 

already foreseen in the Proposal, and the specific implementations enlisted are:  

   

• Creation of the brand “Made in Salvador – Bahia” and the certification 

of companies that use it; 

                                                 
48 A traditional ribbon sold at the Church of Bonfim, it is sold in several colors, and every one 
contains this message: Lembrança do Senhor do Bonfim da Bahia – which would translate as 
something like: A Souvenir from the Lord of Bonfim, Bahia.   
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• Research into the cultural sectors that can generate jobs and wealth in 

Salvador, such as carnival, candomblé49, music, editing, performing 

arts, crafts, and others. The goal is identify the location of producers of 

art, culture, goods and services; 

• Implementation of the International Center for the Creative Industries; 

• Implementation of a Local Cluster for the Economy of Culture (APL of 

the Economy of Culture), which would include:  

o A Technical and Professional Training Center – aiming to 

provide education for people that work or intend to work in the 

areas of music and performing arts, independent of whether 

their work is formal or informal;  

o An Information Desk – which should concentrate information 

about professional and services in the areas of music 

production, theater, dance, shows production, advertisement, 

and fashion. The goal would be to provide statistical data and 

indicators about these segments for public and private 

institutions, and to local, national and international cultural 

producers;  

o A Cultural Incubator – to provide logistic, operational, 

administrative and commercial infrastructure for cultural 

producers, luthiers, musical instrument manufacturers, software 

                                                 
49 Candomblé is a religion of African origin. 
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manufacturers, among others, in the hope to stimulate new 

businesses; 

o A Logistics Support Center – with legal, financial and business 

services, hoping to provide support for local investors and 

attract investments in the segment of the creative industries 

within the scope of the economy of culture;  

o A Film Commission – Salvador as a Film-Location City - should 

be an office to articulate the municipal administration (with its 

urban laws/regulations and structure) with local, national, and 

international film producers. This section of the Strategy 

mentions that in 2005 the city started to census the existing 

equipment and professionals in order to create the Film 

Commission and attract productions to the city. (SEMPRE, 

2006, pp. 34-36)   

  

The section dedicated to the economy of culture demonstrates that the 

creative industries, within the scope of the Strategy, are part of a larger 

conceptualization of the economic value of culture. (Salvador’s Economic 

Strategy, 2006, p. 57) In regard to media, it seems there is a strong emphasis on 

music and film, whereas some media industries are not part of the equation 

(such as radio and publishing) others are further addressed beyond the scope of 

the economy of culture (that is the case of the ICT/software industries).  
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5.2.2 Tourism 
 

The tourism vector demonstrates the importance of culture and of the 

creative economy for the development of the city’s touristic potential:  

    

Note that the (…) tourism expansion in Salvador that is in principle 

strengthened by its hotel infrastructure, strongly depends on the 

advances of the city’s cultural and creative economy (…)  

(SEMPRE, 2006, p. 23).   

  

The creative industries are then regarded in this vector as an important 

component in promoting the city. 

 

5.2.3 Urban Industry 
 

 The urban industry vector does not use the term creativity/creative but it 

addresses several aspects that are related to the creative industries. It proposes 

to incorporate the cultural aspects of Salvador-Bahia in new products for national 

and international markets. It also proposes three lines of intervention for 

manufacturing, two of them related to the creative industries:  

 

The first line includes the manufacturing of musical instruments, 

cosmetics, reproduction of art and decoration objects, sophisticated 
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beach fashion and design of fabrics and confection that can carry 

the brand “made in Salvador, Bahia. (SEMPRE, 2006, p. 24) 

   

The second refers to the expansion of the production of electronic 

and computer components that already exist: components and 

products for musical instruments, for telecommunication, and other 

industries that compose the technical culture in the city. (SEMPRE, 

2006, p. 24)   

 

 According to the Strategy the goal behind the promotion of urban 

industries is twofold; first, attract clean industries and second, substitute local 

production for imports of several products and services. The development of the 

local creative industries can evidently help in the achievement of these two goals. 

 

5.2.4 Services 
 

The vector dedicated to services recognizes that the metropolises of the 

21st century are centers that produce diversified and technologically advanced 

services (SEMPRE, 2006, p. 20). This vector states that Salvador should 

become one of such metropolises via the production of such services, notably in 

the health, culture, entertainment, and education fields (idem). A service cluster 

is also regarded as important in the process of a clean and creative re-

industrialization:  
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Contrary to the traditional logic, services can also facilitate a light, 

clean, and creative industrialization/re-industrialization for a 

regional metropolis. (SEMPRE, 2006, p. 21)   

 

 Once again, the development of the local creative industries can certainly 

provide the means (of course combined with other elements) to the 

transformation of Salvador into a “21st century metropolis”.  

 

5.2.5 ICTs 
 

 Finally, the vector dedicated to ICTs does not contain any direct reference 

to the terms creative industries or the creative economy. However the Proposal 

refers to ICTs as creative industries, and the software industry is referred both in 

the vector dedicated to the economy of culture and in the vector dedicated to 

ICTs, which indicates a potential link between the two approaches in respect to 

this particular creative industry50. 

 The importance of ICTs to the city’s economic development is indicated in 

the passage below: 

 

The consolidation of Salvador as an advanced service city requires 

the implementation and expansion of fiber networks and wireless 

communication, so it will allow the high-speed transmission of voice 

                                                 
50 Nevertheless, the ICT vector is essential for the creative industries, not only due to the obvious 
link of ICTs development and the software industry, but also because of the importance of ICT 
infrastructure for the development of most of the modern creative industries. 
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and audio, images and video, data, mail and computer programs. 

(SEMPRE, 2006, p. 30) 

  

 The vector dedicated to the ICTs states that while the information 

technology (IT) industry is growing in Brazil and in the world, the state of Bahia is 

behind this process of IT development51. According to the Strategy this is an 

“unacceptable weak point” in the state’s economic structure, and presents an 

opportunity for IT industry development, notably in Salvador, which concentrates 

most of the state’s existing IT industry (SEMPRE, 2006, p. 19-20).     

Among the several projects indicated as part of the Strategy’s approach 

towards ICTs, the TECNOVIA – Salvador’s Technology Park, seems to be a 

promising one from a creative industries standpoint (this project is addressed 

later in this chapter).  

  

5.3 The 2008 PDDU 
 

 The incorporation of the creative industries into the 2008 PDDU is linked 

to studies for the review of the 2004 PDDU, and to studies related to the 

Economic Strategy. According to a government official from SEPLAM, 

  

When the 2004 PDDU review process began, which later resulted 

in the 2008 PDDU, the city made contracts for updating of some 

                                                 
51 The Strategy argues that although the state of Bahia has the largest GDP in the Northeast 
region of Brazil, the impact of the IT industry in the state GDP is considerably less than the 
impact of the same industry in Pernambuco’s GDP.   
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studies. At the time, Professor Paulo Henrique, who was 

participating in the elaboration of Salvador’s Economic Strategy, 

under SEMPRE, ended up making the link between the Strategy 

and the PDDU. In the new version [of the PDDU], culture gained a 

larger dimension in the economic proposals, and the term ‘creative 

industries’ was indicated in the plan as one of the segments to be 

fostered. (Representative from SEPLAM, personal communication, 

September 25, 2008) 

 

As a consequence of the dynamic above, the 2008 PDDU incorporates 

culture as an important element for economic development, and following the 

trend of the Strategy and of the 2004 PDDU it also incorporates the term 

economy of culture. Nevertheless, unlike the earlier PDDU, the 2008 PDDU does 

not refer solely to the economy of culture. It contains direct references to the 

creative industries in eight articles, a reference to the creative city in one article, 

and references to correlated definitions in four articles (two articles refer to the 

party economy and two to the economy of culture).  In addition, twenty-five 

articles refer to culture as such, and seven refer to technology. This represents a 

major increase in the centrality of culture in city planning. The evolution of the 

incorporation of the term creative industries into Salvador’s development 

planning is demonstrated in table 18, which compares the 2004 and the 2008 

PDDUs: 
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Table 18 – 2008 PDDU Analysis 

 
Codes  Code description  References 

within articles 
in the 2004 
PDDU 

References 
within articles 
in the 2008 
PDDU 

CI Creative Industries 0 8 
CL Culture 10 25 
CC Creative City 0 1 
EF Economy of Festivals 0 2 
EC Economy of Culture 0 2 
EV Economic Value of 

Culture 
3 1 

TC Technology 4 7 
 

 

The 2008 PDDU’s first reference to the creative industries appears in the 

objectives of the urban planning policy, in article 8. These objectives are an 

attempt      

 

(…) to consolidate Salvador as one of Brazil’s national metropolis, 

as a unique cluster for the configuration and synthesis of national 

identity, as a regional center for the production of specialized 

services, of vanguard in technical-cultural research and 

experimentation, businesses and jobs in traditional activities, as 

well as in the new areas of the creative industries, information 

technology, and tourism. (Salvador Municipal Government [PMS], 

2008, p.3) 
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The creative industries are positioned in the passage above as part of a 

major strategy to consolidate Salvador as an important metropolis in Brazil. They 

are also listed as “new” activities, demonstrating somewhat the novelty of the 

concept and some ties to the “new economy” approach.  

The creative industries also are addressed in the 2008 PDDU’s title 

concerned with economic development, notably in article 11. The guidelines for 

economic development in article 11 indicate the necessity to “provide support for 

the local creative industries, and general cultural production, in order to diversify 

and increment the supply of goods and services in the city” (PMS, 2008, p.7). 

Then, the same article emphasizes the importance of supporting local 

“organizations that are dedicated to research, diffusion of new technologies, and 

training of qualified and creative workers” (PMS, 2008, p.7).  A list of creative 

industries is provided in article 13, and it includes music, dance, cinema, video, 

print and electronic edition, advertising, fashion, design, and gastronomy. Still in 

the section devoted to economic development, article 16 mentions the necessity 

of investing in training for the creative industries, in areas such as scenography, 

lighting and cultural production. The title dedicated to culture also makes several 

references to the creative industries and the economy of culture, mostly in 

articles 46, 48, and 50.  

Article 46 reinforces culture’s economic importance and emphasizes the 

role of the creative industries within it. It states that one of the guiding principles 

for the city cultural economy is “the consideration of culture as part of Salvador’s 
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economy, and the creative industries should be a vector in its development” 

(PMS, 2008, p. 28).   

 Article 48 demonstrates the link between culture and economy. It 

emphasizes the importance of strengthening the production chains of the 

economy of culture via the involvement of both economic and cultural local 

actors, as well as the importance of attracting national and international 

investments to install equipment with both cultural and economic value. The 

article also emphasizes the importance of creating mechanisms by which some 

aspects of culture become self-sustaining.   

 In regard to this sustainability, article 50 refers to the professionalization of 

cultural distribution as a means for its inclusion in the market economy, which 

would allow for a more self-sustained cultural activity. Article 50 also refers to the 

necessity of identifying the potentialities, demands and ways in which to use the 

economic value of the cultural patrimony. This article mentions the necessity of 

providing incentives to the economy of culture and the creative industries via: the 

implementation of production and training centers; the creation of clusters and 

agglomerations related to cultural and artistic production; incentives for small 

shops and production units; and the increase of tax and financial incentives (such 

as lower IPTU and ISS taxes for creative/cultural ventures).    
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5.4 Conceptual issues 
 
 
 The creative industries seem to be incorporated into Salvador’s 

development plans and economic strategies, but nevertheless, it was not 

possible to identify a single and clear definition of the term, neither within 

documents, nor along with informants. 

In spite of that, the several efforts in terms of research, and the fact that 

many of the public officials involved with the creative industries development are 

also academics/researchers should lead to such definition. It is clear that many of 

the informants have a clear understanding of the concept and this should help 

foster the definition.  

 A representative from the DESENBAHIA, for example, defines the creative 

industries as follows: 

 

“Creative industries” is an attempt to delimitate a sector, which is 

larger than cultural industries, and with emphasis on author’s rights. 

I prefer to adopt the concept of creative economy because it is 

more comprehensive, as it is not restricted to the author’s rights. 

(Representative from DESENBAHIA, personal communication, 

September 29, 2008)  

 

 
 Other informants provide similar definitions for the creative industries. A 

representative from the Bahia Film Commission defines the creative industries as  
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Industries that involve activities of creation, and that use knowledge 

and creativity as its basic input. They comprehend crafts, visual and 

performing arts, information technology, fashion, culture, design, 

and many others […] Creative industries and creative economy are 

related to the same group of economic activities, anchored in 

intellectual production. (Representative from the Bahia Film 

Commission, personal communication, September 25, 2008) 

 
 

A representative from ADESA/GECULT seems to share a similar 

perception regarding the creative industries:  

 

They are industries that have intellectual production as their 

primary input, which they use to transform creativity, abilities, and 

talent into products that may be commercialized or not. (....) the 

creative industries are part of the production process and in the 

group of enterprises that comprise this field [economy of culture] of 

contemporary economy. (Representative from ADESA/GECULT, 

personal communication, September 25, 2008)   

 

A representative from the state’s SECULT clearly identifies the importance 

of intellectual property within the concept: 
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There is a conceptual discussion at this point, because the creative 

industries are considered…as [having] culture as a source of 

creativity, value creation, in which a vast array of activities are 

included, and if you think design is included, games are a creative 

industries... architecture… (.…) It is then the intellectual property as 

a source. The discussion towards intellectual property is what 

connects all these elements; it is what connects the arts, the 

traditional cultural industries, and games, architecture, and fashion. 

(Representative from SECULT, personal communication, April 29, 

2008) 

 

 One professor from the Federal University of Bahia’s Recôncavo (UFRB), 

also a former official at the Ministry of Culture, provides a very detailed definition 

of the creative industries. 

 First, he indicates the necessity of further articulating the concept at the 

local level.  

 

(…) I think that the discussion about the creative economy, about 

creative industries, still needs to be more profound, especially 

through a perspective of re-reading, differentiating, re-assessing 

the original concept, which comes from the Anglo world and as 

such is marked by clear interest that are subject to England’s 

economy of culture. […] This is a new term, which is obviously 
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interesting, but that so far, it is subject to interests at the Anglo 

world, specifically England, rather than the totality of the cultural 

production that is emerging due to its economic expression. Then, 

creativity is important for us […] I think it is an invention that should 

be appropriated, but in a re-qualified manner. (Professor from 

UFRB, personal communication, April 23, 2008)  

 

 This source believes that the term’s reliance on intellectual property (IP) 

should be evaluated with further detail, so it conforms to a 21st century reality to 

which IP regimes are subject. According to him, 

 

One of the axes that anchor the concept [of the creative industries] 

is the axis that deals with intellectual property. Intellectual property 

is something that today needs to be discussed within a radical 

transformative perspective. It is not possible that we advance to the 

XXI century with the same regulatory regime for intellectual 

property that comes from the XIX and the XX centuries for many 

reasons the most evident of all technology, which today completely 

disqualify, due to its possibilities, the arrangements and rigidity of 

the concept towards intellectual property. (Professor from UFRB, 

personal communication, April 23, 2008) 

 



 

 135

 He further expresses his concern with the current intellectual property 

regime because it tends to benefit more large conglomerates rather than artists 

themselves. The professor clearly conceptualizes and positions the creative 

industries as follows: 

  

It is in this measure that I say the concept is a recent invention. It 

dates from the 1990s, comes from Australia, arrives in England, 

and starts to travel to other countries, and other areas. This [he 

refers here to the necessity of re-qualifying the concept] does not 

mean that it [the creative industries concept] does not interest us, it 

does, because it embraces, or at least brings to the field of culture 

things that evidently cultural, but so far were outside the cultural 

realm, such as fashion and others. [.…] it is a concept that today is 

gaining amplitude, and forces us to a more profound reflection 

about it. (Professor from UFRB, personal communication, April 23, 

2008) 

 

The point to be made, is that although actors have an understanding of 

the creative industries perspective, this understanding did not convert so far into 

a common definition and delimitation of the creative industries, which can lead to 

a specific policy for the area in the future.  

The emerging scholarship about the theme, and the discussion of the 

creative industries in local conferences, such as the Meeting of Multidiscplinary 
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Studies in Culture (ENECULT) should help in the achievement of a consensus 

regarding the concept and in the further identification of its place in future local 

development policies and strategies. The ENECULT is organized every year in 

Salvador by the study by Center for Multidisciplinary Studies in Culture, whose 

coordinator is Prof. Albino Rubim, and is dedicated to the discussion of various 

themes related to culture, including its economic value and potentialities as a 

source of local economic development.   

 

5.5 A further look at the Strategy 
 

 Whereas the 2004 PDDU incorporates the economic value of culture, and 

the 2008 PDDU incorporates the economy of culture and the creative industries, 

it is in the Strategy that specific projects related to the creative and the media 

related creative industries are indicated. This section will demonstrate that there 

are actual implementations towards some of the Strategy’s propositions. This 

does not mean that interviewees started to articulate these projects/actions as a 

consequence of the Strategy, but whether they did so or not is of less importance 

for the sake of this chapter's argument, which is to demonstrate the incorporation 

of the creative industries into the city’s formal economic development planning. 

The point in taking a further look at these projects/actions is not to evaluate them, 

specially giving the fact that most are in their early stages and some not yet 

implemented. The goal is simply to explore the existence of such projects/actions 

as another indication that the city is incorporating the concept of the creative 
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industries in its policy-making and economic development strategy. This section 

will then provide a glimpse of some projects/actions pertinent to the creative 

industries that are referred to in Salvador’s Economic Strategy: the International 

Center for the Creative Industries; the Carnival Factory (linked to the APL of 

culture); research towards the economy of culture/creative industries; the Film 

Commission; and TECNOVIA – Technological Park. 

 

5.5.1 The International Center for the Creative Ind ustries 
 

 

The Brazilian Ministry of Culture (MinC) is the main articulator of the 

economy of culture and the creative economy at the national level. Although the 

Ministry articulations obviously focus on the whole country, the MinC sponsored 

International Forum for the Creative Industries was of particular interest to 

Salvador not only because the city hosted the event, but also because it 

proposed the creation of an international center for the creative industries, which 

was supposed to be located in Salvador.   

 The International Forum for the Creative Industries was held in Salvador 

from April 18 to 20, 2005.  A professor from UFRB that at the time of the Forum 

was working at the Ministry of Culture summarizes well the history behind it: 

 

This process [of the Center for the Creative Industries] started in 

2004 with the ministerial conference from UNCTAD (…). A high 
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level panel discussed the creative industries in 2004, and at the 

time Brazil committed to conduct a series of initiatives towards the 

implementation of an operational center for the creative industries. 

The name of this center was later changed to the National 

Secretariat for the Creative Economy. From there, with the 

Minister’s [at the time Mr. Gilberto Gil] support, we mobilized 

support in the national and international scene among 

governments, institutions, and the like, and this resulted in the 

encounter in Salvador in 2005, the International Forum for the 

Creative Industries, which called for the creation of a center [for the 

creative industries]. (Professor from UFRB, personal 

communication, April 23, 2008) 

 

 At the time the idea was to establish this center for the creative industries 

in the city of Salvador, and according to the Professor, he and other members 

from the Ministry visited London in 2006 to learn about the British initiatives at the 

DCMS. Still according to the Professor, at the occasion, Brazil signed with the 

British Council a cooperation agreement to implement the center. That was 

however, according to him, the last big action towards the implementation of the 

center, and right after the government started to talk about economy of culture, 

rather than creative industries. 

 Although the process to implement either a center or an observatory was 

aborted, the fact that the Forum was held in Salvador was very important 
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because it caught the attention of local actors towards the concept of the creative 

industries, and was an additional boost for initiatives at both the municipal and 

state governments related to the economy of culture/creative industries.   

 This boost towards local initiatives regarding the creative industries is 

evident in the quote below, from a former representative from GECULT/ADESA: 

 

The concept of creative industries only arrived in Salvador in 2005 

[…] when the Ministry of culture conducted an international seminar 

here about the development of the creative industries and the 

creative economy, which was organized by UNESCO, the PNUD, 

and the World Bank. (Professor from UFRB, personal 

communication, April 23, 2008)  

 

The importance of the forum is also shared by a representative from the 

state’s SECULT: 

  

In 2005 this discussion was started by the Ministry of Culture. 

There was an International Forum, in the city, here in Bahia in 

2005, and in this forum was proposed the constitution of an 

observatory for the creative industries (…). (Representative from 

SECULT, personal communication, April 29, 2008) 
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5.5.2 The Carnival Factory 
 
 
 The Carnival Factory was a project under the responsibility of the 

Municipal Agency of Economic Development from Salvador (ADESA). The 

ADESA was created by the Municipal Law 6085/2002, it is an autarchy 

(autonomous government agency) related to Secretariat of Employment and 

Income (SEMPRE), and it has administrative and financial autonomy. The 

agency goals are (ADESA, 2008):  

 

• “To execute plans, programs, projects and actions towards the 

municipality’s economic and scientific development; 

• Identify and promote mechanisms, instruments, and incentives for 

the attraction of investments that can boost the local economy; 

• Support the opportunities that create local enterprises;  

• Participate in business events, in commercial, services and 

industrial promotion, and in the attraction of new investments; 

• Support investors; 

• Analyze and conduct studies regarding the local economy, aiming 

at its development.” 

 

ADESA is organized in four main areas (gerências): Business and third 

sector relations; Economy of Culture (GECULT); Marketing and Business 

Communication; Financial/Administrative. Within the scope of ADESA, the 

Carnival Factory project is primarily under the responsibility of GECULT.  



 

 141

The Carnival Factory aimed to create a condominium, or associated 

group, of entrepreneurs in diverse areas such as production of fabrics, crafts, 

costumes, clothing accessories, beads, jewelry, lighting, sound, fabrication and 

maintenance of musical instruments, and support services in the areas of 

marketing, commercialization, advertisement, and management, all related to 

Salvador’s carnival. The Carnival Factory’s major goal was to integrate small 

producers and craftspeople into Salvador’s Carnival, so these small 

artisans/entrepreneurs could benefit from the festival’s several economic 

opportunities. The Carnival Factory was supposed to be a pilot for the 

implementation of the Culture Cluster, and according to a former manager at 

ADESA/GECULT,  

 

The Carnival Factory was supposed to be an incubator of the APL 

of culture. It was supposed to be a pilot experience so its format 

could be expanded to other projects. (Former representative from 

ADESA/GECULT, personal communication, May 30, 2008)  

 

 According to another representative from GECULT the project was 

implemented but is currently under analysis and a partnership with the state 

government is being formed to re-launch the Factory in a near future.   
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5.5.3 Research towards the economy of culture/creat ive industries 
 
 
 One of the problems in working with the economy of culture is the lack of 

data and adequate information systems; the same applies to the creative 

industries which in Brazil, and in Salvador in particular, seem to be close to the 

discussion regarding the economy of culture. It is also difficult to map the cultural 

economy due to methodological issues and lack of data availability. According to 

a graduate student from the Federal University of Bahia (UFBA) and researcher 

of the creative industries in Salvador, 

  

[the lack] of specific data for this area [creative industries, economy 

of culture] is a major obstacle for one to obtain reliable data and 

information. (Graduate student from UFBA, personal 

communication, April 29, 2008) 

 

 In regard to methodological difficulties, one specific example is the level of 

aggregation found at major databases, such as in the case of the CNAE 2.0, 

which was the basis of chapter 4. A representative from the SECULT, who is also 

a researcher of the creative industries, echoes this concern: 

 

[…] the level of aggregation is too big. For example, if we get the 

area of informatics, it includes both programmers, which in theory is 

a creative occupation, and computer maintenance technicians, at 
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the same categorical level. (Representative from SECULT, 

personal communication, April 29, 2008) 

 

 Nevertheless, there are emerging efforts towards measuring the economic 

impact of culture and the creative industries. At the national level, the IBGE’s 

System of Information and Cultural Indicators 2003 and 2003-2005 represent a 

great step towards the systematization of data collection regarding the country’s 

cultural activity, because it defines indicators and systematize data collection 

regarding culture in Brazil (Franca, 2007).  

At the local level, there is an emerging scholarship on the themes related 

to the creative industry, and as examples we could mention Franca’s (2007) 

thesis, Creative Industries and the Creative Class: a study of the case of 

occupied in creative activities in Salvador’s Metropolitan region - 2005, in which 

he uses he reviews the literature creative industries literature and uses data from 

IBGE, RAIS and other sources to assess employment in the creative industries in 

Salvador’s metropolitan region; Lima’s (2006) paper, The Debate on the Creative 

Industries: a first approximation for Bahia, in which she creates tries to foster a 

methodology to approach the creative industries in the state, with particular 

attention to occupation patterns; and Miguez' (2007) Repertoire of Sources about 

the Creative Industries,  in which, as a request of Bahia’s government, he 

reviews the creative industries literature and put together a extensive list of 

references related to the creative industries.   
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In regard to research efforts at the municipal government, the ADESA 

recently funded a research about Salvador’s cultural economy. The study was 

conducted by Professor Noélio Spinola from UNIFCAS (Salvador University) and 

the research group he coordinates, the Research Group on Studies in the 

Economy of Culture at UNIFACS. Professor Noélio published the research 

results in 2006 in the book Economia Cultural em Salvador52, in which he 

analyzes several elements of Salvador’s cultural economy, among them: the role 

of Candomblé, festivals, music, and so on. Note that although the study does not 

use the term creative industries, it addresses them.   

At the state level, the most recent example of efforts to understand the 

economy of culture, and consequently the creative industries, is the State 

Secretariat of Culture’s (SECULT) report Carnaval 2007: uma festa de meio 

bilhão de reais53 54. This report investigated in detail the economic impact of the 

city’s carnival and demonstrated that it is a festival of half a billion reais. 

According to the report, 

  

In Salvador, the Carnival 2007 involved 900,000 people and 

circulated half a billion reais. (SECULT, 2007, p. 5)  

  

                                                 
52 Cultural Economy in Salvador – please vide references for full citation. 
53 Carnival 2007: a festival of half a billion Reais (Brazilian currency, roughly two to one US 
dollar). 
54 This report is part of SECULT’s INFOCULTURA – Informativo da Secretaria de Cultura do 
Estado da Bahia (Informative on Culture from the State of Bahia’s Secretariat of Culture). Please 
vide references for complete citation.  
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Still according to the report, the Carnival is important not only for its direct 

economic impact, but also due to its economic multiplier effect:  

  

This study confirms that the carnival spectacle aggregates value to 

Salvador’s and the state of Bahia’s economies, not only because it 

privileges the businesses formed for the festivity, but also, because 

it generates important multiplier effects, tangible and intangible, on 

several activities. (SECULT, 2007, p. 5) 

   

The report also indicates that the Carnival directly involves a vast number 

of professionals such as musicians, dancers, stylists, advertisers, cultural 

producers, journalists, chefs, waiters (resses), security guards, travel agency 

operators, etc.  The report estimates that the 2007 Carnival generated 130,000 

jobs, although recognizing that his number does not account for the totality of 

jobs, giving the informality of these occupations. The report also indicates that 

these jobs are temporary, low paid, and subject to a high level of informality. 

 

5.5.4 Film Commission 
 

 Currently, there are two film commissions in Salvador. The most recent 

one (just a few months old) is the Salvador Film Commission that is managed by 

ADESA, under the auspices of the GECULT. The other, the Bahia Film 

Commission, is under the auspicious of the state’s SECULT (explain acronym).  
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The Salvador Film Commission, according to a former manager at 

ADESA/GECULT, was among GECULT’s priorities before the municipal 

elections in October 5, 2008. In his words,   

 

One of the projects that I am trying to re-start now […] is the 

creation of the Salvador Film Commission. The state government 

already created the one for [the state of] Bahia, but Salvador [as a 

city] still does not have one. There are 35 productions going on 

today in the city and we do not have any structure to support them. 

This is one of our priorities, to transform Salvador into a cluster for 

film locations for commercials, telenovelas55, international movies, 

ultimately, to develop the film industry here. The SENAI [National 

Service for Industrial Apprenticeship]56, which is a partner in the 

Bahia Film Commission, is already developing courses in the areas 

of scenography, and costuming, which are professionals that the 

city does not have. That would be a priority sector within the 

creative industries.  (Former representative from ADESA/GECULT, 

personal communication, May 30, 2008) 

 
 
 A communication with another manager from ADESA/GECULT in 

September 25, 2008, indicates that the Salvador Film Commission was 

implemented, and although it still is an experiment, it is already providing support 

                                                 
55 Telenovelas means soap-operas. 
56 The SENAI is dedicated, among other things, to provide education and prepare individuals who 
will work in the several industries in the state of Bahia.  
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for a production. Particularly in regard to this project, the manager indicates that 

there is an interaction with the Bahia Film Commission. 

The Bahia Film Commission’s main objective is to "project the image of 

the state of Bahia to the world, attracting new businesses related to culture and 

tourism, via cinema, TV, and multimedia productions, in order to boost the local 

job market via job and income creation" (Bahia Film Commission 2008). 

According to the Bahia Film Commission’s website, they 

 

work as a facilitating agent to the state audiovisual activities, 

supporting and informing people on filming locations and helping in 

production troubleshooting, establishing strategic contacts with 

different points of the State. They may work with municipal, state or 

federal governments or with private or mixed capital companies. 

(Bahia Film Commission, 2008) 

 

 A representative from the Bahia Film Commission summarizes the 

institution's mission as follows: 

 

The Bahia Film Commission is an institution that aims to attract 

audiovisual productions for its operational region, hoping to support 

and facilitate these productions; it aims to promote local 

development via job creation, income, taxes and visibility. This is 

how the Bahia Film Commission contributes to the development of 
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the audiovisual industry in Salvador. (Representative from the 

Bahia Film Commission, personal communication, September 25, 

2008) 

 

 The same representative further explains the economic benefits of the 

Bahia Film Commission to Salvador are as follows: 

  

The local impact of the policies towards the  growth of the 

audiovisual industry is not only related to creation of direct jobs and 

income, but also to multiplier effects on culture, education, science, 

technology, innovation, and tourism. (Representative from the 

Bahia Film Commission, personal communication, September 25, 

2008) 

   

The Commission provided support for twelve productions in 2007, fifteen 

in 2008, and, so far, will provide support for nine productions in 2009 (Bahia Film 

Commission, 2008).  

In regard to the relationship between the Bahia Film Commission and the 

municipal government, the representative from the state’s commission believes 

that 

 

The relationship between the Bahia Film Commission and the 

municipal government is of total harmony. Via its several 
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Secretariats, the city government offers total support for our 

activities. This support is of capital importance for the development 

of the audiovisual [industry] in the city. (Representative from the 

Bahia Film Commission, personal communication, September 25, 

2008) 

 

 Then, the represntative assures that the Bahia Film Commission would 

provide any necessary support for the further development of the Salvador Film 

Commission:  

   

The Bahia Film Commission was implemented with the goal of 

attracting audiovisual productions to the State, and this includes 

Salvador. Because of that, all support will be offered to other 

institutions that share the Bahia’s Film Commission goals. 

(Representative from the Bahia Film Commission, personal 

communication, September 25, 2008) 

 

5.5.5 TECNOVIA – Salvador’s Technology Park 
 

Salvador’s Technology Park (TECNOVIA), seems to be particularly 

promising from the standpoint of the creative industries. Originally a project from 

the Evauldo Loid Institute (IEL)/ Industry Federation of the State of Bahia (FIEB) 
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the park is now under the auspices of the Secretariat of Science and Technology 

(SECTI) from the state of Bahia. 

The park is still under implementation, and according to a representative 

from the TECNOVIA, construction will start in October/2008 and should be 

concluded in October/2009.  

Currently the park is anchored in three pillars of focus, energy and 

environment, biotechnology and health, and ICT and innovation. The ICT pillar is 

the one most promising from the perspective of the creative industries. The ICT 

pillar is primarily concerned with innovation and content creation and it is exactly 

this aspect that in the future may be of interest for the creative industries. 

According to a top representative from the park,  

  

It is proposed that the TECNOVIA become an innovation park, so it 

is not the park’s goal to bring companies that develop software in a 

‘software factory model’ (…) the goal is to have a dynamic of a 

digital port, where there is a high concentration of innovative 

companies. (Representative from TECNOVIA, personal 

communication, May 7, 2008) 

 

 Although still a project, the park’s emphasis on ICTs is another example of 

articulations that are related to the sphere of the creative industries 
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5.6 Chapter conclusions 
 

 

 The dissertation’s search for evidence of the creative industries’ 

incorporation into Salvador’s municipal government formal economic 

development planning consisted of the analysis of three main documents: the 

2004 PDDU, Salvador’s Economic Strategy, and the 2008 PDDU. 

 The pattern that emerged from the analysis of these documents is that the 

creative industries are increasingly incorporated in the formal economic 

development planning, particularly comparing the 2004 PDDU to the 2008 

PDDU, and they are expected to contribute to this development mostly via job 

creation, income generation, and the promotion of the city. It is also possible to 

speculate that these industries play an important role in the city’s attempt to 

become a service, cultural, and technological node, and also in goals towards 

sustainable development and attraction/development of clean industries.  

The creative industries seem to be linked to a growing or increasing logic 

related to the development of the economy of culture in the city, becoming more 

central over time. What are then the implications of such a link? It makes sense 

that a city like Salvador emphasizes terminology such as the economy of culture, 

as it allows the incorporation of elements such as the Carnival and other 

festivals, which a definition of the creative industries based solely on intellectual 

property as presented by Howkins (2001, 2005) would not. Consequently, a 

broader definition of the creative industries, based mostly on creativity (Caves  

2000, Cunningham 2004, Hartley 2005) may seem more appropriate for Salvador 
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and closer to the economy of culture perspective. In fact, the use of the creative 

industry perspective in Salvador's planning has increased, notably after a MinC 

sponsored national seminar held in Salvador that focused on the concept. 

But then, as discussed in chapter 2, a definition of this kind requires difficult 

methodological and operational decisions, simply because every human activity 

involves a certain level of creativity. The fact is, a consolidated operational 

definition of creative industries within the policy realm is still to emerge.   

 In spite of conceptual matters, the Economic Strategy provides some clear 

demarcations of the creative industries, and it includes industries as diverse as: 

cinema and video, music and the recording industry, TV and radio, electronic and 

print publishing, visual arts (drawing, painting, sculpting), performing arts (dance, 

theater, circus) and crafts, Internet, marketing and advertisement, fashion, 

design, and gastronomy. In addition, the incorporation of the concept of creative 

industries into the PDDUs provides a certain degree of continuity for the 

discussions of the theme in the government planning realm, since the PDDUs 

are mandatory, they persist over different governments, and they have a legal 

requirement for periodic review.   

 This delimitation of industries provides the cue for the understanding of 

the role of the media related creative industries within economic development 

plans/strategy. The most evident cue is that all media related creative industries 

are mentioned in Salvador’s Economic Strategy: film, music, publishing, TV, 

radio, and software. A closer look indicates that two particular elements are 
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critical for media development within the perspective of the Strategy: the Film 

Commission and the TECNOVIA.  

 The Film Commission is particularly interesting because film production 

involves other media, such as music production, TV, publishing and radio for 

promotion, and software for editing and special effects whenever is the case. In 

addition, the focus of the Bahia Film Commission, for example, is the fostering of 

the audiovisual industries, which clearly involves film production, TV production, 

music, and as a consequence radio.  

 The TECNOVIA is interesting because the park’s ICT pillar has the 

potential to help foster the local software industry, production of Internet content, 

and also video-game design.     

 The chapter also analyzed some articulations related to implementation 

guidelines proposed in the Strategy. Although there are many more articulations 

that target creative industries, even if not using such concept, both within the 

municipal and the state level, the ones listed in this dissertation provide enough 

indication that the creative industries are being incorporated to the daily practice 

of government in the city of Salvador.  

 It is not necessary to recast here arguments previously made, but it is 

worth re-emphasizing the importance of media within these early articulations. 

The importance of the Film Commissions and the TECNOVIA was already 

discussed, but a closer look at the studies under way (both the ones contracted 

by government and others) indicates that the music, film, software, and 
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publishing industries are perceived as of great relevance to the city’s future 

economic development.  

 A final element that should be addressed within these articulations is the 

importance of location. As discussed in chapter 2, locations are important 

because they concentrate talent, infrastructure, capital, etc, and this 

agglomeration has a reinforcing power. For example, the Bahia Film Commission 

and the TECNOVIA are somewhat linked to this logic, as the city concentrates 

most of the industries targeted by them. In terms of location, the fact that 

Salvador is a state capital grants the city the advantage of hosting the state 

government, which makes access to the states’ institutional apparatus easier to 

those located in the capital.   
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Chapter 6 – Discussion, conclusions, and recommenda tions 
 
 
 
 
 This dissertation demonstrated that the creative industries are emerging 

as a relevant instrument for local government planning  and economic 

development strategies . The concept of the creative industries emerged during 

the late 90s, mostly in Australia and England, and soon spread throughout 

continental Europe, Asia, and in some parts of Latin America. In the U.S., the 

concept of creative cities (Florida 2005) has been permeating the imaginary of 

policy-makers in many regions.   

 This dissertation explored this emergence and incorporation of the 

concept of creative industries into local development planning and economic 

strategies. It did so by first reviewing the emerging creative industries literature, 

which provided some important insights. First, it indicated that the theme (of the 

creative industries) needs further delimitation, and that currently there are two 

main approaches towards it, one via intellectual property regimes and the other 

via the use of creative input. Both are somewhat problematic. The first excludes 

elements that can easily be considered creative and embedded with economic 

value; the second makes delimitations difficult as almost any human activity has 

a certain element of creativity in it. Second, it demonstrated that the logic of 

proximity and agglomeration, and as a consequence concentration of certain 

types of firms (including the creative industries) within a certain areas, leads to 

the importance of the certain locations (core cities) in the information society. 

Based on this assumption, the dissertation argued that the link between the 



 

 156

creative industries and cities is exactly the tendency of the first to concentrate. 

Finally, a third issue that was explored in the literature review was the 

relationship between media industries and the creative industries. It was argued 

that the most evident link between them is the fact that the creative industries 

incorporate several media industries into its definition: film, music, TV, software, 

radio, video games, and publishing. Then, the literature review explored the 

consequences of this incorporation by arguing that the set of media industries 

that were incorporated by the creative industries concept could be labeled media 

related creative industries. It was argued that as part of the creative industries 

the media related creative industries are also subject to the logic of 

proximity/agglomeration at the city level.  

Nevertheless, the study of media continues to concentrate, for the most 

part, at national and transnational flows without the necessary attention to 

concentration of media at the city level. There is an emerging scholarship in this 

regard, such as Curtin’s (2005) study of media capitals; however, this is an area 

of media studies that still needs further investigation. The literature review also 

indicated that the study of the creative industries within cities tends to 

concentrate, for the most part, on core cities and well-known cases, but there is 

evidence that cities that were referred to as non-core are also adopting the 

creative industries into their local planning and economic development strategies 

mostly as a means to integrate themselves into the information society; and such 

phenomenon is still little explored. Non-core cities also are unexplored in other 
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aspects, and one of them is the lack of characterization of their creative 

industries.  

Based on these three problems, the literature set three goals for the 

dissertation: analyzing the concentration of the media related creative industries 

at a non-core city; characterizing the media related creative industries in a non-

core city; and analyzing the incorporation of the creative industries and the media 

related creative industries into development plans and economic development 

strategies within a non-core city. Maybe these themes are not yet fully explored 

in the literature because the creative industries and the emergence of cities as 

central nodes in the information society are recent phenomena, and there will be 

a time lag during which research will increase. Nevertheless, these unexplored 

themes constituted the core of the dissertation analysis.  

The concerns above are, of course, long-term concerns that should be 

explored with time and a multiplicity of cases; however, the dissertation used a 

particular case to gain insights into the chief concerns above. The goal was to 

choose a case that could demonstrate the incorporation of the creative industries 

in formal city development planning and economic development strategies in 

places other then core cities and well-known cases. The case chosen was the 

city of Salvador, Bahia, Brazil. As demonstrated in the methodology Salvador 

was a good example because it is a city that incorporated the creative industries 

and media into its planning and economic development strategies; it is a city that 

is neither core nor fully investigated via a creative industry perspective; and it is a 

large population center (third largest city in Brazil) with an effervescent cultural 
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scene that is also aspiring to become a technology center. Then, the 

dissertation’s goals were restated into three specific research questions that 

could appropriately address the case and the problems that emerged from the 

literature review. The research questions, the way they were approached, and 

the main findings are summarized below in table 19:  

 

Table 19 – Summary of Findings 

 
 
Questions  Approaching the 

questions (method)  
Findings  

What is the level of 
concentration of 
number of firms and 
employees in 
Salvador’s core media 
related creative 
industries? 
 

- RAIS database (# of firms 
and employees – compared 
to other Brazilian capitals) 

- Concentration of firms and 
employees in SP and RJ at the 
national level 
- Salvador among top 10 capitals in 
number of firms and employees 
- Concentration of firms in Salvador 
at the state level 
 

How can we 
characterize Salvador’s 
core media related 
creative industries? 
 

- RAIS database (firm’s size, 
and employees gender, age, 
wages, and so on – 
compared to other Brazilian 
capitals) 
- INEP (higher education 
undergraduate programs) 
- CAPES (graduate 
programs)   

- Firms are small (similar to other 
place, including outside Brazil)  
- Characteristics similar to that of 
other capitals 
- Increase in higher education 
opportunities 

How do Salvador’s 
municipal government 
formal development 
planning and economic 
development strategies 
incorporate the creative 
industries? 
 

- Documents (Salvador’s 
2004 and 2008 Development 
Plans, and Salvador’s 
Economic Strategy) 
 
- Interviews 

- Progressive incorporation of the 
term creative industries  
- Link of creative industries to 
economic development (number of 
firms and employment) 
- Use of the concept economy of 
culture 
- Some implementations 
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The analysis of these questions provided important insights in regard to 

the problems indicated in the literature review.  

 The analysis of the first question indicated, as expected, that the media 

related creative industries in Brazil are highly concentrated in the cities of Rio de 

Janeiro and São Paulo. Although this finding is a well known fact in Brazil, it was 

essential in this study because it demonstrated that the focus of the creative 

industries and media studies should go beyond the level of nation-states, and 

should in addition concentrate on the study of particular regions, notably cities. 

The data provided in chapter four indicates that instead of looking solely at media 

flows from a country perspective, it is necessary to look at media concentration at 

the city level, and then study its flows. That is exactly the point that Curtin (2005) 

is making in his analysis of media capitals, and Scott (2000) is making in his 

analysis of several industries within specific cities. The point is that our approach 

to media, and our theoretical models to study it, should be guided by the fact that 

media concentrate in specific locations (cities). This said, the traditional approach 

that looks at a macro level and would, for example, analyze Brazil’s media 

production, or the U.S. media industries, or the French cinema, and so on, 

should also account for the fact that within these same countries, media cluster in 

specific locales. This concentration leads to the formation of media capitals 

(Curtin, 2005) or creative cities (preferred designation in this dissertation). This 

concentration within certain cities, which are for the most part the so-called 

core/global/knowledge cities in the information society, (Castells, 2000; Sassen, 

1994, 2000) has a positive impact on their economic development. Considering 
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that the dissertation used a definition of economic development based on the 

assumption that a larger concentration of firms of a certain type (i.e. in core 

media industries) create more local jobs that are expected to increase GDPs, 

one example of such concentration is provided by the larger number of firms, and 

consequently employment, in the cities of Sao Paulo and Rio de Janeiro. There 

are, of course, other positive and indirect impacts in terms of economic 

development for such cities. In our case, the city of Rio de Janeiro’s image, for 

example, benefits from the great exposure it receives from TV Globo’s worldwide 

famous novelas. Such exposure helps Rio de Janeiro’s tourism industry as it 

projects the city’s image nationally and internationally.  Here it is possible to 

glimpse a first consequence of this concentration for Salvador, because the city, 

which like Rio de Janeiro is also a cultural and tourism capital, does not have the 

same exposure, and Bahia’s capital, so far, has no strong media industries that 

help in promoting the city image. Another implication for Salvador, this one 

directly related to the local economic development, is the fact that as the city has 

an small set of media related creative industries, much of its local talent is still 

attracted to either the city of Sao Paulo or Rio de Janeiro. As indicated in chapter 

four, this creates a reinforcing dynamic, because as more people and firms 

relocate to the centers, the more people and firms will tend to go there, as is fully 

demonstrated by the work of Sassen (1994) and others.         

Still in regard to the issue of agglomeration/proximity, it is evident from the 

data presented in chapter four that concentration is also reproduced at a more 

local level, as Salvador concentrates most of the media related industries in the 
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state of Bahia. The fact that the Bahia Film Commission and the TECNOVIA are 

located in the state capital is also an example of the role of location and the 

agglomeration/proximity logic in determining the concentration of media related 

creative industries. The location of the Bahia Film Commission and the 

TECNOVIA in Salvador provides another indication of how the logic of proximity 

and agglomeration affects Salvador’s core media related creative industries. 

Whereas when compared to the cities of Sao Paulo and Rio the logic of 

proximity/agglomeration represents a disadvantage for Salvador, within the state 

of Bahia, this same logic benefits Salvador, and the fact that the city 

headquarters the Bahia Film Commission and the TECNOVIA supports this 

claim. The fact that in Brazil, in regard to core media industries, Salvador may be 

considered a non-core city, but at the state level it clearly achieves this status, 

indicates that it is necessary to reassess the notion of core and non-core creative 

cities in respect to media concentration. Salvador is, depending on the scale, 

either a core or non-core city for media industries, as discussed in chapter four. 

Of course, if one thinks in terms of economic development, firms’ concentration, 

and job creation, the parameter for Salvador media industries development 

should be national and international. Considering that this capital is the third 

largest Brazilian city and has one of the largest GDPs in the country, its media 

industries could be more developed; but as the historical series presented in 

chapter four demonstrated, with the exception of the software industry, the media 

industries in Salvador were either stagnant or declining in number of firms and 

employees in the period from 2000 to 2006. The incorporation of the creative 
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industries, and of the media related creative industries, into the city development 

planning and economic strategy, as well as at state sponsored initiatives, reflects 

the understanding of the fact that a more developed media industry may help 

foster development via job creation, tax collection, and promotion of the city 

image nationally and abroad (as indicated by the document analysis, and by 

several interviewees).  

The second question was also analyzed in chapter four, which 

characterized Salvador in regard to firm’s size, and employees’ wages, working 

regime, education, gender, and age, and higher education opportunities. The 

chapter conclusion is that, overall, Salvador’s core media related creative 

industries are not very different from the other Brazilian state capitals in regard to 

the characteristics analyzed (excluding higher education opportunities which 

were not analyzed comparatively). The fact that most of the core media related 

creative industries in the city are small (a characteristic shared by the other 

capitals and by cities in developed nations) may indicate that these industries 

should need additional government support in order to grow. Future policy 

interventions to foster the creative industries in Salvador should then be aware 

that the small size of firms in the sector may require special attention due to 

additional challenges faced by them, as indicated in the VOX POPULI research 

presented in chapter four. The offer of higher education opportunities in media 

related programs is also growing in the city, and this might help in the creation of 

a local basis for the development of a media cluster, notably in audiovisual 

production, ICTs and multimedia. Increasing the education opportunities in the 
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are of media, with emphasis in attracting both in state and out of state students, 

might also constitute a means for the city to constitute itself as a media cluster, 

and a means of attracting young entrepreneurs.  

The analysis conducted in chapter four contributes to the enhancement of 

media studies in two ways. First, it reinforces the notion that it is necessary to 

study media industries at the city level, contributing to an argument made by 

Scott (2000) and Curtin (2005). It is important to notice that although some of the 

conclusions achieved in the dissertation are similar, to a certain extent, to 

Curtin’s (2005) and Scott’s (2000), the background to achieving them is different, 

as I used in the dissertation a creative industries perspective to guide the 

investigation. The dissertation also explored the links between cities, the 

information society, and the creative/media industries, which complement their 

analysis. The second contribution rest in the fact that it analyzed a non-core and 

not well known (in regard to core media related creative industries) city that aims 

to use the creative and media industries as a means to become a significant 

node in the information society and foster local economic development; such 

analysis of non-core cities is still incipient and need further complementation.  

  The analysis of the third question (in chapter five) indicates that city 

planning in Salvador has increasingly incorporated over time the creative 

industries and some media industries within it, into its formal planning and 

strategy towards economic development. This increase was a consequence of 

external factors, such as the Ministry of Culture decision to held the International 

Forum on Creative Industries in the city of Salvador, and internal factors such as 
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the understanding that the city has a unexplored economic potential expressed in 

its culture; the increased awareness of academics of the term ‘creative industry’ 

and its implications; and the city’s ambition to focus its economic development on 

services, tourism, information technologies, health, and other clean industries. 

The fact is that the process of incorporating the creative industries and its media 

subset into the city’s planning and strategies involved a change in discourse 

which progressed from early awareness of the economic value of culture in 2004, 

to its incorporation in 2005 when the city’s economic development strategy was 

developed, and culminating so far with its inclusion in the 2008 PDDU. However, 

the concept, although present in these documents, is still amorphous and did not 

mature yet in the city planning. In addition, it is still not possible to measure the 

impacts of this incorporation, in spite of some implementation and projects 

already in place. The analysis of the incorporation of the creative industries and 

media industries into Salvador’s PDDUs and Economic Strategy demonstrates, 

in a concrete case, some elements discussed in the literature review. The most 

evident among these issues is the belief that the fostering of local creative 

industries and media related creative industries might lead to new businesses, 

more jobs, and a larger GDP. It also indicates the issue raised in the theory that 

non-core cities are indeed attempting to incorporate the concept in order to 

become a significant node in the information society. The fear of becoming 

disconnected, or been left behind (Hepworth & Robins, 1988; Castells, 2000; 

Oakley, 2004) is evident in the reading of Salvador’s strategy. This reinforces the 

argument made at the end of the literature review that it is necessary to study 
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and understand developments at places who are trying to creative, rather then 

concentration solely on the success cases.  

 Chapter five also demonstrated an interesting dynamic in regard to 

conceptualization. Although the documents analyzed do not indicate a formal, 

single, definition for the creative industries, references to the term in the Strategy, 

for example, are linked to the broader concept of economy of culture. Also, other 

terms related to the economy of culture, such as the festival economy, have a 

conceptualization that is very similar to a broader (beyond intellectual property) 

definition of the creative industries. This is a practical example of the discussion 

regarding the difficulties in defining the creative industries. Planners and 

academics in Salvador seem to connect the creative industries to a broader logic 

of the economy of culture, simply because the definition of the creative industries 

solely via IP regimes does not fit the city’s economic environment  If they define 

the creative industries via intellectual property regimes (Howkins 2005) then it is 

not possible to include certain activities that are clearly creative (such as the 

Carnival, in the case of Salvador). On the other hand, adopting a definition solely 

based on creativity (Caves, 2000; Cunningham, 2004; Hartley, 2005) such as the 

one that could emerge from a economy of culture approach allows the inclusion 

of several creative activities57, but makes a clear cut definition of them more 

difficult and may prevent an approximation of technology and culture. I believe 

that in future planning or in the implementations regarding the development of 

the creative industries and the media related creative industries, a formal and 

consensual definition of the term will be necessary. One way of doing this is 
                                                 
57 Including heritage, in which the Carnival and festivals can be included. 
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maintaining the focus of the creative industries on IP regimes, but continues the 

trend of linking them to a major logic of the economy of culture. By doing so, the 

city would maintain the objectivity of bounding the creative industries via IP, but 

would explore the links between these firms and other cultural/creative ventures. 

For example, one would try identifying the link between the creative industries 

and the Carnival by looking at how a particular creative industry (TV, radio, film) 

contribute and benefits from this large festival. Another possible approach to link 

the creative industries and the economy of culture perspective is by identifying 

how the local culture can foster unique media and creative products in film, 

software, games and so on. I believe then, that the IP regimes should work as a 

one of the demarcations of Salvador’s creative industries, but should not 

constraint them in such a way that they do not communicate and/or restrict other 

cultural manifestations. In addition, in case the city opts to subsume the creative 

industries, and its particular subset of media industries, completely into the 

economy of culture perspective, evolution and number of firms and employees, 

contribution to GDP and product output also constitute very objective measures 

of economic development.    

 The incorporation of the media related creative industries in Salvador’s 

formal planning is evident throughout the documents analyzed, and is mostly 

evident in the implementation of the film commissions and the future construction 

of the technology park, TECNOVIA. The further implementation and development 

of these two initiatives might help in repositioning the image of the city as a 

media cluster. Developing the local creative industries of audiovisual and of 
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software might even provide locally outlets for the city’s strong music 

performance industry, and the implications related to the theory, would be that 

the enhancement of local media industries would break the logic of 

agglomeration and proximity, which at a national level benefits the cities of Sao 

Paulo and Rio de Janeiro.  

 The conclusion is that Salvador indicates that cities beyond the core and 

well-known cases are in fact incorporating the creative industries and the media 

related creative industries into their formal planning towards economic 

development. In Salvador, the creative industries and the media related creative 

industries are associated with job creation, wealth creation, and city image 

promotion, indicating a trend similar to other well studied cases. The city is also 

re-assessing the concept of the creative industries, so it can reflect its social, 

cultural, and economic environment.  

 The dissertation then analyzed in detail the incorporation of the creative 

industries and the media related creative industries into Salvador’s formal 

planning and strategies related to local economic development. This analysis 

allowed some early speculations regarding the problems that emerge at the end 

of the literature review, demonstrating the importance of location and its 

implication for media and non-core cities, and the necessity of characterizing and 

understanding the media related creative industries in non-core cities.   

 It is clear, however, that a further understanding of the incorporation of the 

creative industries into local economic development, and its impact on media is 

necessary, notably at city level planning strategies (in addition to the analysis of 
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national initiatives). It is also necessary to study the creative industries at cities 

that are not central in the “network society” and cities that are not well 

documented, given the fact that they are using the concept, and they are the 

ones, in my view, in most need of local economic development.    

 In regard to Salvador, some small steps would be useful in the further 

development of the local creative industries: 

 

• Further analysis of the creative industries in the city:  

o Examine the difficulties faced by businesses (be it related to 

finances, management skills, etc); 

o Use social network analysis to map the several articulations that 

are taking place in the city, so projects can be better connected 

towards the single goal of developing the creative industries in the 

city; 

• Establishment of benchmarks and indicators:  

o  Successful cases can serve as benchmarks and provide 

indications of strategies and policies to be implemented in the city;   

o Indicators should provide a consistent measure for projects/goals 

and for the development of the industry. Number of firms  and 

number of employees (analyzed here)  are examples of indicators, 

but others that are more specific should be established along with 

specific projects; 
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• The creation of a permanent Committee for the creative industries within 

the local government. Examples of this would involve: 

o Systematically following the discussions regarding the creative 

industries in several forums, such as in the ENECULT58 from the 

Federal University’s Communication School, and others. The goal 

would be to analyze and systematized ideas, concepts, information, 

within this forum and adapt them to concrete policies;  

o Also, the Committee could implement its own, regular forum, which 

could involve local and outside actors; this could be similar in 

format to the forum that took place during the Strategy’s discussion, 

and similar to the International Forum. Bringing local actors 

together systematically would increase synergy and concentrate 

their efforts directly towards public policy; bringing external actors 

would reinforce the city’s position as a creative node; 

• Creation and implementation of a master plan towards the creative 

industries. This master plan: 

o Should contain a formal definition of the creative industries, and its 

proper delimitation (I suggest it concentrates on the media related); 

o It could use a 5W (who, what, when, why, and where) approach for 

implementation, which would allow for a better follow up of 

implementations.    

 

                                                 
58 Econtro Nacional de Estudos em Cultura – National Meeting on the Studies of Culture 
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In conclusion, this dissertation provided some contribution to the study of 

creative industries and to the field of media studies. It demonstrated the 

importance of media as a tool for economic development as part of the creative 

industries approach. The analysis of other cases is necessary, but the study of 

Salvador demonstrates that the analysis of cities, creative industries, and media 

via a local perspective is a promising field.  

It is necessary that future studies further analyze the creative industries 

and the media related creative industries relationship to local economic 

development in non-core cities. I believe that a broader number of cases in 

regard to this topic might lead to a synthesis and understanding of the meaning 

of being a non-core city in the information society. As these non-core cities 

incorporate and implement strategies based on creativity in years to come, it will 

also be necessary to study the implications of such implementations, by 

analyzing whether the gap between then and the core cities is closing or getting 

accentuated. The search of these two elements will help in the understanding of 

the goals that emerged from the literature review, and will contribute to enhance 

the creative industries and media studies focus on the relations between cities, 

creative industries, the information society, concentration and the logic of 

proximity/agglomeration.   
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Appendices 
 
 

Appendix 1  - CNAE 2.0 by Core Media Related Creative Industries59 
 

Media 
Related 
Creative 
Industry 

CNAE 2.0 
Code of 
activity 

CNAE 2.0 Class of economic activity description 

Film 

59111 Video, film, and TV shows production 

59120 Video, film, and TV shows post-production 

59138 Video, film, and TV shows distribution 

59146 Film exhibition  
Music 59201 Activities related to music editing and recording 

Publishing 

58115 Book edition  
58123 Newspaper edition 
58131 Magazine edition 
58191 Lists, registries and other graphic products edition  
58212 Edition integrated to book publishing 
58221 Edition integrated to newspaper publishing 
58239 Edition integrated to magazine publishing 
58298 Edition integrated to lists, registries and other graphic products 

publishing 
Radio 60101 Radio activities  

Software 

62015 Development of computer programs upon special demand 

62023 
Development and licensing of computer programs subject to 
customization  

62031 
Development and licensing of computer programs not subject to 
customization  

62040 Consulting in Information Technology  

62091 
Technical support, maintenance and other information 
technology services 

63119 
Data analysis, application services providers and Internet 
hosting services 

63194 
Portals, content providers, and other information services over 
the Internet  

TV 

60217 Broadcasting TV activities 
60225 Programmers and activities related to subscription TV 

61418 Cable subscription TV operators 
61426 Microwave subscription TV operators 
61434 Satellite subscription TV operators 

 

                                                 
59 The CNAE is elaborated by the Brazilian Federal Government, and it consists of a numeric 
code assigned to a particular group of economic activities with similar characteristics. In the table 
above, these codes are indicated in the second column and its description in the last column.  
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Appendix 2  - CNAE 95 by Core Media Related Creative Industries 

 
 
Media 
Related 
Creative 
Industry 

CNAE 95 
Code of 
activity 

CNAE 95 Class of economic activity description 

Music 
 22144 

Reproduction of discs, tapes and other recorded 
materials 

 22314 Reproduction of discs and tapes 

Publishing 

 22152 Books, magazines and newspapers edition 
 22160 Books edition and priting  
 22179 Newspapers edition and printing 
 22187 Magazines edition and priting 
 22195 Edition; edition and printing of other graphic products 

Software 

 22349 Software reproduction in disks or tapes 
 72214 Development and edition of software ready for use 

 72290 
Desenvolvimento de softwares sob encomenda e outras 
consu Development of software under special demand 

 72303 Data processing 

 72400 
Database activities and online distribution of electronic 
content  

 72907 Other informatics activities not previously specified  

Film 

 92118 Film and video production 
 92126 Film and video distribution 
 92134 Film and video projection  
 22322 Film and video reproduction 

Radio  92215 Radio activities  
TV  92223 TV activities  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 

 173

 
Appendix 3  – List of interviewees – face to face interviews 

 
Interviewees – face to face interviews  Interview date  
Representative from the Micro and Small 
Business Support Agency (SEBRAE)  

May 07, 2008 

Representative from the Salvador’s Tecnhology 
Park (TECNOVIA)  

May 07, 2008 

Representative from the Salvador’s Tecnhology 
Park (TECNOVIA)  

May 07, 2008 

Representative from Industry Federation – 
Integrated Center for Manufacturing Technology 
(CIMATEC)  

May 02, 2008 

Representative from Industry Federation – 
Integrated Center for Manufacturing Technology 
(CIMATEC) 

May 02, 2008 

Representative from Ideia Digital May 05, 2008 
Representative from ZCR April 23, 2008 
Representative from Industry Federation – 
Evauldo Lodi Institute  

April 30, 2008 

Representative from Industry Federation – 
Evauldo Lodi Institute  

April 30, 2008 

Professor from the Federal University of Bahia  April 18, 2008 
Representative from the State Government 
Secretariat of Culture 

May 7, 2008 

Representative from the State Government 
Secretariat of Culture   

April 29, 2008 

Graduate Student from the Federal University of 
Bahia/Research of the Creative Industries 

April 29, 2008 

Professor from Faculdade Salvador (UNIFACS) April 30, 2008 
Representative from Bahia Digital May 9, 2008 
Representative from AGETIC May 9, 2008 

 
 

Appendix 4  - List of interviewees – over the phone interviews 
 
 

Interviewees – over the phone interviews  Interview date  
Representative from the Salvador’s Technology 
Park (TECNOVIA)  

May 14, 2008 

Former representative from ADESA/GECULT May 30, 2008 
Professor from the Federal University of Bahia’s 
Recôncavo 

April 23, 2008 
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Appendix 5  - List of respondents reached via online questionnaire 
 
 

Informants reached via online questionnaire  Date answered  
Representative from the Bahia Film Commission September 25, 2008 
Representative from the Municipal Secretariat of 
Planning 

September 26, 2008 

Representative from ADESA/GECULT September 25, 2008 
Representative from Bahia’s Development 
Agency (DESENBAHIA) 

September 29, 2008 

 
 
 
 

Appendix 6  – Guiding concerns addressed during interviews and in 
questionnaires 

 
 

Guiding concerns  
How do you define the creative industries? 
Do you see any difference between the 
economy of culture and the creative 
industries? 
How do you characterize the development 
of the creative industries in Salvador? And 
of the media related creative industries? 
How are the creative industries 
incorporated into local planning and 
development strategies? 
How do the creative industries, and media 
in particular, contribute to the local 
economic development? 
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