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Cultural and creative industries (CCIs) were among the first ones to be disrupted by the digital revolution. Thus, global lessons can be learned from the strategies they adopted in the digital age. Alongside a reversal model and a differentiation strategy, CCIs' companies are nowadays facing an alternative between two main new strategies, not forcedly classifiable according to traditional theories. The first model is a static but flexible strategy whereby the organization equips itself with skills and tries to be flexible enough as well as ambidextrous to absorb the shocks of changing environments. This strategy aims at overcoming organizational inertia through slow and cautious steps, not always in line with the rapidity of changes in the digital age. The second model, the liquid one, consists of a proactive and more than agile strategy where the organization moves quickly, adapts hastily and changes constantly to be in tune with the new configurations that are emerging outside.

1 cf. "Dialectic of Enlightenment" (1944). Yet, important variations exist among the school of Frankfurt, for instance S. Kracauer or W. Benjamin being more open to new features of the cinema industry to give an example.

2 "The term "disruption" delineates a process in which new entrants with generally fewer resources challenge incumbent firms" (Hopp et al., 

Introduction

The focus on Cultural and Creative Industries (CCIs) has been largely revised thanks to the Internet revolution and the diffusion of information and communication technologies (ICTs). As a matter of fact, significant changes led to a renewed consideration of the association between CCIs and innovation as well as to their reciprocal influence [START_REF] Simon | Facing disruption: the cinema value chain in the digital age[END_REF]. CCIs have been among the first ones to be disrupted by emerging applications and users' practices supported by the Internet. Yet, most of the innovations in these industries come from outside and, therefore, make really difficult for CCIs to be innovative [START_REF] Miles | Hidden Innovation in the Creative Industries[END_REF] and to anticipate and control disruptive changes and new associated services and evolutionary consequences [START_REF] Cohendet | The innovative firm: nexus of communities and creativity[END_REF].

The state of the literature focused on innovation in CCIs is atypical: authors that aimed at investigating the potential of R&D to support the CCIs (e.g. among others, [START_REF] Cunningham | An innovation agenda for the creative industries: where is the R&D?[END_REF]Foundation for RST, 2003) did not provide any analysis of the specificity of innovation processes and strategies adopted. Recent trends identified in the music [START_REF] Moreau | The disruptive nature of digitization: the case of the recorded music industry[END_REF][START_REF] Hadida | Managerial cognition and the value chain in the digital music industry[END_REF], cinema (Benghozi et al., 2015), videogames [START_REF] Chantepie | Jeux vidéo : l'industrie culturelle du XXIe siècle ? Ministère de la Culture, Secrétariat général[END_REF], and publishing (Benghozi, Salvador, 2015, 2016) industries are representative examples of a broad dimension of innovation in the rest of the economy.

The reasons for this two-sided state of the art may be due either to gaps in research or to the alternative strategies at work and emphasized in the literature. Thus, one can wonder what innovative strategy CCIs really adopt in the digital age and how it contributes to the way they face disruptions. This is the purpose of this article. We will focus particularly on two sectors that have been dramatically impacted by the ICTs and offer, therefore, contrasted cases of evolutions, with both successes and failures: namely the music and the newspaper industries. They will make it possible to understand how the legacy industry met the challenges of digitization, and particularly their disruptive nature which is the most striking feature of the digital economy when new entrants with generally fewer resources challenge incumbent firms (Hopp et al., 2018: 446).

The article provides a general outlook that sets the scene of the transformations in each of these industries and support it with some cases providing emblematic and paradigmatic illustrations of possible strategies at work. Information has been collected through face to face interviews undertaken in March-April 2018 and supplemented by desk searches and scientific and grey literature review.

The article is structured as follows: section 1 presents the theoretical framework: a brief overview of the CCIs concept is followed by a reasoning on the link between disruption, structural ambidexterity, organizing vision and competitive resources. Section 2 focuses on the pioneering music recording industry with insights about the French context of music ecosystem, and the representative case-study of the Chinese Tencent Music Entertainment (TME). Section 3 portrays the newspaper publishing industry in general and reviews two case-studies: the Norwegian company Schibsted, and a French magazine belonging to the Marie-Claire group. Finally, Section 4 provides subsequent discussion and concluding remarks.

The cultural and creative industries facing the digital shift: from disruption and structural ambidexterity to an organizing vision supported by a specific bundle of resources

The very definition of CCIs is not laid down [START_REF] Throsby | Modelling the cultural industries[END_REF][START_REF] Galloway | A critique of definitions of the cultural and creative industries in public policy[END_REF]Caves, 2000). Indeed, issues concerning the definition, identification and magnitude of CCIs are still an open and evolving debate. The wording "creative" was meant to add a wider and more positive dimension to the cultural industries, especially as the cultural industries have been highly criticised in the wake of Adorno and Horkheimer 1 . The term "culture industry" was coined and applied to highlight the industrialization, standardization and commodification of culture [START_REF] Bustamante | Cultural Industries in A Digital Age: Some Provisional Conclusions[END_REF][START_REF] Garnham | Emancipation, the Media and Modernity: Arguments About the Media and Social Theory[END_REF][START_REF] Hesmondalgh | The Cultural Industries[END_REF]Miège, 2011), while the term "creative industries" was introduced later to emphasize the contribution of these industries to economic growth and the setting of new approaches to production and innovation.

Therefore, most of the literature on creative industries can be perceived as an attempt to push forward these industries higher on the policy agenda. [START_REF] Green | Hidden Innovation in the Creative Sectors[END_REF] even emphasized how such notion has been useful in reinforcing the importance of these sectors for policymakers and others, challenging the traditional forms of policy intervention.

Beyond their global and significant importance in the economy, these industries have been the first ones to face the massive transformations brought by the ICTs and be heavily impacted by the digital shift [START_REF] Simon | Moving to Digital Media Worlds: Three Successive Transformational Waves[END_REF]. Such impacts led to a deep redefinition of their business structures and incented them to explore new strategies then widely deployed in the rest of the economy (free, subscription, rating, crowdsourcing ...). This weighed heavily on the management and relationship to innovation and how to understand it in these specific sectors [START_REF] Potts | Introduction: Creative Industries and Innovation Policy[END_REF]. The specific strategies now observable in the CCIs correspond to two complementary dynamics: the redefinition of organisational paradigms through disruptive innovations and the development of adaptive and responding capacities through structural ambidexterity.

The key dimension of disruption 2 and then disruptive innovation has been raised by the seminal contribution of [START_REF] Christensen | The innovator's dilemma: when new technologies cause great firms to fail[END_REF]. It then gave rise to a lively debate among which we can retain the Special Issue published in 2006 about a "Dialogue on the Effects of Disruptive Technology on Firms and Industries" 3 , followed in 2018 by a Virtual Special Issue 4 . In parallel, detailed review of the theory of disruption has been provided in various sectors such as the music industry (cf. [START_REF] Moreau | The disruptive nature of digitization: the case of the recorded music industry[END_REF].

The adaptability of firms to changing environments is not only a central dimension of their sustainability but also a key element of their capacity for innovation [START_REF] Teece | Business Models, Business Strategy and Innovation[END_REF]. The concept of disruption put in touch the Schumpeterian dynamic of destructive creation. It consists in fading followed by renewal and emergence of new actors followed by transformation (of the incumbents). [START_REF] Levinthal | A model of adaptive organizational search[END_REF] noted that long-term success requires exploitation activities to ensure current viability and exploration activities for future viability. [START_REF] Benner | Exploitation, exploration, and process management: The productivity dilemma revisited[END_REF] define therefore "structural ambidexterity" as an ability to set up and reconcile structures dedicated to exploration alongside existing structures which continue to exploit stabilized skills. Thus, [START_REF] Raisch | Organizational Ambidexterity: Antecedents, Outcomes, and Moderators[END_REF] questioned the capacity of the organization to be both effective in marginalist responses to the needs of its activity and in its capacity to adapt to more profound changes in the environment.

However, it is necessary to consider ambidexterity beyond only the exploration / exploitation dimensions, and the forms of structural and contextual ambidexterity (cf. Schreyögg and Kliesch-Eberl, 2007): the distinction is not as clear cut.

The adaptability of firms can be seen either as their capacity for structural and constant ambidexterity, or as their ability to make successive adjustments consisting in a succession of punctuated equilibria between exploration and exploitation steps [START_REF] Gould | Punctuated Equilibria: The Tempo and Mode of Evolution Reconsidered[END_REF][START_REF] Gersick | Revolutionary Change Theories: a multilevel exploration of the punctuated equilibrium paradigm[END_REF].

Such alternative is precisely fertile and fruitful to analyze in the CCIs and how their strategies have been deployed. On the one hand these companies are anchored in a core business secularly centered on content and risk management which gives them the strength and momentum to make permanent adjustments. On the other hand, they faced in the recent years unforeseen disruptions coming from outsiders and newcomers, supported by new digital technologies, huge investments and new skills and human resources, which called for profound and successive reorientations of their productions, organizations and business models.

Starting from these considerations, we assume that the different branches of CCIs consist in subsectors, sharing the same organizing vision5 rooted in their legacy culture. It makes, consequently, rapid change quite impossible to cope with for incumbents. Actually, the organizing vision provides a focal collective vision and model for designing and anticipating organizations' structures and processes.

In the context of CCIs, the organizing vision is coupled and constrained by the specific bundle of resources [START_REF] Barney | Firm Resources and Sustained Competitive Advantage[END_REF][START_REF] Barney | The resource-based view of the firm: ten years after 1991[END_REF] characterizing these industries and their sustainability [START_REF] Roberts | Entrepreneurs in High Technology. Lessons from MIT and Beyond[END_REF]. As emphasized by the resource-based view, superior performance and thus sustained competitive advantage exist when organizational resources and capabilities are "valuable, rare, imperfectly imitable and not substitutable" (Barney et al., 2001, p. 625;[START_REF] Barney | Firm Resources and Sustained Competitive Advantage[END_REF]. This character of originality is precisely what makes the strength and specificity of the creative industries. Economists even speak of them as a prototype industry [START_REF] Faulkner R | Short-Term Projects and Emergent Careers: Evidence from Hollywood[END_REF] and monopolistic competition [START_REF] Chamberlin | The Theory of Monopolistic Competition[END_REF].

It is precisely this configuration that has been called into question in the digital age. It questioned the singularity and non-substitutability of creative resources on the one hand. This is because the massive aggregation of content available online and the development of modes of consumption based on streaming and subscription is now encouraging platforms to compete on the basis of their entire portfolios of titles rather than on the basis of exclusive and nonsubstitutable content. On the other hand, the new landscape is the result of new technological resources [START_REF] Utterback | Technology and Industrial Innovation in Sweden: A Study of Technology-Based Firms, formed between 1965 and 1980[END_REF] which opened up new forms of creation and consumption. It prevents CCIs' incumbents from moving and reacting to changes with a determined strategy. As a matter of fact, they still remain locked in their collective vision of the traditional organization of production and therefore can hardly invest in these new tools and include them in their everyday business.

The following case-studies enable to illustrate and support our assumptions.

Starting from these considerations, the following case-studies help us to go further and to suggest the emergence of two new distinctive theoretical alternatives. Section 2 exemplifies, in the music industry, a reversal model associated with two separate strategies. The first one underlines the cautious "static but flexible" behavior of incumbents that aims at advancing within the traditional shared organizing vision of the industry through slow but solid steps: it opposes the exploration strategies of new entrants, relying on their mastery of new digital technologies to build alternative frameworks and visions of the sector. Section 3 exposes, in the case of newspaper industry, more proactive, "dynamic and liquid" strategies escaping on the one hand the definite long established starting business architecture while keeping, on the other hand, some of its main features.

Lessons from the music recording industry

While some cultural industries, like the book publishing, have been slowly, lately, and progressively impacted by the Internet revolution, music, media and cinema CCIs have been among the firsts to be severely and rapidly hit by the digital revolution [START_REF] Moreau | The disruptive nature of digitization: the case of the recorded music industry[END_REF][START_REF] Hadida | Managerial cognition and the value chain in the digital music industry[END_REF][START_REF] Blanc | Against the digital revolution? Institutional maintenance and artefacts within the French recorded music industry[END_REF]. However, over the last forty years the global music industry has been growing (CITI, 2018: p.4) although with a highly uneven distribution of the growth rates between the segments (the recorded music segment went through a sharp decline of the physical medium since 1999) and a reshuffling of streams of revenues (growth of the live segment and subscriptions services6 ).

Until the 2000s, the history of the music industry was mostly marked by technological breakthroughs (33 LP, K7, CD) that boosted sales and revenues while preserving industrial organizations and structures. The recorded music industry was able so far to accommodate every dominant format of the era, from the three-minute songs to fit on 7-inch vinyl to 16 or so songs to fill CDs. On the contrary, the arrival of the ICTs and the Internet brought a deep disruption for the recorded music segment. Beyond the mere phenomenon of dematerialization and corresponding falling incomes until 2014 [START_REF] Mulligan | Recorded Music Revenues Hit $21.5 Billion in 2019[END_REF], it undoubtedly explains the difficulty of the actors to understand the nature of the change at stake, to react and adapt to it, by changing their "organizing vision" of the music industry, its production practices, its listening methods, its business models and revenue structures.

Actually, the music industry went through the accretion of simultaneous transformations: new forms of copyright infringement supported by on line availability and peer to peer sharing, costreductions and lower barriers to entry opened by new technological equipment, transformation of professional models, new distribution platforms and hyper offering (Simon, 2016a, b;[START_REF] Benghozi | L'Industrie de la musique à l'âge d'internet : nouveaux enjeux, nouveaux modèles, nouvelles stratégies[END_REF].

The effect was strong since the digitization at work was profoundly different from what music had already experienced. As a matter of fact, the entire music industry enjoyed an extraordinary expansion in the eighties thanks to the advent of a first -narrow and very particular -form of digitization which resulted in the successful introduction of the CD, substituting the standard existing vinyl album. Technology then made it possible to improve quality and encourage consumers to renew their discos while reducing production costs and preserving monetization methods.

As a consequence of the familiarity with the economic success of these succeeding technological renewals in the past, economic actors attempted, at the end of the millennium, to reproduce this strategy by designing and propelling technological innovations (digital audio cassette Philips, Sony Mini Disc…). But they all were unsuccessful. Two main raisons can be put forward to account for this failure. The first one is that the preliminary wave of CD technology also opened the era of digital reproducibility and the threat of copyright infringements (cf. [START_REF] Lessig | Remix: Making Art and Commerce Thrive in the Hybrid Economy[END_REF]. The second one stems from the network economy that pairs the dematerialization of recorded music with the development of the Internet platform economy (cf. [START_REF] Kogut | The Global Internet Economy[END_REF][START_REF] Curien | Internet economics, digital economics[END_REF]: it opened a revolution in business models on an unexpected scale, further enhanced by a new range of mobile portable devices and the mobile Internet.

The common vision shared and thus established by the music industry thus focuses on the one hand on a vision of technical innovations contributing to a steady increase in revenue growth while maintaining the value chain of the sector and its business models unchanged. This shared vision therefore also relates to the overall organization of the sector: it addresses on the one hand the roles of the various economic actors (labels, publishers, distributors, technical service providers), its specific division of labor. It questions, on the other hand, the structure of market dominance in the production and distribution segments.

The recorded music market is an oligopolistic market, dominated by a few companies: three major labels (Sony Music Entertainment, Universal Music Groupsee Box 1-, and Warner) since the acquisition of EMI by Universal in 2011. As of 2018, the three majors accounted for 69.2% of the global market consisting in 18.9 billion $ [START_REF] Mulligan | 2018 Global Label Market Share: Stream Engine[END_REF]. These companies acted as gatekeepers between artists and consumers while at the same time record labels constituted important capital-providing intermediaries (Hviid & al, 2017: p.20), taking the financial risk. These powerful intermediaries dominated the music industry for almost 40 years, managing their assets through a strong legal instrument: copyright. However, the second digital revolution carried a completely different move: it produced a switch from CDs to digital files while shaking the market structure mostly of the recorded segment of the industry. This industry was able to monitor the first phase of digitization, upstream (production, distribution of physical goods) but as the digitization process went on, it lost part of its grip, as it enabled the entry of new players from other industries, access providers (cable and telecommunications companies, and other Internet service providers) and manufacturers of devices (Apple, Nokia…).

As stressed by Leurdjik et al. (2014: 141), record companies were late to respond to the opportunities and threats of increased Internet use and advanced equipment in private homes. The music industry did not set up specific online services to distribute music but opted for the creation, in the wake of YouTube, of a music channel dedicated to music videos in 2009: Vevo7 , a joint venture between Universal, Sony Music, and EMI (later to be joined in 2016 by Warner). Besides, adopting a cost-cutting strategy brought a loss of their core expertise (manufacturing, PR departments…), leaving more room for competitors. Consequently, disruptive initiatives of distribution (downloading, streaming) initiated by newcomers on the Internet, such as Apple, Amazon or Spotify, generated a revolution in business models and an important growth in (global) audience reach. Nonetheless, far from stimulating the traditional market for recorded music, these initiatives disrupted its economy and its structure [START_REF] Benghozi | L'Industrie de la musique à l'âge d'internet : nouveaux enjeux, nouveaux modèles, nouvelles stratégies[END_REF]. Although streaming services are now providing 56% of its revenues (out of 21.5 billion $ as of 2019, [START_REF] Mulligan | Recorded Music Revenues Hit $21.5 Billion in 2019[END_REF], the oligopoly maintains some of its former aggressive behaviour and keeps on imposing some drastic music contractual conditions for royalties to the streaming companies8 . At the same time, the changes brought by the ICTs open up a new space in between the realm of professionals and of amateurs, eventually allowing the scouting of new talents, and adding another source of production, the "Do it yourself" model [START_REF] Simon | Amazon déclare la guerre des contenus[END_REF]. Nowadays, music is a case of an historical upturn [START_REF] Cameron | The impact of digitization on business models in copyright driven industries: a review of economic issues, Brattle Group paper prepared for the US National Research Council[END_REF] where revenues are coming from performances and related rights rather than from royalties redistributed by music recording companies. To deal with these trends, it is interesting to note that companies in the sector have not sought to respond at all by investing in the development of innovations or new technical solutions (i.e. they did not change their bundle of technological starting resources), but rather by remaining on the content supply side. Record companies offer now a more comprehensive portfolio of services, ranging from recordings to live performances, merchandising and the rights for online services, radio plays, use of music in films, games and TV series, the so-called "360 degrees deals" to artists. Labels are now slowly morphing into "label as a service" companies to better compete with newcomers. The way that Universal now describes its relationships with artists (e.g., comprehensive partnerships, music services deals and distribution) is not that different any more from the way Believe Digital, a music digital distribution company for independent labels and artists, introduces its services9 .

Box 1. Universal Universal Music Group (UMG) is an American global music corporation majority founded in 1934 as an American branch of Decca record. Since 2000, the company was fully owned by the French media conglomerate Vivendi, but sold a 10% share to Tencent holding in 2019. UMG has three main operating businesses: recorded music, music publishing and merchandising and brand management (through Bravado), accounting respectively for 78.6%, 14.6%, and 6.8% of a 7.159 billion euros 2019 turnover. The company is profitable with an income from operations margin of 16.3%. As of 2019, UMG was valued at more than $33 billion.

Digital sales (subscriptions, streaming and downloading) accounted in 2019 for 66% of recorded music sales, physical sales for 18%. In addition to these lines of business, Vivendi operates, under Vivendi Village, live performance (involvement in music festivals), ticketing and other related activities, generating a turnover of 141 million euros.

UMG claims having the most comprehensive catalogue of recorded music in the world that spans all music genres. The company prides itself of having been ranked, in 2019, as the most innovative company in the music industry by Fast Company.

Source: Annual Report 2019 [START_REF] Mc | How $33 billion Universal Music Group is redefining the modern music label[END_REF] In this context, the specific case of the French market (section 2.1) and the Chinese example of Tencent Music Entertainment (section 2.2) are interesting matters to compare. Our better knowledge of the situation in France and of the western variety creates a kind of optical effect: we naturally distinguish better the numerous small labels around Universal and the big majors, whereas the Chinese situation appears to us more masked and homogeneous behind Tencent. Nevertheless, in a first case (France), the industry is marked by the presence of an ecosystem of numerous labels framing a powerful actor (Universal) who dithers to make a frank commitment by anticipating digital developments. In the other case (China), the sector benefits from the development and traction capacity of an integrated player relying on the convergence between mastery of telecommunication infrastructures, service distribution platforms and production of digital content. Comparing these two issues teach us how, in different contexts, the incumbents face difficulty to move as they are trapped in a global organizing and economic vision of the industry. Moreover, they reveal how new entrants can enter the market by making the aggregation and mastery of new digital technologies a competitive resource enabling them to disrupt the market structure by redefining its organizing vision.

Insights from the French case

In France, recent data from the French Union of Phonographic Publishers (SNEP, 2020) confirm that the dynamics of the traditional music revenues (growth regained after a decade of attrition) are similar in all countries10 : the music market has progressed of 5.4% in 2019 for the fourth consecutive year for 17 years. These positive trends are the result of the gradual adaptation of players in the sector to adjust their offerings to new consumer practices, and to the new environment coming from the digital revolution. However, in the French situation, the level of revenues only matches the one of 2009 but accounts only for 44% of the 2002 revenues (SNEP, 2020: p.3).

The French market does not differ from other markets: the main players of the French oligopoly (Sony, Universal, Warner) were not involved in the creation of new services. During the period when downloading was the dominant mode of accessing digitally to music, from 1999 on, some start-ups started offering such services either to distribute existing catalogues (mzz, francemp3, mp3.fr, vitaminic, mycity) or to publish/promote new talents (peoplesound, musiquepro, vitaminic, efrenchsound, balanceleson) 11 . With the exception of Universal investing in "Balanceleson", as a tool to scout talent, none of them were backed by the industry, they were "pure players". Quite the opposite, they were faced with a refusal to grant access to catalogues. Most of these companies went bankrupt12 or were sold or attempted to pivot their business model. During the following phase, from 2002 on, the distribution of music on-line shifted to retailers (Fnac with fnacmusic.fr and Virgin with Virginmega.fr) and distributors-service providers (OD2 a UK company). Universal initiated "e-compil" with a bunch of titles in 2001, and Sony opened "Sonyconnect". Retailers and distributors, although more familiar with the industry and boasting "legal" services, ended up in difficult negotiations with the majors for access to their catalogues. During these two phases, Internet access providers, also attempting to distribute content, were going through the same difficult negotiations. They were even charged with enabling infringements to copyright especially during the initial period of downloading when "peer to peer" networks were playing an important role13 .

Although the share of the majors remained stable over the last decade [START_REF] Donnat | Évolution de la diversité consommée sur le marché de la musique enregistrée[END_REF] some innovative new companies managed to dig a hole in the ecosystem, tilting the market somewhat further toward independent companies. This is the case of "Believe" founded in 2006 (by "dedicated music professionals" and Internet professionals) and "Musicast" (acquired by "Believe" in 2016). The Paris-based company offers distribution services and owns labels. The company focusing on independent artists and labels that were lacking such services did not need to deal with the majors. During a third phase streaming platforms progressively replaced the downloading websites; the deployment of the third generation of mobiles enabled a shift to the mobile Internet. Deezer was founded in France in 2006, before the launch of Spotify and the release of the I-phone in 2007. The company benefited from a "first-mover advantage" in France, the only country where it turned profitable. The French streaming company relied on a deal inked with Orange in 2010, just like Spotify signed a deal with Bouygues Telecom some years later.

Face to face interviews with music professionals in March-April 2018 14 emphasized that artistic creation has always been considered the main taskand added value -of music companies : they carry it out thanks to the identification, valorisation and exclusive relations of potential artists (talent scouting). As a consequence, they always have dedicated more focus on content than on the distribution and communication medium. This partly explains why the music industry suffered badly from the digital revolution and its consequences at the early days. From this perspective, it is interesting to highlight that incumbents and dominant players in this industry have mostly reacted by seeking to appropriate ICTs to evolve and streamline their production processes and relations with consumers, rather than by directly addressing competition from new platforms and the design of new business models. In a nutshell, they favored an approach in terms of exploiting new technological resources rather than exploring alternative models.

Streaming is the engine of this growth [START_REF] Simon | New players in the music industry: lifeboats or killer whales? The role of streaming platforms[END_REF]: its revenues have almost tripled over the last 5 years and now account for more than 63% of revenues coming from the digital market and 59% of the overall music market (SNEP, 2020: p.4). Thus, subscription models generate most of the value created. Nevertheless, this positive evolution is fragile since the new structuring of the value chain and of the economic models keeps on evolving and being refined. There is still a huge gap between the massive consumption of music on a platform and the level of revenues received through this platform, perceived by artists and producers as low. This big distortion occurs (to varying degrees, of course) whether the platforms are free (YouTube) or fee-based (Spotify or Deezer e.g.).

In this context, diversification turned to become the main keyword for the music industry. But this diversification has not so much consisted in creating, inventing and exploring new segments as in deepening and strengthening the exploitation of pre-existing distribution channels. By relying on its editorial and content production skills, the industry has therefore been satisfied to simply change the balance between sources of revenue rather than conceiving new ones. However, the strategies at work have also been able to translate this exploitation of new available resources into new forms of renewal.

As underlined by the interviewees, the focus on content (i.e. looking for, promoting and producing successful artists) is not only extended to traditional activities like concerts and festivals but it is at the heart of a profound reorganization of the economy of production giving full space to touring mega concert venues and also other events' organization (like involving an artist singing during a fashion show), the animation and steady production of posts on social networks, or the production of video programs or films devoted to an artist. These activities give rise to unexpected partnerships with films' distributors, televisions' channels and online platforms. It is interesting to highlight that also in France the television and the radio remain, even in the age of digital networks, essential partners for the development of an artist's career.

Diversification is also the exploitation strategy followed for assuring a consolidated prominence and diffusion of an artist on the hyper segmentation of new digital media. The expertise for an effective marketing strategy is essential. Actually, the development of ICTs and the digital 14 9 interviews (2 in the cinema, 3 in the music, and 4 in the media sectors) have been undertaken with Project managers innovations, Heads of marketing services department, Digital strategy directors, and Editorial directors. Interviews' minutes have been used for completing the presentation of the case-studies in Sections 2 and 3. They also fed our reflections about the emergence of the new innovative models (cf. Sections 1 and 4).

revolution also means better market knowledge and more efficient processes. For instance, customer relationship management (CRM) programs have become pivotal to get the most out of the artists and content produced. Like others, French music companies regularly analyse data about consumers' choices coming from platforms like Spotify, Deezer, Apple Music or YouTube15 … broadening in some extent what they already achieved with CD sales. Similarly, data from social platforms like Facebook, Instagram, Twitter and Snapchat are under attention. All these tools are of course necessary for market segmentation and consumers' studies. But they are also key resources for being able to anticipate the next wave of change without being in the risk of losing a prompt reply like at the beginning of the Internet revolution. These concerns have led to the creation of project managers in charge of innovation prospections and new practices as well as the hiring of data scientists and community managers. Moreover, specific innovative software has been developed for analysing on a constant basis data coming from the diversified digital sources. Yet, it is interesting to underline that such developments are more the output of the new platforms and newcomers of the Internet, than of the traditional actors of the music industry, the latter being rather satisfied through appropriating tools and technical developments conceived elsewhere.

The interviews highlighted that nowadays digital music listening and consumption practices also means a new temporality whose consequences are inevitably bound to be far-reaching in terms of service offerings and associated monetisation. Before the Internet revolution sales of a physical object, like the traditional CD, were increasing around the end-year holiday season, now music revenues are spread all along the year through streaming subscriptions formula.

Nonetheless, physical supports resisted more than anyone would expect. For instance, the dematerialization of music listening and the predominance of the "economy of use" has been recently associated to a renewed interest in a physical object like the traditional vinyl whose volume was multiplied by 4 in 5 years, representing 20% of turnover of physical supports (SNEP, 2020: p. 6). Even if this revival of vinyls remains limited and hardly seems anecdotal, it nevertheless underlines that the "purchasing" model still coexists with the "access" model.

The resilience of traditional music recording media, added to the increase in the number of streaming subscribers, proves that consumers' willingness to pay exists. It is therefore not so surprising nor paradoxical to see the music industry investing in reviving new production lines in an old technology (vinyl publishing) rather than investing more on developing a proactive strategy through fostering online services. In a way, this is an attempt to preserve the particularly profitable economic model of recorded music, where producers control the entire value chain and revenue streams, and where revenues can be particularly significant compared to those coming from digital platforms. In short, it is a way of trying to develop a strategic economic response while preserving -and remaining enclosed -in the same shared organizing vision of the industry.

We will see in the next section that this type of entrapment in a dominant vision and model has not necessarily imposed itself everywhere. The case of China shows that other perspectives have been implemented and that a powerful position can be built from a rapid and large strategic move.

The case of Tencent Music Entertainment (TME) from Shenzhen 16

The situation presented above reflected the way traditional music players have approached the arrival of digital technology by trying to extend as long as possible their age-old model of organization and income generation. Conversely, it is also interesting to see how players from other fields have been able to enter this industry, by profoundly rethinking its paradigm thanks to the ICTs. The case of the Chinese IT giant Tencent in the music industry is an excellent picture of this.

The music branch of Tencent, the IT Chinese digital giant, has been built progressively over the last 15 years. TME, established in 2016, is now a dominant player in China's online-music market. It dominates China's music streaming market through three online music platforms, QQ Music, KuGou and Kuwo and four apps reaching 644 million monthly active users as of December 2019, controlling nearly 80% of China's music streaming market [START_REF] Sun | Tencent Music's Stock Won't Rally Until These 3 Things Happen[END_REF]. With 3.65 billion $ revenues (an increase of 34.0% over 2018), the company is highly profitable. If one compares TME with Universal, the turnover is about half, but the market cap of the less than 4 years company stands close to Universal's market cap.

So, what is "unique" about TME model? TME does not position itself primarily as a content producer, as in the historical model of music. It does not seek only to provide music but creates a specific ecosystem to enhance, thanks to the ICTs and inclusion in the Tencent group, the user experience and the engagement of artists. In other words, TME built a competitive advantage in creating social music experiences building on strength of the country's leading social apps: these services have been integrated into them (Tencent's WeChat messaging platform, which has more than 1 billion users, and QQ Music), rather than through the building of a "siloed" social network for music [START_REF] Peckham | What Spotify can learn from Tencent Music[END_REF].

This situation has significant consequences on the structuring of the activity and the various revenue streams. Not only did Tencent diversify its income from music, it rather set up multifaceted monetization models that mainly include subscriptions, sales of digital music, virtual gifts and premium memberships. Firstly, online music services primarily include paid subscriptions and digital music sales. Then, music-centric social entertainment services primarily include virtual gift sales and premium memberships, both of which are seamlessly integrated into the comprehensive user experience offered by the company's social entertainment services. It is important to stress that music centric social entertainment services provide the bulk of their revenues, a major difference with other music streaming services (Tencent Music Entertainment, 2018). The monthly ARPU for online music was 1.33 $, but the monthly ARPU for social entertainment (RMB), 19.9$.

However, the core of the business model is imported from the innovations created by the mother company Tencent (Simon, 2016a) in the mobile gaming sector: virtual items and charging the "whales"17 , i.e. a minority percentage of users get emotionally invested enough to pay real money for digital goods that enhance their experience.

Given the way this service offering was built, the use of technology is thus an important competitive resource and it is moreover underlined as such in the way it is presented in the mission of the company. TME is a technology company, an interactive media company that builds on its data and powerful AI technology, for instance for personalized recommendations using algorithm and multi-dimensional data insights and metadata on users' music tastes. It is also a company with a very strong commitment in R&D. This ability to make recommendations is all the more important in the context of the Chinese music market: a fast-growing market for long-tail and niche genres, driven by an increasing demand for diversified and personalized online entertainment experiences. Consequently, China has a more fragmented music creation and copyright ownership landscape as compared to developed economies. In contrast to the U.S. market where the top music labels have strong market positions, China provides "a more conducive environment for online music platforms" (Tencent Music Entertainment, 2018: 123).

On the other hand, Tencent`s ability to anticipate the transformations of the digital world has empowered it to develop a mature and extensive music offering. On this basis, the group can now compete or consider relations with Western historical players benefiting of strong positions in their markets but suffering of less innovative services. After striking an exclusive agreement with the Universal Music Group in 2017, Tencent bought 10% of it in 2019. Tencent did a share swap with Spotify in 2017: Tencent took 7.5% of Spotify, and Spotify 9% of TME (TME, SEC Form F, 2018).

In conclusion, the insights from the French music industry and the Chinese TME evolution illustrate the divergence between two opposite approaches from economic players: a legacy exploitation strategy and a newcomer exploration strategy. The legacy cautious strategy has been applied in France with a pronounced focus on safeguarding revenues from physical supports (including supporting the renewal of the traditional vinyl disks) so as to preserve as far as possible, in parallel with on line services, the historical and highly profitable model of physical media on the one hand. On the other hand, new players like TME immediately immersed themselves in the new digital environment and henceforth rely solely on digital tools (i.e. streaming for distribution, Big Data for marketing, AI for recommendations…) with an aggressive model and a very dynamic and proactive strategy characterized by constant and permanent fast transformations.

Lessons from the newspaper publishing industry

Music thus provided us with the case of an arena marked by a clear strategic alternative between incumbents seeking to react while remaining anchored in the traditional vision of the industry and new players setting up a new framework based on technological resources. By contrast, it is interesting to analyse what happens in the newspaper industry that has not escaped either the consequences of the Internet revolution. The sector tackled indeed uncommon strategies and original forms of competition between traditional printed newspapers and new information providers, pure players or players from the ICTs sector.

Like most of other CCIs, the press sector remained almost unchanged for a very long time. Printing technologies and editing were their main field of changes but without altering the basic business model and paradigm of newsprint. The Internet diffusion has been particularly destabilizing not only because it questioned the sustainability of printed newspapers, but also because it put at stake the very status of information, challenged by social networks and the new reading practices. Such new forms of information production and diffusion are disrupting the very specificity of the press as the main provider of information. Because of the lower traditional flow of revenues, newspaper publishing companies are more and more experimenting solutions to address sustainability in the age of the digital never-ending revolution.

First of all, it is important to note that the Internet revolution impacted the newspaper publishing industry at a time when the well-established traditional newspaper business models were already under several challenges. Free printed newspapers, innovative forms of editorialization, emerging market segments, other new products, and quality in print with new printing presses were the main innovations introduced in order to limit the decrease in the number of readers (Leurdjik, Nieuwenhuis, 2014: 158-159).

The new range of organizational patterns and forms of competition brought by the ICTs has gone beyond and is accompanied by the emergence of new players -digital platformscorresponding to as many different and multiple business models. In particular, the arrival on the marketplace of technology suppliers to deliver the contents, meaning Internet service providers (ISPs), not only brought a rebalancing, but it upset the architecture of the newspaper publishing industry.

One of the originalities brought by the ICTs is that the very notion of hard copy disappears with the electronic media. This profoundly destabilized the traditional press that is based on an aggregation of content and multiple activities (sport, TV program, weather forecast, obituaries, classified…) in a unique package that is the print copy. Investments required to produce thousands of printed journals are replaced by investments in software solutions and by hiring qualified staff for the online edition (digital journal). The corresponding new production process has contradictory consequences: customer relationship and control are easier (although of a different nature), and the cost of storage and distribution of digital newspapers is almost zero. Yet, information still needs to be collected on a continuous manner and remains costly to produce. This means that social network uncontrolled sharing, hierarchical procedures, proofreading and verification by content editors should be kept under the control of editors. Some newspapers like "The Guardian", "Wall Street Journal", and "New York Times" have been quite successful with the introduction of on-line news. For instance, under the motto of "open journalism", "The Guardian" sought establishing new forms of relationships with their readers while training their professional journalists to new techniques such as "liveblogging", video, data journalism (Henley, 2014: 170). The Guardian also pioneered the sales-based pricing model, by introducing donations for news and becoming "one of the most successful donation models of any major brand" (Reuters Institute, 2020: p.23).

All this also means that the effects of the digital age on the economic models of the CCIs are not one-dimensional. Varied arrangements can be designed and implemented to support and address an abundance of content. This overload challenges the traditional modes of remuneration of editors, distributors and journalists [START_REF] Benghozi | When Organizations in the Cultural Industries Seek New Business Models: A Case Study of the French Online Press[END_REF].

Out of the cold: the case of Schibsted

To illustrate the variety of implementable strategies by combining dynamic exploration of new solutions and exploitation/adaptation of stable and well-proven models, the case of Schibsted is an interesting example of a particularly "agile" strategy. It aimed at investigating models and fields of activity outside the strict framework of the press but nevertheless making the best of one of its earlier line of business: classified ads. Moreover, it was developed by an average player who does not, a priori, have any particular competitive resources, whether in terms of original offerings, size of addressed market or specific skills.

Schibsted is a secular newspaper and the Norway's biggest one since 1981. In 1989, Schibsted went from being just a family-owned company (founded in 1839) to a corporation, listed on Oslo Stock Exchange in 1992. These framework and orientation are reflected in a very aggressive development and diversification strategy. In the 1990s and 2000s Schibsted bought several international newspapers and applied for a TV license to operate an independent, advertising-financed channel. This marked the beginning of a period of substantial investment in TV and films that ended in 2008, to focus on online activities (online classifieds) and as a reaction to the economic crisis. Schibsted's strategy has been since to increase its exposure in the online classifieds business. In 2009, it established Media Norge ASA as a group with various different newspapers consolidated under the same ownership, Schibsted, with 80.4% of the company. On the following year, it took control of the French online classified giant Le Bon Coin. As of 2013, a joint venture between Schibsted, Telenor18 and Singapore Press Holdings was launched to create two joint ventures in online classifieds in selected key markets in South America and Asia. In 2017, Schibsted further strengthened its position in Latin America by increasing the ownership from 25 to 50% in the rapidly growing Brazilian online classifieds site OLX.com.br, and increased its ownership from 50 to 100% in the market leader in Chile, Yapo.cl. The goal was setting up a strong online classifieds cluster in Latin America with leading positions in 5 countries in the region.

The group describes itself as the "Nordic Digital Powerhouse". Its annual report stresses that it strives to be a global leader within online classifieds and develop world-class digital media houses over the last twenty years. In addition to Norway, the company is also a major player on the Swedish market (with 7 leading newspapers in Norway and Sweden) and operates in several countries at worldwide level. In most of these countries are run only online-based businesses, hence the creation of the new entity.

The strength of these evolutions was such that, in 2018, the group separated and empowered each of its activitiesnews publishing v. online services and classified -by splitting up the company in two entities: Schibsted and Market Places International (MPI). The new company (MPI) was designed and given a leading role in any structural development of the online classifieds industry (mostly car, real estate, and jobs), [START_REF] Berger | Empowering people in their daily lives, presentation at the SEB Nordic Seminar 2019[END_REF], comprising all marketplaces outside the Nordics.

The company headquartered in Oslo, Norway, had 71% of the revenue from digital products in 2017, still growing rapidly. Revenues from newspapers are still dominant (55% of the total).

The former 19 th century family-owned company has been growing mostly through a clever M&A strategy focusing on potential growth segments or managing to keep the profitability of legacy business such as the newspaper industry. Being a small company in a small country, it nevertheless anticipated the growth of global on-line markets especially in classified ads, a strategy of both diversification (out of the country and the core business) and specialisation in "verticals" like cars or real estate sectors.

The case is therefore interesting in that it reflects a broad offensive strategy of diversification, escaping from the strict vision of the newspaper, but building on what has always made it one of the main pillars of its income.

The case of the magazine MagicMaman: the choice of a "free" model

This case offers an interesting example of how a large incumbent press group -Marie-Clairecontinues to develop a defensive operating strategy of progressive change by seeking to protect its core business, while at the same time it uses subsidiaries or associated titles to explore alternative strategies (but always remaining closely related to the core business) that could then be potentially applied to the rest of the group.

The Marie-Claire group is one of the largest French magazine press groups, publishing numerous titles in France and abroad (including Cosmopolitan and Marie Claire), with a circulation of nearly 100 million copies. As its managing director recently notes19 , the group does not generally speak of a revolution but rather of an evolution that continues from year to year: "Our businesses are changing and we are trying, with our teams of journalists, to respond as best we can to the new expectations of our readers. Generally speaking, we don't make "new formulas" but regular changes. But sometimes, in the history of a magazine, it's good to mark the change".

In this state of mind, Marie Claire group recently adopted a new business model for its parental magazine "MagicMaman" that resulted from a merge, in 2015, between the printed and digital magazine "Famili" and "MagicMaman" that, at that time, was a dedicated community website. Actually, this new step in the marketing strategy of the magazine was focused on a free distribution not only in selected places (like nurseries and maternities) but also, more generally, in newspaper kiosks. Furthermore, partnerships have been put in place with brands focused on early childhood (apparel, food, toys…) as well as with actors like Amazon: the magazine was included in the Amazon Baby Box. Last but not least, Marie Claire group planned to test connected displays (QR code or Near Field Contact) to automatically download the PDF of the title on a mobile, in case of sold out [START_REF] Woitier | Le magazine parental MagicMaman devient un gratuit[END_REF]. Since March 2018 this magazine was freely proposed to consumers and only a thematic paid quarterly format was maintained in newspaper kiosks. The choice of a free on-line model corresponded to a concern for lowering the distribution costs and broadening the customer base in order to increase advertisement revenues: in one word, by developing a specific strategy related to well-known network externalities of the digital economy.

As of 2018, Marie-Claire was expecting these displays to improve real time distribution and replenishment. The group has also been testing a tool to allow readers to download the magazine on their mobiles from the displays with contactless technology [START_REF] Afp | Le magazine MagicMaman du groupe Marie-Claire devient gratuit[END_REF]. Targeted information and precise data about consumers and their habits were also meant to support some economics of data contributing therefore to create additional value and to generate new incomes.

The free-of-charge model strategy was supported by the observation that nowadays potential buyers are used to be informed more and more through mobiles, they have become irregular in buying and difficult to reach. The new strategy of free proposal clearly aimed at cutting distribution and marketing costs. As a matter of fact, the rate for unsold copies for this kind of press may exceed 50% depending on the point of sales [START_REF] Woitier | Le magazine parental MagicMaman devient un gratuit[END_REF], and distribution costs weigh heavily when the number of unsold copies is high.

The strategy of Marie-Claire group has been made possible since it already experienced the free-based model of press with the successful distribution of the feminine magazine "Stylist", freely distributed in public transports [START_REF] Afp | Le magazine MagicMaman du groupe Marie-Claire devient gratuit[END_REF]. Nonetheless, Marie-Claire refined the strategy for its second venture: the publisher opted for a much more targeted distribution. In this case, the free model was expected to keep the same team and number of journalists and to provide the same quality level (content as well as paper and print quality) of the previous payable model, but under a slighter "format". The free bimonthly magazine was planned to be released in "tablet" format every month over several distribution points. The goal was to bring readers closer and more attached to the magazine and its advertisements compared to those used to read the previous version. Marie-Claire group aimed at maintaining and catching more consumers focusing on the magazine Internet website, its community forum and its readers' opinion platform on childcare products. The profitability of this unusual strategy was based on an anticipated increase of advertising revenues: 30% increase of its turnover within 3 years. At that time, this "free-based" strategy was quite new in the magazine publishing industry [START_REF] Alcaraz | Avec « MagicMaman[END_REF]. "MagicMaman" provides an answer to the difficulty of capturing and controlling consumers through traditional channels. For magazines, the challenge is not so much to compete with free thematic information available online and shared on social networks than to support the structuring of communities of interest [START_REF] Benghozi | When Organizations in the Cultural Industries Seek New Business Models: A Case Study of the French Online Press[END_REF]. In this case, the magazines can take advantage of their extensive knowledge of the advertising market and their ability to particularly and effectively leverage their knowledge and targeting the reader markets they address. It helps tracing readers' habits and collecting data about how, where and when readers look over the magazine. Of course, a "free-based" model increases, on the other hand, the dependence on advertising revenues20 .

Actually, MagicMaman has 4,3 million readers in print and digital versions and 1,4 million followers on social networks. In 2019 it has been the most diffused magazine in its field, with more than 180,000 printed copies, and 3,8 million visitors on its website as well as 3 million contacts through e-mails and newsletters.

With a view to improve customer control and relationship, "diversification" is a key lever in digitization competitive context. The role of the media is changing, it is no longer limited to a mission of information. In a relatively difficult environment where all groups are looking for new forms of monetization, information rather becomes a vehicle for attracting audiences, organizing market segments, and helping to generate broader revenue streams. In this context, e-commerce has become an increasingly popular tool: several media groups have recently launched merchant sites [START_REF] Alcaraz | Des places de marché pour monétiser l'audience des médias[END_REF]. Hence, by 2017, Marie-Claire group launched a marketplace called Sotrendoo to sell products related to the universe of titles of the magazine [START_REF] Alcaraz | Avec « MagicMaman[END_REF].

In conclusion, the cases discussed above illustrate the various attempts made by the newspaper publishing industry to cope with the consequences of the digital revolution by diversifying its service offerings as well as its business structure. It is reflected in differentiated newspaper strategies, seeking to explore, in a pioneering way, new forms of business modelling and value proposition adapted to online publishing. This tendency complements and fine-tunes the alternative strategies exemplified by the cases of the music industry (cf. Section 2) building a progressive proactive evolution through integration and trial and error, or by taking full advantage of the digital tools to design and implement radically new configurations.

Discussion and Conclusion: new emerging innovative theories for the CCIs facing the digital challenge?

The production, survival and adaptation to a sprouting environment is at the heart of the challenges of creativity. Consequently, CCIs should be the best placed industries to address the disruptive changes brought by the Internet and ICTs. But then, the difficulties faced by the CCIs shows that the issues at stake in terms of digital strategies are not just about creative capacity and the quality of the adaptation solution. It is as much a result of the choice of implementation and the pace of transformation adopted.

By its structure, the CCIs sector is emblematically organized around three poles with specific economic and management characteristics. The first one regards the production of specific creative contents. The second one involves curation, i.e. the ability to select and highlight singularly chosen contents. The third pole is finally related to distribution and provision of content in a mass media perspective where the "king-content" is provided in an undifferentiated and similar manner to all consumers. It is this three-pronged structure that partly explains how, faced with disruptions affecting all three areas simultaneously, CCIs' enterprises can devise alternative strategies that are more or less radical and based on different resources and components of their activity. On one side, the new functionalities opened up by digital technologies stimulate the design of new content formats and facilitate new possibilities for production with small teams or in self-production, thereby accentuating the differences with productions that concentrate significant resources and are the subject of exclusivity. On another side, digital technologies make it possible to break the egalitarian modalities of mass distribution, opening up -thanks to algorithms or electronic word of mouth -the possibility of individualizing the ranking and recommendations of offers according to the expectations, tastes and specific demands of each individual. Lastly, by breaking the mass distribution character, allowing very broad aggregation of content and multiplying the distribution channels providing access to this content, the digital age contributes to redefine consumer practices and, in turn, opens up the possibility of new business models, network convergence and forms of monetization and consumer control.

The emblematic character of the opposite alternative visions exemplified in the music industry case-studies, as well as the hybridization of the features that emerged in the cases of the newspaper publishing industry support our assumption of the emergence of the different approaches of the CCIs' strategies deployed to deal with disruptive environments. Firstly, a cautious or defensive one is anchored on a long-established vision and corresponding customary strategy with minor updates. Secondly, a more proactive or offensive one is much focused on drastically reconsidering the organizing vision of the industry, whether it be by endless transformations when it comes to incumbents, or, when it comes to new entrants, ensuring in a radically new and disruptive way, thanks to new technologies, the production of services, the organization of the value chain, the business models and the relationship with consumers. This strategic alternative goes beyond a single difference in attitude at risk. It calls and is supported by the acquisition of technological skills and the control of digital resources.

Taking this last dimension into account is essential for a better understanding of the determinants of strategic choices and the consequences to be considered for their implementation in organizational terms and for managerial policies in terms of human resources, investments or supply chain, adopted infrastructure But the way in which technological resources contribute to influence strategic alternatives and forms of agility, also has enlightening consequences from a theoretical point of view: it leads to a different rethinking of the usual alternatives existing, in innovation management, between radical and incremental change, and, from the perspectives of ambidexterity, between exploration and exploitation strategy.

In the case of the music industry, it found itself facing a new configuration with the arrival of the Internet. The situation was all the more difficult to anticipate as the music companies had, on the contrary, always benefited greatly from previous waves of technology. This is why [START_REF] Huygens | Co-evolution of Firm Capabilities and Industry Competition: Investigating the Music Industry, 1877-1997[END_REF] suggested that a co-evolution of capabilities and competition in the music industry oriented multiple competitive dynamics and drove organizational change. Until now, in fact, each technical innovation (LP, audiocassettes/ Walkman, CD) brought new streams of revenues enabling new business development through value creation. These previous waves of technological innovation did not require any particular adaptation by the firms. On the opposite, digital technology meant a destruction of value and a profound reconfiguration of business and monetization models calling urgently for effective defensive reactions. Thus, the industry could not build on its former experience as the latest technology wave has not been inserted in the traditional value chain of the music sector, by simply replacing one form of recorded medium with another, while preserving the organisation and distribution of revenues. It has instead resulted in radically new forms of consumption, as well as new forms of relationship with original equipment manufacturers and telecom players. Disruptive initiatives of distribution (downloading, peer to peer, streaming) initiated by newcomers on the Internet, such as the one illustrated with TME, generated a revolution in business structure and an important growth in global audience reach.

The impacts and the starting framework for transformations in the newspapers sector is quite similar. The ICTs have impacted the core function of newspapers as the very notion of copy disappears with the electronic media at a time when the well-established newspaper industry was under several challenges like the erosion of readership and the emergence of unprecedented competition, driven by players entering the digital technological field from the very different sectors of media industry (daily or periodical, more or less generalist press, TV and radio media) as well as from other Internet platforms (search engines, social networks, specialised sectoral platforms...). Like in the music industry, some companies are faring much better than others, but unlike in the music, they build on their strong brand like Marie-Claire group or diversifying successfully like Schibsted.

In short, the different capacities to bundle initial technological resources over the three poles (production, curation, distribution) open different possibilities of framing and implementing offensive/proactive or defensive/cautious strategy, redefining or not, in this way, the organizing vision of the sector.

The comparison of the two CCIs, the music and the newspaper ones, thus makes it possible to specify in an interesting way the observation generally made on the evolution and the disruption of the economic models impacted by the Internet. Indeed, the previous cases draw attention to an important difference. About music, the revolution in monetization methods was brought about by the end of physical media and therefore the complete overhaul of a model based on a percentage of purchases and therefore of revenues proportional to sales. Conversely, while the magazine press seems to have succeeded to evolve by maintaining a remuneration model mostly based on advertising, it has had to adapt its methods (online platforms, social media, free access) to these same foundations, with a corresponding difficulty for the press to keep, confronted to information services newcomers, a preponderant role in terms of prescription, recommendation and attention economy. This reversal model induced by the digital revolution has yet been highlighted in the case of book publishing21 . In contrast to traditional industries, digital technological improvements on e-books have not been necessarily associated with an increase in prices, competition has become established more on new functionalities and value-added services. In the same line of reasoning, when magazines were competed by free on-line information, they have been unable to differentiate themselves on the basis of price, they rather considered and still are looking for a differentiation strategy where the capacity of increasing revenues from advertising campaigns and related services can make the difference between failure, survival and success. This reversal model helps to light up the peculiarities of new strategies recently emerging. Considering the weight and historical presence of secular industries like the CCIs, most strategies of the incumbents can be defined as "survival-oriented" (defensive/cautious) rather than "growth-oriented" (offensive/proactive). On the contrary, the strategy of the new players, are presented as being not only disruptive [START_REF] Christensen | The innovator's dilemma: when new technologies cause great firms to fail[END_REF] but most of all very "quick growth-oriented" in a native way, with all the risks they entail are a result of their bets on a brand new organizing vision despite a sometimes-incomplete knowledge of the industry sectors.

The specific insights of the French case enable us to argue that the main legacy companies that survived to the digital disruption and are still active on the market, were the ones that actually could develop skills and internal resources as well as external partnerships. They aimed at flexibility and ambidexterity in order to face successive shocks from the constantly fast changing environment. In a competitive context with disruptive newcomers, the question is therefore the sustainability and soundness of such static strategy anchored in a legacy vision of the industry and consisting in several slow but cautious minor steps. Thus, the case-studies presented above (Sections 2 and 3) suggest putting forward new distinctive theoretical assumptions exemplifying a reversal model associated with alternative strategies. The first one can be described as "static but flexible" behavior: it is adopted by companies that aimed at developing ambidexterity and flexibility, while taking to remain within the framework of the same organizing vision, and therefore going ahead through slow but solid steps without calling into question its founding pillars. The second one goes beyond a clear-cut agile behavior and correspond to a more proactive, "dynamic and liquid" strategy. It escapes a definite and legacy business architecture and vision, companies can rethink the value chain and all its processes and therefore build up mobile, rapid and elusive strategy that it difficult to classify according to traditional schemes.

In a nutshell, we can argue that nowadays CCIs' companies are facing the alternative between two main specific strategies, not forcedly classifiable according to theories and perspectives existing in literature. They are emerging from the transformations of the various industry sectors that dissolve boundaries and change the dynamics of traditional entrepreneurship as well as innovation processes and outcomes [START_REF] Nambisan | The digital transformation of innovation and entrepreneurship: Progress, challenges and key themes[END_REF]. These transformations are not only difficult to depict and classify, but they are also putting at stake the traditional notion of business models since any classification or taxonomy might be overwhelmed by the rapidity of changes.

The first model is a quite static but flexible strategy where the organization equips itself with skills and resources and tries to be flexible enough as well as ambidextrous (Schreyögg and Kliesch-Eberl, 2007) to absorb the shocks of changing environments. This strategy, followed by the incumbents, aims at overcoming organizational inertia [START_REF] Hannan | The Population Ecology of Organizations[END_REF][START_REF] Hannan | Structural Inertia and Organizational Change[END_REF][START_REF] Hannan | Organizational Ecology[END_REF]) but at a "soft" level and through slow and very cautious steps, not always in line with the rapidity of changes of technology and new players of the digital age. Even if these cautious steps could be solid, incumbents are in a constant risk of being overtaken by newcomers. In the case of the CCIs, the risk is all the greater because their companies have most often always focused their investment on content ("Content is King"), not without good reasons, to the detriment of technological skills, which, on the other hand, are proving to be decisive in the new emerging models. By way of illustration, a newcomer such as Netflix which now represents the major player in the audiovisual industry presents itself as a technology company and not as a creative company, despite its catalogue of thousands of films and TV programs of all types 22 and its sustained production activity. It is exactly the same configuration that we find in the case of Tencent. These points are all the more important to underline as they contribute to distort the terms of competition between the three categories of players consisting in CCI players, telecom operators and IT companies. They are all now competing on the same cultural content market but have very unequal means in terms of size, market power and sustainability of their economic model. On the one hand, the CCIs focusing on the production of content are generally poorly capitalized and have to ensure an expanded production program; on the other hand, telecommunications' operators already have very substantial infrastructure investments and, given their low structural profitability, cannot easily diversify into risky productions. Finally, because of their two-sided nature, addressing both the producer and consumer markets, digital platforms and IT companies benefit from unprecedented levels of resources and capitalization, enabling them to focus their investments solely on programs with potential.

The second model is characterized by a dynamic and proactive strategy where the organization moves quickly, adapts rapidly and changes constantly to be in tune with the new configurations that are emerging in the external ecosystem. This is difficult to frame and pigeonhole into traditional profiles because changes are too rapid: they escape from a definite picture and it is quite impossible to identify completely a definite framing. Some elements change fast after little time and one cannot fully anticipate future elements of change. The emerging and highly evolving nature of the context can be associated someway to a "liquid" [START_REF] Bauman | Liquid Modernity[END_REF] or "technoliquid world" [START_REF] Cantelmi | Tecnoliquidità, San Paolo editions[END_REF]. It makes it challenging to plan an ex ante strategy and calls for a liquid strategy that escapes a definite starting business architecture and therefore goes beyond a mere agile behavior.

The cases presented in the paper in support of the theoretical analysis are naturally not intended to be exhaustive or to cover all observable configurations. Rather, they are based on the elaboration of emblematic stylized cases aimed at identifying strategic paradigms by focusing the analysis on alternative dimensions [START_REF] Hviid | Digitalisation and intermediaries in the music industry[END_REF]. Of course, the Chinese CCIs are different from the French ones, and, to give another example, patterns of consumption of newspapers differ between France and Norway (for instance Nordic people are more willing to pay for online news, [START_REF] Filloux | The Consumer Trends That Destroyed Media's Business Model[END_REF]. Nonetheless, our assumptions go well beyond these specific representative examples and foster future researches aiming at exploring our suggestions of a model of a static strategy vs a liquid one that could be generalized to other industries besides the CCIs.

Faced with the complexity of changing environments, and the erosion of the performance of traditional organizations, companies must redefine themselves to design new sustainable models of profitability. This transformation process creates a tension between the organizational processes and existing devices in place to consume contents, and the need to change to adapt to new demands [START_REF] Cozzolino | Business Model Innovation after Disruptions: A Process Study of an Incumbent Media Organization[END_REF]. The literature put forward the concept of organizational ambidexterity as the configuration which makes it possible to reduce and manage these tensions: it results in the fact that a company exploits both its resources and its skills in order to maintain its position on the market while exploring new opportunities, which involves modifying and developing new resources and skills [START_REF] March | Exploration and exploitation in organizational learning[END_REF]. The strategic ability to manage these tensions is a key factor in the transformation process, just as the way to design and exploit resources and skills [START_REF] Penrose | The theory of the growth of the firm[END_REF]. Performance is in fact as much the result of firms' resources as it is how these resources are managed [START_REF] Barney | The resource-based view of the firm: ten years after 1991[END_REF].

Unlike most incumbents, start-ups have a culture of flexibility and a capacity for rapid adaptation [START_REF] Markides | Research on Business Models: Challenges and Opportunities[END_REF]. They are, by definition, agile and dynamic [START_REF] Debrand | Les nouvelles stratégies d'innovation des firmes françaises de plasturgie[END_REF]. The adjustment and transformation of a company's resources is therefore linked to the company's capacity to redefine them. Such movement is often described for start-ups as "pivoting", changing the business model. As theories of agility have pointed out, dynamic capacity development allows the company to respond to these changes [START_REF] Teece | Business Models, Business Strategy and Innovation[END_REF][START_REF] Teece | Dynamic capabilities and strategic management[END_REF]. To maintain its competitive advantages, the company must be able to quickly adjust some of its skills and resources, both internally and in its ecosystem, to the dynamic capacities achieved [START_REF] Teece | Dynamic Capabilities: Routines versus Entrepreneurial Action[END_REF]. These capacities are not necessarily static, they respond to specific life cycles during which they evolve and differentiate [START_REF] Helfat | The dynamic resource-based view: capability lifecycles[END_REF].

Dynamic capacities are thus presented in the literature as the complement of ordinary capacities which are anchored in organizational systems and installed routines [START_REF] Teece | Dynamic Capabilities: Routines versus Entrepreneurial Action[END_REF]. But the combination of these routines with dynamic capacities in the CCIs makes possible, in a differentiated way, the stability and sustainability of the economic model. Some companies mobilize business models strongly anchored in routines, and therefore marked by great rigidity stemming from a path-dependent development sedimented throughout the history and business culture of the company [START_REF] Cohendet | The innovative firm: nexus of communities and creativity[END_REF][START_REF] Lucas | Disruptive technology: How Kodak missed the digital photography revolution[END_REF][START_REF] Voelpel | Escaping the red queen effect in competitive strategy: Sense testing business models[END_REF] or, in other words, marked by the global organizing vision [START_REF] Swanson | The Organizing Vision in Information Systems Innovation[END_REF].

[START_REF] Swanson | The Organizing Vision in Information Systems Innovation[END_REF] introduced the concept of "organizing visions" arguing that every organization is embedded in an interorganizational community that collectively creates and employs the same organizing vision of the innovation.

New streams are being added: podcast advertising revenue is now growing.

An abbreviation for "video evolution".

For an analysis of the relationships between the recorded music segment and the streaming companies, see[START_REF] Simon | New players in the music industry: lifeboats or killer whales? The role of streaming platforms[END_REF].

The company provides dedicated label & international campaign management, trade & digital marketing services, comprehensive video management & distribution, synchronization, neighboring rights and run in-house record label Believe Recordings (Crunchbase, 2020).

Cf. data collected by Recording Industry Association of America (RIAA at www.riaa.com ). According to[START_REF] Mulligan | Recorded Music Revenues Hit $21.5 Billion in 2019[END_REF] the global recorded music industry continued its resurgence in 2019 with a fifth successive year of growth.

Cf. Beuscart (2006: pp. 234-264).

One should add that other parameters played a role: uncertainty of demand, pace of deployment of broadband, content formats and prices.

According to Vivendi (Annual Report 2019: p.25), "stream-ripping" is now the most widespread form of copyright infringement.

It is furthermore interesting to underline, in this respect, that due to the eminently strategic nature of such data, the platforms provide only a limited part of them to production companies, in such a way as to be able, at the same time, to exploit them for their own benefit in order to better develop their subscriptions, the quality of their Search Engine Optimization (SEO) and the structure of their offering.

The Chinese equivalent of Silicon Valley. This section follows[START_REF] Simon | New players in the music industry: lifeboats or killer whales? The role of streaming platforms[END_REF].

The term comes from the videogame industry, which frequently summarizes its « freemium » model as follows: revenues rely on a smaller number of players: the whales, the top 10% payers (by revenue) contribute to 50% of total revenues in the month, representing 0.15% of total players.

A major Norwegian telco active internationally on mobile services, notably in Asia.

https://www.marieclaire.fr/,l-evolution-du-groupe-marie-claire-vue-par-jean-paul-lubot,817014.asp

This trade-off is similar for consumers: they partly lose their anonymity in exchange of a free product as it is more and more the case in the digital age, like on social networks, for example.

Benghozi and Salvador (2015) 

Netflix US catalog includes 5906videos, 3949movies and 1957series. Source uNoGS http://unogs.com/countrydetail/
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