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Inter-organizational projects have become common forms of
organizing in various industries such as constructiadyertising
music, film making etc. The unique structural nature of Inter
organizational projects coupled with the fact that they carried out
through the participation of multiple organizations, raises issues of
coordination. Particularly when it comes to creativadistries,
coordination is challenged by demand and transactional uncertainties.
In order to understand how inter-organizational projects achieve
coordinationin such situationsit is important to study their interior
processes putting in considerationein environmental context.

The aim of this research is to study how network embeddedness
enhances coordination imter-organizationalprojects within creative
industries.

Inter-organizational projectsare projects that are carriedut through
the collaboration of multiple legally independent organizations.

Inter-organizational networks refer to sets of longterm ties among
independent organizations that are engaged in continuous exchange
relations

Embeddednessrefers to the continuous interaction of individuals,
organizations, projectstc. with their environmental context

Macrocultures: refer to the shared beliefs, norms values rules and
practices with in interorganizational networks that guide memisan
their actions.

A qualitativeapproachusing a multiple comparative case study was
conducted Accordingly four projectshosen from creative industries
were studied usindpoth primaryand secondary data.

Macrocultures that are embedded inteprganizational networks
facilitate coordination within inter-organizational projects Further
projects tha differ in their constituentgask nature, time duration and
team composition relied on different types @&mbeddedness for
coordination

Inter-organizational Projects, Inteforganizational network context,
Embeddednesanacroculturescoordination, creative industries
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1. Introduction

The objective ofhe introductorychapter is to provide a background to our thesis. The
chapter will commence by looking back at different researches regarding our topic,
highlight problem areas and prevailing debates. The chapter further continues by
defining the purposescopeand reseach questions. Finallyg structure of the thesis

will be presented.

1.1. Background and previous research

Projectbased organizing has become a common tendency among contemporary
organizations. They initiate projects to an increasing extent, not justhéordling
extraordinary undertakings, but also to carry out their ordinary operations (Engwall,

2003). Several reasons have been discussed for this shifting trend. Some include,
FEtSEAGES YR FRFELIGIAGS | yR WKe LIS Nohg$efrif A OA Sy i ¢
resource commitment, desire for innovative products and serviBedkker et al, 2011;

Grabher, 2004a)¢ KAa yS¢ UGUNBYR KI & 0SSyhdudtialF SNNBR
2NBFYATAY3IQ 691aiGSRIG SO fX MbdppI thadd om0 @
shift ¢ the push factor and the pull factor. The former is attributed to the effects of
communication ad information technology,which change work structure and

Tt SEAOAfAGED ¢KS fFGSNI NBtliSa GasfdiKS RAG:
cusbmized products thatin turn require firms to adopt market responsive
organizational forms (Grabher, 2002a; Ekstedt et2099). Séderlund (2011) sums up

this rationale for the prevalence of project form organizations in three broad
categories: realizatn of benefits of complementarities, to sort out the problem of
cooperation and the problem of coordination. Sydow et al (2004) argued that projects

can mitigate traditional barriers to organizational change and innovation. In this sense

each project is msented as a temporary and relatively shiwved phenomenon.

Hence organizations prefer initiating projects instead of establishing a new department

or division because projects do not pose as much organizational resistance and costs
(Williams, 2005).

Previous research has forwarded diversified contributions to the project management
field and there exist a wide range of types and typologies of projects (Sdderlund,
2011). Accordingly, the study of project management depends on the type of project
under casideration. Adopting this logic of classification to limit the theoretical scope
of this research, the main topic of this research revolves around one specific type of
projects: inter organizational projects (Hereafter IOPs). Irbeganizational proje&
represent timelimited interactions between independent firsrihat work together on

shared activities towards a common gd@abnes and Lichtenstein, 2008)ietrich et al
1



(2010) argued that, in many industries the ability to accomplish projects requires
collaboration among multiple organizations. These include consulting and professional
services, cultural industries, highch, and complex products and systems (Bakker et

al, 2011; Jones and Lichtenstein, 2008; Sydow.e2@04). Considering their increasing

prevalence in a wide variety of industries, we see the need for putting attention to

these distinct forms of organizations. The industrial context we are studyingisn t

research focuses on creative industries.

Broadly speaking, creative induss OF'y 6S RSTAYSR a WIFNBIF 2
Odzt G dzNJ € YR O2YYSNDALI f F OGABAGASEAQ 0¢dzNP |
term, whichA y Of dzRS & WI f £ ,2nbdia raevidinmehtFandiaksSciatedNIi a

ONI yOKSa 2F (y2¢6fSR3IS SO02y2YASaQ o.Atlz2ys
have substantial artistic and creative input, and they transmit meaning in commodity

form (Galloway and Dunlgp2007). Analyzing literate in that field, we can sum up
aSOSNIf RAAUAYOUAODS TFSIGdzaNBa 2F ONBIFGAGS
SLIKSYSNY} YR NKSG2NARAOQ Ay O2y (N} aid G2 NBIf
Bilton (2007) complemented that issue by the adehat creativity should produce

new, useful and valuable products. Secondly, according to notion of Howkins (2001)

YR DFENYKIFIY ounnp0 AyiaStfSoOldz f LINE LIS NJi &
SOo2y2YeQ | a &t | OdA DA (impbréant to M&tioOReDBIME R 0 & A
2F ONBIFGAGBS AYRAZZONRSA Aad WA RREBRRAMR) { ONBI
Therefore, the value in these industries is generated by creation of new ateh#s

application (Flew, 2004; Galloway and Duni2@Q7;Boon et al, 2009). The paradox of

interplay of creativity of individuals and business, calls for special flexible form of
organizing that supports synthesis between art and commé@teistopherson 2004).

¢KS WwWSO2y2Yeée 2F ONXBddicthod inithese sectygrk is Cehligef & (0 K |-
0KNRdzZAK ALISOAFAOT WGESYLERNINE YR LINRB2SOO RI
Sedita, 2011, p. 469). Moreover, most projects in creative industries are carried out in
collaboration with autonomous parties reking interdependencies between txs,

activities and resources (Caves, 2000)

1.2. Problem statement

Inter-organizational projects represent suitable organizational forms for the

production of creative products and services (Bilte@07; Jones and Lichtenstein

2008). However, their very structural nature and environmental conditions raise

coordination issues. First of all IOPs are characterized by the temporary participation

of different parties, within a structure that dissolvesae the project goals are met

(Jones and Lichtenstein 2008). Secondly, IOPs in creative industries are subject to two
2



types of uncertainties: demand uncertainty and transactional uncertaibgmand

uncertaintyis related to thevolatile nature of demandhat stems from rapid shift of

consumer preferences (Jones et, 41997). This is especially true for creatbegments

such as, film, music, fashion and design as it is difficult to predict consumer reaction in
advance (Faulkner and Anderson, 1987; Jontesle1997; Mariotti and Cainarca,

1986). Transactional uncertaintycomes from the collaborative nature of jointly

producing goods and services. It relates to the challenge in aligning various

LI NOAOALI yGaQ  23A0Oato tBeF contrbiitidn® yJones Aandk NB 3 |
Lichtenstein, 2008; Jones et,&998).

In order to understand how IOPs achieve coordination under conditions discussed

above, we will briefly describe two strands of research regarding the defining
characteristics of projectsThe first one involves literatures that emphasize the

Wdzy A1ljdzSQ yIFGdzNE 2F LINR2SOGa o0S®3a D22RYILYy |
W2ZFFQ | yR WSEOSLII A 2 311998 Gindzné Saliek, 39Thé [ A Y R O
second one is reflectegharticularly inthe work of (Grabher, 2002 a, b, 2004 a, b;
Oy3IAgltt>X wnnoT [dzyRAY YR {I RSNK2fYI wmddhp!
LI GGSNya 2F LINRP2SOUG | pr83p derd, xeSearchers focused SNJ S
mainly on relating temporary aspects of proje with their history and environmental

context that are relatively permanent (Engwall, 2003)ccording to Jones and

Lichtenstein (2008) I0Ps are temporary tHimited systems but also embedded in

more permanent contexts. Referring to Manning (2008)jgcts are only to some

extent unique and detached from their environment as they rely on routines, norms

and practices that exist within their environmental contexts. These contexts both
WFFOATAGIFOGS YR O2ya(pNMDAYQ | OGAGAGASAE AyaAiFR

Supporting this view, Bakker et al (2011) proposed a fomedsional framework that
helpsto understand the link between temporary and permanent aspects of IOPs. This
four dimensional framework for analyzing temporary organizations includes three
constituents of project: time, task and team and a fourth dimension namely
embeddedness. While the first three dimensions focus on the interior activities of
projects, the fourth dimension represents the link between the interior constituents
with their environmenal context (Bakker et gl12011; Manning, 2008).

According to Manning (2008), projects are embedded in multiple contexts that range
from a single organizational unit to the wider society. However, he noted that, the
impact of a given environmental contedependson the characteristics of the project
under consideration. Our research will focus on one type of environmental contexts
discussed by Manning (2008)nter-organizational network context. Network

3



embeddedness in the case of IOPs refers to dgaraknt of ties among project parties
(individuals or organizations). These ties emerge from repeated collaborations within
the network. Project researchers (e.g Manning and Sydow, 2011; Jones and
Lichtenstein, 2008) describe network embeddedness as-termy organizational,
relational and institutional ties that go beyond the duration of a single projébe
interplay between project constituents and the network context has important
implication for the project management process. For example Sydow etOaK)?2
studied the network context from the theoretical perspective of knowledge and
learning. The relatively permanent nature of networks helps organizations to
2PSNO2YS W2NBFYATIFGA2Y Lt FYYSaAlIQ | yR aSNI¢
for learning(Sydow et al, 2004). According to Soéderlund (2000), networks that reside
outside the temporaryrganizations providenformal mechanisms of coordination and
control that involve, trust, loyalty and reciprocity. Jones and Lichtenstein (2008) have
identified inter-organizational networks as facilitators of coordination in mfiftn
projects.

Our research will investigate how network embeddedness facilitates coordination in
IOPs within creative industries. We will consider the concept that projects are
temporary systems but rely on more permanent forms coordination and control. The
interaction is facilitated by the relations and tidseen developed among project
participants from repeated projects in a netwoillSydow, 2006) Following this
argument, we willfurther investigate how network embeddedness enhances or
constrains coordination of creative IOPs.

1.3. Purpose, scope and research questions

The purpose of this research is to explore the relation between network
embeddedness ands impact oncoordination within IOPs. Accordingly we analyze
how interior operations of IOPs depend on their wider network context in order to
maintain coordination. Further, the research will discuss different types of network
embeddedness based on the nature of the ties between piheties of IOPs within a
network. The industrial context in the study focuses on creative industries as they
represent relevant examples where I0OPs operate under conditions of demand
uncertainty and transactional uncertainty (Jones and Lichtenstein, 200@pugh it is
not the purpose of this research to put forward a universal and directly testable
framework, we intend to suggest some basic subsets of theories and concepts on IOPs.
Thus our contribution isnainly to provide empirically grounded analydimsed on
existing theories Accordingly, & draw concepts and ideas from different theories
including project management, strategic alliances, embeddedness, network,
4



coordination and structuration theories.
Hence we have developed our research questiarthe following manner

1. How does network embeddedness facilitate project coordination in IOPs
under situations of demand uncertainty and transactional uncertainty?

2. How do the characteristics of different IOPs in terms of time duration, task
nature and tem composition, affect which pes of network embeddedness
projectsrely on for coordination?

1.4. Target groups

This research primarily addresses practitioners, who are interested or directly involved
in inter-organizational collaborations, particularly ineative industriesFurthermore,

it provides important theoretical ideas for researchers who would like to develop on
the concept of network embeddedness and its implications for coordination in-inter
organizational projects further.

1.5. Structure of the thes is

Chapter one Presents the general background and previous research on inte
organizational projectswithin creative industries. The objective and scop:
of the study and the research questionsre presented.

Chapter two Provides the theoretical frame of references andcovers theories and
models to understand inter-organizational projects, network
embeddedness anaoordination.

Chapter three The methodology chapter provides the choice of research designdata
collection and analysisnethods employed for the study.

Chapter four Empirical part presents the four projects thatare used as our cases for this
research.
Chapter five Analysis chapter presents the results of our findings and generalization

based on the frame of references. Theoretical gaps, with the potential fi
further research are also presented

Chapter six Discussions and conclusions will be presented along with implications fc
further research

Tablel: Strudure of the thesis



2. Theoretical Frame of References

The objective of this chapter is to present theories in relation to coordinatitbPs
within creative industries taking the environmental context into consideration.
Accordingly, previous researchesgarding Interorganizational projects, their nature
and structures and their environmental conditions will be presented. Finally, theories
regarding the interaction of IOPs with their network coaten terms of facilitating
coordination will be discusde

2.1. Inter -organizational projects: nature and characteristics

Inter-organizational projects represent multiple organizations brought together on a
temporary basis to work on shared activity (Jones and Lichtenstein, 2008). Despite
partnering firms in 10 are legally autonomous, they are functionally interdependent
for the period of their interactions (Bakker et al, 2011). DeFillippi and Arthur (1998)
described them as singleroject organizations dissolve after accomplishment of goals.
Jones and Lichtetsin (2008) identified several essential characteristics of IOP
ventures. First of all, inteorganizational projects coordinate activities only for the
duration of the project and will be disposed of once their goals are met. Secondly, the
nature of colhboration of such projects distinguishes them from other forms of
alliances (e.g joint ventures), which are established on a relatively permanent basis.
Third, interorganizational projects lack traditional hierarchical structure between the
collaborating actors and therefore require distinctive form of coordination and
governance (ibid).

Aiming to identify characteristics of IOPs, we have adopted the framework proposed
by Sdderlund (2000) to analyze temporary and permanent organizations. Given their
defimi y3 OKIF NI OGSNAR&EAGAO&E RSAONAROGSR 020S>

L hi

2NBFYAT AYy3dQ NBLINBaSy (SR A Fior the pargcipaiond NA 3 K {

dimension, project actors have limited prior experience of working together and with
limited expectations of prolonged or subsequent interactions. IOPs also exhibit a
temporary structure that disbands after completion of the project (Séderlund, 2000).
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Figurel: Typology of permanent/ temporary organizing@derlund, 2000, p.66)

2.2. Operating conditions of IOPs in creative industries

Inter-organizational projects require effective collaboration among partners to
organize contributions of partners that are dispersed both technically and

organizationally Jonesand Lichtenstein, 2008). Furthgurojects that cut across single

organizational boundaries are subject to two main uncertainties: demand and

transactional uncertainties (ibid)

Demand uncertainty according to Jones et al (1997) is concerned with inadility
organizations to estimate future demand for products. Such uncertainty has several

sources. The first one mentioned by Jones and Lichtenstein (2008) is related to

dzy LINBRAOUGI 6t S

R & yptef¥ranCes, whichis chedadterized” ByNdpd

changes in taste. Creative industries such as film, fashion and music are highly
vulnerable for such uncertainty (Jones et al 1997). For instance, it is not clear what
makes a movie a blockbuster in the eyes of the audience 9p.Becondly, swift

changes in knowledge or technolpgause product life cycles become shorter as new

G§SOKy2f23A8a WfSILFNRIQ SEAAGAY T

2y Sa

source of demand uncertainty discussed by Jones et al (199@)cisnnection with
seasonality that is common in industries such as fashion.

O W2y

According to Jones and Lichtenstein (2008) firms operating under the pressure of

demand uncertainty prefer flexible forms of organizational structures to cope with
changes. In thisense, disaggregation into independent units as opposed to vertical
integration renders such flexibility (Jones et al, 1997). Put differently, organizational
structures need to be decoupled in order to respond to various environmental

contingencies (Joneand lichtenstein, 2008). This is addition8IE LJt | Yy I GA 2y F2 NJ
prevalence in creative industries with demand uncertainty such as media, music and
live events (Windeler and Sydow 2001, DeFilllippi and Arthur, 1998, Lorenzen and

Fredriksen, 2005).



Transa&tional uncertainty relates to the nature of exchange between different
participant organizations (Jones and Lichtenstein, 2008). That -rocuction of
goods and services demands interdependence and interaction of participants.
Particularly, when produmn requires specialized knowledge, there is call for inter
organizational collaboration. In creative industries e.g. film making various
organizations that specialize in different areas come together for production (Bechky,
2006). In this sense, the moexchange relations between parties become specialized,
the more the risk between exchanging parties (Jones et al, 1997). Such customized
exchanges between organizations require an organizational structure that enhances
collaboration of different partiesa producegoods and services (ibid).

Uncertainty is embedded in creative industries mainly because of the natutieeof

product (Bilton, 2007). Turo®k H nno 0 dzy RSNI Ay SR dzy OSNIF Ay (e
because products are unique. Creative industnie®ract with customers through
communication of ideas, images and experiences (Flew, 2004, Galloway and Dunlop,
HAantTXS .22y SO €2 HandX . AftG2YyT wnntod LI
RSLISYRSY(l 2y &dz02SO0GAOS Ay io3NLING. (A tha 2y 2 7F
consequence one can state unpredictable and asymmetric relation between supply

and demand sides of creative industries (ibM)e understand these consideratioas

illustration of high degree of demand uncemr&y in this segment. Cag (2000
RSTAYSR Al Fa Wy202Re& (y26a LINAYOALX SQ YS|
to anticipatereaction of customers. Bilton (2007) expressed the same idea accordingly

Wl ye LINPBRdAzOSNJ {y26a GKFG GKSNBtpuisanthg2 O2 NNXE
ONBI 6ABS AYRddzZZAGNRASEAQ 6L EGAAOD

On the other hand, demand uncertainty lead is connected with transactional
uncertainty. To what extent can one plan project actions without knowing
requirements for product, apart from defined need to be distiae? Moreover,

dzy AljdzSySaa 2F GKS LINPRdzOGU NBIljdzANBa WOSNE R
tobe bradzZ3 K4 (23S0 KSN 2608)LFhwsIwdldan state erdbbdimdeRt pf
transactional uncertainty as well: on the one hand, the way to prodheecreative

good is not defined, on the other hand temporality of creative IOPs requires time for

parties to create effective coordination and increased efficiency of collaboration

(Bilton, 2007).

To sum up, demand uncertainty requires disaggregationet@ble flexibility and
uniqueness in products. At the same time transactional uncertagals forthe
effective collaboration among various specialized contributions from different actors
(Jones et al., 1997; Jones and Lichtenst2008.
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2.3. Coordination in IOPs

Grant (2010) defined coordination as harmonizing of different specialized
contributions of participants to accomplish a common task. Accordingly coordination
can be achieved via three mechanisms. First of all he identified general rules and
specfic directives that provide individuals with the range of duties expected from
them. Secondly, where activities are recurrent, coordination could be embedded in
routines and thus institutionalized. Finally Grant (2010) pointed out the importance of
mutual adjustment that especially suited tl#Hovel tasks where routinization is not
feasibl€Xp. 183). The importance of these coordination mechanisms depends on the
type of activity and the nature of the interdependence required from the individuals
involved. Acording to Grant (2010) simple rules can be applied for standardized
activities while routines are essential in cases where there is high interdependence
between individuals. Mutual adjustment is a suitable coordination mechanism when
individuals are welinformed about the actions of one another. In terms of project
based organizing, Grant (2010) also noted that unique nature of projects possesses the
need to support closely interacting team with mutual adjustment, rules and routines.

Researchers (e.g Blaky, 2006; Jones and Lichtenstein, 2008; Meyerson et al., 1996)
guestioned whether the above mechanisms could apply for temporary groups in IOPs.

They argue that, where organizational structures are ephemeral, flexible and
discontinuous, it would not begssible to coordinate through mechanisms that take

f2y3 LISNA2R (2 SYSNHS® aSeSNamzy Si |t omopd
mechanism in transient groups to make up for the time limitations encountered by
temporary organizations. Jones and Léadtein (2008) on the other hand challenged

0KS y20A2Yy 2F WagATFTad GNHZAGQ | NBdAy3 GKFG 0
environment that are that trigger kind of trust. Bechky (2006) pointed out that

informal coordination mechanisms such ascipgocity, trust, reputation and

socialization in contrast to formal hierarchies serve as coordination mechanisms in

IOPs.

In order to understand how IOPs achieve coordination we believe the importance of
taking a closer look at researches that studied4drom different dimensions; from
their interior constituents and processes to their environmental contexts that impacts
them (e.g. Bakker et al.,, 2011; Manning, 2008; Windeler and Sydow, 2001). This
approach is important to investigate the sources andhsamuences of coordination
mechanisms employed in IOPs.



2.4. Dimensions of IOPS

Lundin and Séderholm (1995) discussed four interrelated elements of temporary
organizations namely task, time, team and transition as dimensions of projects. While

GFal arxAEaRWASROQsSUNBQ 2F GKS GSYLRZNINE 2NAHI
temporal nature of projects, (p.438). Team refers to the allocation of human resources

for the execution of tasks within the lifespan of the projects. The transition dimension

is concerned wth the change brought about due to the accomplishment of the project;

as the consequence of the project, something has to be transformed into another

(Lundin and Séderholm, 1995).

Ly NBtFGA2Y (G2 Lhta . I FSNIRS | HiprgBofRm ® RS
temporary organizations. This model included the first three elements discussed by

[ dzy RAY YR {1 RSNK2tY oOomMddbp0o o6dzi NBLLE I OSR
instead of transition. Manning (2008) also discussed these four dimensions of projects.

Il OO2NRAy3Aft e KS NBFSNNBR (GKS FANRG GKNBS S
2T LINRP2SOotaQ GKIFG RSTAgissussedh&intenelied habn® 0 dzNJ L
of the project constituents in such a way that tasks are accomplished under time
constraint given a team structure (p.35). The fourth dimension, embeddedness refers

to the interaction of the three project constituents with their environmentahtexts

(Bakker et al, 2011; Manning, 2008). Time, task and team elements need to be
WNBEO23ay Al SRE FdziK2NAT SR YR fS3IAGAYAT SR Ay
GKSAN) da2aiGSYAO 02y GSEGQ odalyyAyadT HnnyI Libo

Inter-organizational project
ventures

TASK TIME TEAM EMBEDDEDNESS

g N N ™ P
: rior ties
Uniqueness Duration Num?r:avrocl)\fl :Sames between
parties

\ VRN AN v

Figure 2: Dimensions of I0Ps represented in the TTTE model (Bakker et al, 2011,
p.785)

'A detailed literature review on the concept of embeddednedisbe provided in the later
sections of this chapter.
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The above framework provides the theoretical foundation for the current research
paper. However, we have complemented it with additional concepts fifeerdiamond
model of Shenhar and Dvir (2007 understandbetter particularlythe task and time
dimensions.

The Diamond framework was developed 8lgenhar and Dvi{2007) with the aim of
creating a customized project management tool for different ventures. The initial
purpose towards that concept was adaptation of managerial techniques in accordance
with the specific project features. Shenhar and Dvir (2007) ardhatithere are no
universal project management tools and adaptive project management is more
suitable for complex ventures facing uncertainties and interdependency with external
environment. Overall, the scholars saw the need to classify projects accaaling
various dimensions. Hence they suggested the model enabling to dissect any project
through four variables: novelty, technology, colexty and project pace (FiguB.

Technology

Super-high-tech

High-tech
Medium-tech
Low-tech
Array System Assembly ow-iee Novelty
*—@ < < <
L A¥4 LY ]
- Derivative  Platform Breakthrough
Complexity Regular

Fasticompetitive

Time-critical

Blitz

Pace

Figure3: The NTCP model / THa&iamond Model(Shenhar and Dvir, 2007, p.47)

Novelty explains how original the end produat the project is to customersThis
factor is influencedby the process of defining requirements for the project task in
GSNX¥a 2F WK2g¢ S| aeé oriwhat td Build{SRenHayagddDvig 2007{(i (2 R

p. 63). Complexity dimension according &henhar and Dvir (2007) is understood as
11



system scope that affects organization and formality of project management. They
define product complexity in terms of the numband diversity of components that
make up the project and relationship among them. The next angle is pace and the key
issue that needs to be addressedhowcritical time isfor the project success. The last
component of the model refers to technology asmajorsource of task uncertainty.
Technological uncertainty influences design and testing processes, particularly the
timing of design freeze (Shenhar and Dvir, 20@E§ch dimension includes several
levels along the angle to identify the type of theojact management is dealing with.

Considering that NTCP model was created especially for diagnostic purpose, we will

adapt it as complementary to the TTTE model of Bakker et al (2011). Therefore,
assuming creative industries context of this research paper, we exclude technological
FALISOG FNRY be¢/t Y2RSE F2NJ (62 NBlFazyad CAN
choice and its consequences as more important factorspi@ducts that involve

creaivity: demand uncertainty is pertinent problem forprojects in creative industries

(Bilton, 2007). The second reason is time constrains for our stuHiesever we

suppose that observation of interplay between creativity and technologyld bea

perspective for future research.

{2 GKS FTANRG aidSL) 2F be/tQa FRFELWGFGAZ2Y (:
dimension and transferring the original framework into NCP model with novelty,
complexity and pace dimensions. The classificais presergéd in Table Zbelow.

Secondly, we extracted variables from the NTCP model aiming to complement the task

and time dimensions of the TTTE model.

Novelty Complexity Pace
Derivative Projects Assemblyprojects Fast/competitive
- are extensions of - delivera standalone projects
existing products product or single - aim to address
function market opportunities
fast
Platform Projects Systemprojects Time-critical projects
- replace previous - Involve a complex - must be completed
products (e.g. new collection of interactive to a specific date
car model) elements orsub-systems
to meet specific needs.

Table2: Summary of extracted elements from the diamond model (Shenhar and Dvir,
2007)

12



To complement the timalimensionof the TTTE model, we have adopted one aspect
from the pace dimension of the NTCP modétncewe have chosen timeritical and
fast/competitive projects leaving aside the resRégularand Blitz projects) athey
have little in common with projects in eative industries That is blitz projectare
associated with responding to crises situatiof@enhar and Dvir2007). Regular
projects are also not typicalith creative industrieshat are organized via principle of
WGAYS FEAS&ASReDabeWS AT HANNL D

To complement the task dimension of the TTTE model, we have adopted two
dimensions from the NTCP modeComplexity and NoveltyComplexityanglewill be
NELINBaAaSYiSR Ay GKS {(lFraiqQa O2yaidAaidadsSyd Ay
Referrng to Shenhar and Dvir (2007), array projects are large and widespread
collection of systemsuchas city or National air traffic control. That is why we found

array projects not typical for our studfRegarding novelty we tootkwo options from

NTCP modeterivative and platforms product&eaving asidédreakthrough projectas

they represent exceptional cases in creative industiigse table 2)

Accordingly, we have synthesized the TTTE model with the dimensions extracted from
NTCP framework to enable ourselves perform an integrated study on IOPs particularly
in creative industrie¢see kgure4).

Inter-organization
project
TASK TIME TEAM EMBEDDEDNESS
-~ —_——
: - Prior professional Relational
_[ Uniqueness ] Duration [ experience ] — Embeddedness
D
Structural
Novelty Pace — Embeddedness
S—
; Positional
Complexity L_| Embeddedness
D ———

Figure4: Summary of dimensions of IOPs (adopted from Bakker et al, 2011; Shenhar
and Dvir, 2007)
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2.5. Dimensions of Inter -organizational Projects

2.5.1. Task

¢KS FANRGO RAYSyairzy Gl al NBLINBaSyida WNIAa?
Soderholm, 195, p.441). Thais, the drive to initiate a project is motivated by a task

that needs to be accomplished. Task represents guidance as to how project activities
should proceed towards the achievement of the goals (Manning, 2008). Previous
research on this dimension foce primarily on the types and characteristics of tasks
that are performed within IOPs (Bakker et al, 2011). Researchers such as Bechky (2006)
raised issues in relation to how temporary organizations execute tasks effectively and
efficiently. When it comes$o coordination of IOPs in creative industries, studying this
aspect is crucial (Bakker et al, 2011). First of all task is the foundation and base of
harmonizing activities and secondly within creative industries tasks are rather vague as
they involve sulgctive judgments (Bilton, 2007). Accordingly, we revised literature on
the task dimension based on the three variables: uniqueness, novelty and complexity.

a. Uniqueness

¢hala Ay LINRB2SOGa KIS 0SSy ZRFRAGISTI D22RY
and Goodman, 1976). However, emergent theories have questioned whether project

tasks are entirely unigue or entail a repetitive element within them (Bakker, 2010:

Brady and Davies, 2004 parallel understanding was also found in the work of Lundin

and Sodeholm (1995). The scholars have distinguished between two types of tasks in
temporary organizations: unique and repetitive tasks. The idea of viewingiittsik

terms of uniqueness and repetitiveness was noted as important issue by Brady and

Davies (2004and further developed by Bakker et al (2011). The fact that task is unique

or repetitive, determines the actions of project members in terms of how and why

they perform activities (Lundin and Séderholm, 1995). Unique tasks entail goals that

I NE Wk odyRI DAAA2YyIFINREQ ¢KATS NBLSGAGAGS (O
WAYYSRAIFTGS TYyR aLISOAFAOQ 6LIdnnmO @

A unique task addresses a single specific situation that will not happen again (Lundin

and Sdderholm, 1995). In this case, there is little opportunity rfmrtines, trust,

learning and knowledge to develop ahdncecoordination will be challenged (Bldr

et al, 2011, Meyerson et al., 1996furthermore, when IOPs involve a unique task,

there is no immediate knowledge by team members as to how to accomplisbndin

and Soderholm, 1995). This is particularly true in creative industries, when projects get

initiated with a concept orideg 42 YSUAYSa W@l 3dz2S | yR S@Sy ol
2011, p. 432).
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Repetitive tasks on the other hand are devoted to reeutrsituations that will occur
again in the future. That is, the project members are aware of what to do, why and
who is in charge of doing the task (Lundin and Soéderholm, 1995). Further, repetitive
tasks allow members gain similar experiences and mutndétstandings of situations
(ibid). Hence, this opens doors for developing routines, understandings and explicit
knowledge that helps achieve coordination in an optimal way (Brady and Davies,
2004).

b. Novelty

Shenhar and Dvif2007) discussed the issue of project task from perspective of

product novelty. Product novelty indicates the level of external uncertainty and
OdzaG2YSNRQ NBIFIOUA2Y (2 (G§KS LINE &deQding CdzNIi K €
regarding the project goadnd theissue2 ¥ WK2g ¢Sttt (GKS SyR NBad
(p.63). While uniqueness of the task is a representation of transaction uncertainty,

novelty is more related to demanghcertainty(Jones and Lichtenstein, 2008).

Residents of creative industriesiNd ¢ A 0K WaevYoz2ft A0 3I22RaQ: Ay
crated and consumed through ideas, images, emotions and exp=xi(Bilton, 2007).

Caves (2000 | f a2 y2GSR GKFG dzyOSNIlFAyGe O2ySa 7
reaction on product. Overall, the wa of creative products is sulggve and hence,

uncertain (Turok2003, Galloway and Dunlop, 2007). Moreover, in creative industries,

where value is generated through meanings (Bilton, 2007), task can possibly change

during the project time. One main reais mentioned is to accommodate dynamic

nature of meanings associated with the product (McCracken, 1986, Ravasi and
Rindova, 2004).

Lorenzen and Fredriksen (2005) in their analysis of entertainment industries argued
that production process pursues creatiof new and original products. Originality of
the product could be related to high degree of novelty in the sense that it should
contain a distinctive element (ibid). The scholars used the term product
experimentation, to describe high uncertainty in demanihin fashion, film or music
industries.

We have adopted two variables of novelty from NTCP model: derivative tasks and
platform tasks. The way to distinguish between them lies on the degree to which the

task requirements can be define@latform creative products are supposed to change

the format Shenhar and Dvir2007). The scholars mentione#¢ 2& { G2 NEBQ | &
example. It is the first fulength computeranimated film created in collaboration

between Disney and PixakVhen it comes to derivatev product, these scholars

15



defined them as extension of existing products. é&xample ofderivative projects with

in creative industries could baassical music, where interpretation of music piece can
0SS dzy RSNARG22R | & WLINRPRdzOG SEGSyarzyQo
To sum upjt is important to distinguish between task uniqueness and task novelty
variables.Jones and Lichtenste{2008) relate uniqueness to the issue of transactional
uncertaintywhere it is mainly concerned with the inputs that gdorthe product In

other words, a given task could be unique for the project but might lack novelty from
the perspective otonsumers That is, &sk uniqueness is connected to the question
how actions should be organized, while novelty dimension assumes the nature of the
product ained to be deliveredShenhar and Dvig007)

c. Complexity

Shenhar and Dvif2007) stressed the importance to distinguish between complexity
and product uncertainty. The scholars discussed that complexity is a combination of
the project size and variety of systemic elements (p. 102). From NTCP model we have
adopted 2 aspects ofoenplexity; assembly and system projects.

Assembly projects, according to Shenhar and Dvir (2007) deal with a single component
or function and usually performed by a small team with common specialization. For
example we can refer to music recandi that was named by Caves (2008sWa A Y LI S
3 2 2 SySen projects by definition are more complex and include more components
and subsystems to be integrated in the product. To illustrate this tyberojects in
creative industriesShenhar and Dvir (200@)entioned Toy Storyas an exampleCaves

(2000 named theater performance as complex project, wheneersecrew of talents

unifies thevision of the tone, style and rhythm of production.

To sum up the theoretical presuppositions, tasks in creative industaell be unique

and repetitive Brady and Davies, 2004Apart from uniguenesslOPs in creative
industriescontain different degree of task novelty (Shenhar and Dvir (2007). Tasks also
differ based on the level of complexity: assembly and system levehffah and Dvir,
2007). Extreme levels, such as unique, platform and system, tasks bulk coordination
process, because such combination entails both types of uncertainties: demand and
transactional (Jones and Lichtenstein, 2008).
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Unique Repitative Derivative Platfarm Assembly System

Figure5: Summary of the task dimension of creative IOPs

Complexity

2.5.2. Time

Time dimension relate to théemporal nature of interorganizational projects that
distinguishes them from permanent organizations (Bakker et al, 2011; Lundin and
Soderholm, 295). That is termination of IOPs predetermined at the beginning of the
venture (Jones and Lichtenstein, 2008projects by definition are timémited
temporary organizations (Grabher, 2004) and/or have short duration and dissolve once
the prespecified djectives are met (Lanzara, 1983). When it comes to dinter
organizational projects, the relation between the firms ends as well (Jones and
Lichtenstein, 2008)

One important aspect of time for coordination within I0Ps is duration (Bakker et al.,
2011; Jonesand Lichtenstein, 2008). The significance of duration is explained by
Bakker et al (2011) in the following manner. When duration of IOPs is short, it is almost
impossible to develop personal relations within the shime collaboration, as well as
sharedknowledge base and regular trust. Trust and mutual adjustment are the-time
demanding issues. In contrast, project ventures of relatively longer duration often
develop processes and characteristics similar to enduring organizations (Sydow et al.,
2004).

QRftAya o6unmnd |aad20AF 0SSR LINR2SOG aidetsS Ay
LINE 2SO0 4Q 6 LiprojestrindceeatiBedndudstiiebah yaryrdm couple days
(production of music video) to several weeks and years (e.g film production).
Moreover, Massimo et al (2011) suggested that in particular contexts projects could be
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we have chosertwo general types of projects: shetérm and longterm.?

Shenhar and Dvir (2007) analyzed time dimension from the consequences of missing
deadlines. As it was mentioned earlier, we have selected two types of projects
according to that logic: fast/competitive and tirmitical. Timecritical projects by

definitoy I N® RSLISYRSyd 2y GAYS Ida ONRGAOFE Tl
LINE 2SO0 FLEAfdzZNEQ O0{KSYKINJ YR 5@ANE Hnant3I L

An example of the role of time in projects can be foundCewves (2000For instance

concert organizing, is a time critical prot as the eventmust be delivered at a

LI NI AOdzE  NJ GAYSd Ly 3ISYSNIfx LINR2SOGa GKA
configuring events such as conferences, trdd& 2 6 4> 2NJ | 61 NR -OSNBY2y
critical (Jones and Lichtenstein, 2008, p. 23He Teadlines are set and fixed by

external environment and cannot be movesihenhar and Dvir, 2007)

Within fast/competitive project time is important factor for business competitiveness,

but missing deadlines is not so fat@henhar and Dvir, 2007). Irther words, the

project team at least has the possibility to change deadline. We can recall to some
Y2OAS LINR2SOGaxr F2NJ SEFYLX S ¢AYAlcedaNIi 2y L
22yRSNIIFTYRQ AY HAandX o6dzi KFIR G2 Yz2ieghS (GKS LI
faced thedelay (Wkipedia).

In general, the pace might appear either as weak constrain (fast/competitive) or as
strong constrain (timeritical) Shenhar and Dvir, 2007)he latter is associated with
violent creative production, particularly whendbmes toshort-term projects.In this

case tight coordination is required while maintaining flexibility at the same time
(Caves,2000. For example,directors traditionally shoot scenes of a film out of
sequence in order to group together particular sdtszation or actorsibid). IOPs of
longer duration on the other hand tend develop internal routines and procedures in
order to facilitate coordinatiorfJones and Lichtenstein, 2008

Z|n this research, project that last longer than one year are considered asdongwhile
those that last less than a year are considered stenrn projects.
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Figure6: The time dimensiorof IOPswithin creative industries

2.5.3. Team

The third dimension includes team perspective and describes participants of a project
(Goodman and Goodman, 1976). Teams represent a group of interdependent people
joined together on a temporary basis (Lundin andl&tolm 1995; Manning, 2008;

Bechky, 2006). In intesrganizational setting, team members involve organizations
represented by their mployees (Bakker et al, 2011 somelOPs within creative
industries (e.g film production or architecture), teams also includel~employed
freelancers brought together on a project venture (Jones and Lichtenstein, 2008). IOP
teams are mainly characterized by their temporary participation, by their ability and
experience to aoomplish a specific task (Bechky, 2006). Further, as the teams are
GSYLRNINAf& Sy3ar3aSR Ay G(GKS LINR2SOiz GkKSe
which they permanently belong to (Lundin and Sdderholm, 1995, p. 442). When it
comes b projects within creéive industries Caves (20Q0described usual team as
YY23Gft Se ONBgQ> YSIyAy3d GKFIG GKS LINRPRdAzOGAZ2Y
talents and knowledge. Bilton (2007) also highlighted the importance of the teamwork,

even considering the creativendividual as primary source of inspiration. He stated

that the creative processs often characterized by high intensity, high pressure and
temporality.

Lundin and Soderholm (1995) highlighted one implication derived from temporary

feature of teams. Thissue is concerned the relation between the individual members

and the team. As team members are brought together based on specific task, there

exists expectations within the group that each individual is capable of performing their

assigned task Thesey (dzNy aSi GKS WNHz Sa 2F GKS 3
communication and commitmenin the team (p. 442) (Figuré). As per Jones and

Lichtenstein (2008), IOPs are characterized by the interdependency of multiple parties

to achieve the goals of the projedHowever, limited duration brings about situations

where team members do not have the time establish regular forms of trust and
confidence building towards one another: they rely on swift trust for coordination
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(Meyerson et al, 1996). However, Jones amchtenstein, (2008) argued that such
trust rather evolves from previous patterns of interactions of organizations in a market
or field. That helps to maintain coordination via shared understanding between team
members even if they did not have the chanoeengage in the same project before (p.
249). Manning (2008) also stated that membaigyn their actions within the eam
according to previous patters.

=

Commitment
building

Individual(s)

Figure7: Relation between individuals and team. (Lundin ag@derholm, 1995,
p.443)

Team size is another variable for team dimension that was discussed by Bakker et al
(2010). Accordingly, the researchers define size in terms of the number of participating
organizations. While the scholars distinguished betweenatiic project venturesand
multi-party systems,the impact in coordination was not presented very clgar
Therefore, in the current research we will assume one variable for the team dimension
- existence of previous professional interactions.

TEAM
Having prior No prior
professional professional
interactions interactions

Figure8:Theteam dimension of creative |IOPs
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2.5.4. Embeddedness

The fourth dimension of I0Psembeddednessgives emphasis on the contextual
perspective of projects (Bakker et al, 2011). This consideration recognizes projects not
Fa YWailigy®& aeadaSvyaQ odzi a NIYGKSNI fAy]SR
affects their functioning (Grabher, 2002a. p 21@gefore discussing literature on
project embeddedness, we will put forward previous research on its origin and
application in the project management field.

The concept of embeddedness is a theoretical construct that has gained the attention
of various schiars in the project management field. Mark Granovetter, a sociologist
used the term to indicate that economic action of firms is affected by the relation of
the actors and on how these relations are structured (Granovetter, 1985). Other
scholars such as Wiz (1996) extended this view indicating that organizational
structures, processes and routines are embedded in a wider social context. As such,
the concept embeddedness provides insights on how social relations among firms
influence their strategic decisis about creating interactions with one another (Uzzi,
1996).

Generally speaking, the idea of embeddedness is the broad concept and has been
utilized to explain economic behavior of organizations in different settings. For
instance, some scholars elaboedt the initial conceptions of Granovetter by
introducing different types of embeddedness, suchcagnitive, structural, cultural,

and politicalembeddednes$Zukin & DiMaggio, 1990).

In the project management field, a number of scholars adopted the cdrtoegxplain

the relation between interior project processes and its environmental context (e.g
Engwall, 2003; Manning, 2008; Grabher, 2002a; Bakker et al., 2011). That is, in
contrast to traditional understanding (e.g Goodman and Goodman, 1976) of [sojec
as isolated closed systems, the concept of embeddedness considers them as being
intertwined with the external influencing factors (Engwall, 2003). The last argument is
also in line with the view that project activities entail within them tioe and
permanent elements (Badder et al, 2011; Jones and Lichtenstein, 2008; Engwall, 2003;
Lundin and Séderholm, 1995). In essence, task, team and time jointly represent
temporary aspect of projects, and embeddedness relates projects with their
environmental cont&t which is relatively permanent (Manning, 2008). Particularly, for
inter-organizational projects, embeddedness provides important perspective in terms
of facilitating coordination (Jones and Lichtenstein, 2008)
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2.6. Multiple environmental contexts

When discussing embeddedness of projects in a permanent and enduring context,
various scholars analyzed it at multiple levels. Bakker (2010) broadly distinguished
between the firm level and the wider social context. At the firm level, projects usually
rely on organizations that initiate them (p.480). A significant amount of previous
research focused on the study of the relationship anterdependencies between
temporary and permanent organizatioifBrms) (e.g Prencipe and Tell, 2001; Hobday,
2000). The vder social context has recently gained attention, (Bakker, 2010) and has
been addressed in literature differently by various authors. For example Grabher (2002
0 RA&OdzaaSR lFo2dzi t20FftAGASAE 2N Of dza i SNA
(2001) speitically studied project networks as the environmental contexts. In addition
Manning (2008) and Sydow et al (2004) identified multiple levels of contexts in which
projects are embedded. Manning (2008) has proposed a model that describes the
social contexd in which projects are embedded at tlerelistinct levels (See figu®.

The model includes organizations, itenganizational networks and organizational
fields. He also pointed out that projects could be embedded in other contexts such as
longterm cugomer relationships and multilateral network structures, which are also
considered important contexts for project organizing (Manning, 2008).

Organizational Fields
Areas of institutional life constituted
by organization and their members

Inter-organizational Networks
Social contexts R Sets of longer-term relationships between -
are jointly enacted as legally independent organizations
conditions for
project organizing

Social contexts are
jointly reproduced as conditions
for project organizing

Organizations
Collective actors whose members engage
\} in and/or coordinate projects

Al

Projects
Temporary systems constituted
to accomplish more or less unique tasks

Figure9: Embedding projects in multiple systemic contexts (adopted frdvtanning,
2008, p. 33)
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Manning (2008) noted that all the systemic contexts relate to projects as they
WFIFOAEAGIGS YR O2yaidNI Ay LINRP2SOG 2NBFYAT A
between projects and context depends according to the manner pt@etors refer to

GKSY a4 WadNHzOGdz2NI £ O2yRAGAZ2YyaQ 2F | OGAQDAG
project ¢ whether it is a single organization project or a multiple one (Manning, 2008).

The focus of this research lies at the level of the weyanizational network context

(ION).

2.7. The inter - organizational network context (ION)

IONscan be defined as sets of lotigrm relationships among independent actors that
are engaged in continuous exchange relations, common or complementary goals
(Manning, 2008; Powell, 1990; Williams, 20D5Such relations between actors go
beyond dyads as there are multiple organizations connected through both direct and
indirect linkages (Jones et al, 1997). This exchange presents a unique form of
interactions that is ditinct from both hierarchies and markets (Uzzi, 1996; Jones et al,
1997). That is, the relation between actorsa@-hierarchicaland they lack legitimate
organizational authority to govern them (Provan et al, 20@xther, although there
might exist Igally binding contractual relationships between firms, netkeelations

are distinct frommarket contracts as the relationship is primarily based on social
contracts (Jones et al., 1997).

In the project management field, different researchers studied & context of

projects from various theoretical perspectives. For instance Sydow et al (2004),
considered networks as permanent repositories of knowledge that help overcome
W2NBIFYAT FGA2y I FYYSaAlLQ Ay LINR2SO0O) ol aSR
recognized networks as repositories of trustworthy and timely information for actors

who want to create collaboration/alliances. Networks have also been studied from the
perspective of coordination. As reflected in the work of (e.g Jones and Lickienst

2008; Jones et al., 199Bechky 2006), networks provide for social mechanisms that
facilitate coordination between actors in conditions of uncertainty.

We recognize the ION context as an interesting phenomenon due to the unique
structural propertiesand relationships among the various actors of the project (Jones
et al, 1997). With this regard three sources of network embeddedness that differ
based on the type ofinter-organizational ties are discussed below; relational
embeddedness, Structural emiééedness and positional embeddedness (Gulati and
Garguilo 1999; Polidoro et al, 2011)
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2.7.1. Relational Embeddedness

According to Granovetter (1992) relational embeddedness explains how direct ties
between organizations impact their actions. That is, histolit@ractions of partners
directly influence their future decisions to collaborate. Recurrent interactions become
sources of familiarity, as organizations know each other goals, behaviors and needs
(Jones and Lichtenstein, 200®ut differently, relationakembeddedness is based on

the quality and strength of direct ties between organizations and serves as a source of
WFAYS INIFAYSRQ AYTF2NNIGA2Y [ 62dzi LINR2SOU

Within the context of IOPs, relational embeddedness develd@tween project
participants in two ways: firstly via repeated direct collaborations in multiple projects
and secondly from continued interaction within single léegn projects (Jones and
Lichtenstein, 2008). Direct recurrent interactions open the dofar information and
knowledge sharing, communication flows and trust development between parties
(Uzzi 1997; Jones and Lichtenstein, 2008). In other words, they provide channels for
parties to learn about one other competences and reliability, whicHidapdations for
future interactions (Jones and Lichtenstein, 2008). As a result, transactional
uncertainty can be reduced because historical collaborations serve as sources of
information ard shared understandings thafacilitate coordination (Kenis and
Oerlemans, 2008Gulatiand Gargiulo, 1999)

2.7.2. Structural Embeddedness

Structural embeddedness indicates how important the architecture of network
relations is for behavior of organizations (Jones et al, 1997). Kenis and Oerlemans
(2008) argued that structuteembeddedness represents indirect ties between parties

as the link occurs through a mutual third party. In contrast to relational
embeddedness, which illustrates a dyadic relation, structural embeddedness
represents a triad one. Accordingly communicatiisn facilitated through indirect
channels (Gulati and Gargiulo, 1999). Therefore, the depth of structural embeddedness
in network depends on two factors. The first is the number of participants in
interaction, and the second is concerned with the likelihadeach participant to
spread information about previous interactions (Jones et al, 1997).

With regards to IOPs, structural embeddedness occurs due to continuous projects that
are initiated and completed in a whole network (Manning, 2008). Participantgemo
along projects and interact with many other actors increasing the spread of
information (Jones and Lichtenstein, 2008). Such repeated collaboration facilitates the
development of a dense network where continuous, but weak ties become prevalent
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(Jones enl., 1997). According to Jones and Lichtenstein (2008) dense network reduces
transactional uncertainty and enhances coordination in two ways. First, it facilitates

efficient and rich flow of information that helps parties to choose appropriate partners
(fR26Z HnncL®d® {SO2yRfe&z NBLISFEGSR AYyaGdSNI O(A:
aevYoz2ft A0 YR Odzt (dzNI £ & G NHzO (0 dzNBrantvettérK | . a K |
1992, p.35). That isjevelopment of common values, norms and cultures creates

WOy BNHBSY¥ SELISOGIGAZYyaQ 2y GKS g1 & LI NI,
understandings and rules for collaboration among themselves, which in turn facilitates
coordination (Jones et al., 1997, p. 930).

2.7.3. Positional Embeddedness

Positional embeddedness referst & RSIANBS (12 6KAOK 2NBFYAT i
LRAAGAZ2Y AYy |+ ySig2N] a0dNHz2OGdZNBQ yR K2g )
2011, p.205). Whether an organization occupies a central or peripheral position in a

network is a function of the numlredirect ties it has with other organizations (Provan

et al., 2007). As per Gulati and Gargiulo (1999) this essentially goes beyond the single

dyadic tie presented in relational embeddedness and the indirect ties of structural
embeddedness. The consequenis that positional embeddedness presents centrally
LI2AAGAZ2YSR 2NHIYATFdA2ya 6AGK G662 | ROEYGL
WNB LIz I A2yt o0SYySFAGAQ o0t2fAR2NR SiG | f oz
NEBfFGA2y (G2 | OG&NERNI A YOSKK QA (1Y FIZNI2 GIiAl2AyY |48 2 dzl
partners for collaboration (Gulati and Gargiulo, 1999, p. 1448). Centrality affords
organizations a larger web through with they can access information regarding

potential partners, hence reducing the levétansactional uncertainties (ibid).

wSLIzi F A2y Ff o6SYSTFAG 2y GKS 2GKSNJ KIFIyR |0
WaGrGdzaSaQ Ay | ySGég2N)] GKFEG Ay Gdz2NYy Y|
collaboration (Gulati and Gargiulo, 1999, p. 1448). In Gis 4 S> GKS ARSI a
RSTAYSR o0& &4SG4&a 2F RdziaAS&as y2N¥Ya |yR SELIS
expected characteristics of partners in connection with a given role (Gulati and
Gargiulo, 1999; Bechky, 2006). Centrally positioned firms aenasd to be capable

and reliable than firms than firms that are on the side (Powell et al., 1996).

{
y
C

When it comes to IOPs, Jones and Lichtenstein (2008) developed their analysis around

the impact of relational and structural embeddedness project coordination.

However, in the work of Bechky (2006), we observed the influence of positional
SYOSRRSRySaa 2y LINRP2SOO0l &SRNRAWINE R DK  ( B NP éz?
for temporary organizations, taking film projects as a case intpdioreover, the
A0K2fFNJ LINPLI2ASR I O22NRAYIFGA2Y YSOKFIYyA&AY
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assuming positions project participants occupy in context structure. In tmsese
parties behave in certain predictable way with regard to preexisting expectations
relevant for their status (ibid). However, in order to maintain coordination, the role

a0 NHzOGdzNBE ySSRa G2

0S O02YLX SYSYUSR 4A0K WN
differently, due to their roles and status in the network, organizations are expected to

show predictable patterns of behaviors (Polidoro et al., 2011). Hence, there exist
expectations among network members towards one another. During interactions in

the project, the roles enacted by participants may or may not be the same as expected

(Bechky, 2006). This is because role structures only provide guidance for role
enactment. In this sense, role enactment is not the exact replication of the expectation

inflicted through role structure (ibid). Accordingly every time a project is initiated and

roles become enacted, they re create the role structure which will in turn be used as a
guidance for subsequent projects (Sydow, 2006). In this sense,

positional

embeddednss facilitates coordination through the continuous interaction between

role structure and role enactment (Bechky, 2006).

RELATIONAL
EMBEDDEDNESS
[ Trust through prior direct ties

STRUCTURAL
EMBEDDEDNESS

A

POSITIONAL
EMBEDDEDNESS

[ Indirect ties via mutual parnering

Informational and reputational }

benefits via role and status

T

L
B — e

NETWORK
FORMATION

FigurelO: The dynamics of IONs (adopted from Gulati and Garguilo, 1999)

To sum up, the moréOPs get initiated in a network, the more ties that will be created
among organizations. Hencene network will become denser through the creation of
direct and indirect ties via relational, structural and positional embedded(@ssati
and Garguilo, 199). Therefore, repeated projects between parties lead to the creation
SO2f23&Q

2T WLINR 2SO
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participants (Grabher, 2002b, p. 246). In this seni€gés can be considered as
repositories of information that guide the actions of IOP participants. Within the
project ecology, the ION context provides values and norms that organizations share
and refer to when interacting in projects (Jones dridhtenstein,2008) As a result,
despite the temporality of IOPs, continuity is maintained across different projects
through the IONcontext thatin turn enhances coordination within temporary systems
(Bechky, 2006; Jones aridchtenstein, 2008; Manning, 2008; Sydov0@. The
shared rules, values, norms, beliefs and understandings in networks are collectively
1y26y Fa WYl ONROdz (0 dzNB a Q Licheaseid,a2008and | £ = md
considered by researches as indirect tools for project coordination. This thealreti
conceptwill be discussed in detail in the section below

2.8. Macrocultures in Inter -organizational n etworks

Macroculturesare defined likeWA RA2&a&8y ONI GAO 2NBIFYAT A2y
AKFNBR | ONRaa 2NHIYAIT LI GA2Y are9). inlohelvdkds,Ya 2y 9
they represent mutual values, norms and rules specific to a given network that help

guide the actions of independent organizations in terms of generating common
behavioral patterns (Jones aridchtenstein, 2008 Macrocultures containoutlines

and acceptable ways of doing thin@se participant memberare aware of and refer

to during intemction (Jones et al., 1997).dzOK WK2Y23SySAde 2F 0S¢
organizations to have common interpretations of their wider context (Abrahamson &
Fombrun, 1994, p. 729). Within IONs, direct and indirect ties from recurrent
interactions in projects induce the creation of macroaudts (Abrahamson & Fombrun,

1994). That is, the denser the network structure, the more information and mutual
understandings get diffused among participant organizations; creating a convergence

of beliefs among organizations (Jones &mnthtenstein, 2008)

Jones et al (1997) discussed three ways in which macrocultures facilitate coordination.

Firstly, they create common expectations among members about one another.

Further, institutionalized understandings that have emerged out of recurrent
interactions fDA £ A G F S Wi NHza G Q ¢ Ridhténste@in/ 08} Iy thisi K SNJ 6 W
sense, mutual adjustment can happen even in situations where project members do

not have prior experience of working together in a project. Secondly, macrocultures

provide for comma language between actors that have evolved from practices in

previous projects in the network (Jones et al., 1997). That is, every time a project is

initiated between multiple parties in a given network, actors refer to existing practices

I YR WNIharhave dréady déveloped from previous interactions in a network

6al yyAy3as wnnyod {dzOK akKINBR fFy3dzr3S 06506
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as I0Ps by theimature areentailinga unique element and operate under uncertain
environmental conditionslones and Lichtenstein (2008) Wi I OAGf & dzy RSNE( 2 2
be applied in cases of unspecified contingencies (Jones et al, 1997, p.930).

According to Jones arldchtenstein (2008) these three mechanisms explain the origin
2F WagATFTa (0 NMeyaison eRal Al @DEyaThE B, trosé within temporary
groupsdoes not emerge out of nowhere but rather is triggered by shared rules, values
and understandingshtat prevail in macroculturesin this sense, the coordination
mechanisms proposed by Grant (2010) still apply for IOPs but are induced via the
context. Therefore, coordination mechanisms are rootedmacrocultures, whichn

turn are embeddd on a higher levieof context- IONscontext (Jones antichtenstein,
2008) That is, via social embeddedness, IOPs obtain access to macrocultures, which
provide for shared understandings, values, norms, practices and tacit rules from which
project participants refer tavhen coordinating their contributions. This in turn allows
the enhancement of the three coordination mechanisms discussed by Grant (2010).

2.9. Relating temporality with permanence

Recognizing network embeddedness is realistic approach for coordinationetiase:s

the constituents ofprojects, whichare relatively temporary to their permanent
context (Sydow, 2006However, we see the importance of conceptualizing the type of
relationship that exists between IONs and their context. Sydow (2006), Manning,
(2008), and Bechky (2006) draw from the theory of Structuration to define the nature
of this relationship.

Structuration theory is a social theory proposed by Anthony Giddens to explain the
interplay between social structure and actions of individuals. Téiaocial structure
which is characterized by sets of symbolic and normative rules within the society are
enacted through the actions of individuals Giddens (1984). Hence they provide frame
of references for actors, but at the same time, they get recreatdten individuals
apply existing practices (ibid).

Adopting the theory of structuration, Manning (2008) argued that network
embeddedness is not a structural condition that should be taken for granted to
coordinate projects. Although it enhances coordinatidhe fact that projects are to

some extent unique in terms of task, time and team dimension, calls for unique ways

2F 1 OO02YLX AaKAYy3a A2l fad ¢KSNBT2NBX LINR2SO
routines, practices and values provided by the netw@ok32). In this sense, the
AYOSNYIFE WYAONRQ LINRPOSaasSa gAGKAY LINR2SO0a
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for the emergence of shared network, rules norms and practices (Sydow, 2006, p. 253).
Within creative industries Manning (2008) argued thatiation of new projects in a
network opens doors for creative enactment of the existing practices. However,
routines will not exactly be duplicated but rather get recreated through enactment
(Beckhy, 2006). Therefore, network structures and macrocultaresthe result of
creation and recreation from the interplay between project constituents and the
network context (Sydow, 2006).

2.10. Summary of theoretical framework

Projecs that cut across the boundaries of a single firm require distinctive ways for
coordnation as opposed to those -4mouse projects or permanent organizations.
Coordination mechanisms should consider the intertwined nature between the interior
processes of IOPs with their environmental context. The term embeddedness has been
employed to desabe such relationship. Network embeddedness has been found
important for two main reasons. First studying the constituents of projects in terms of
their task features, time duration and team composition, sheds light on what actually
goes in projects. Sendly studying the social context in which projects are embedded
assists how the sources of coordination mechanismesemployed. Despite projects
can be embedded in a diversity of contexts, we have chosen the-anggmnizational
network context as a fodapoint. To understand what really goes inside projects
literatures have stressed the importance of considering the environmental context.
However researchers have noted the relationship between the temporary and
permanent context is in such a way that ¢text gets produced and re produced when
network practices are enacted with some degree of variation from thevipus
practice. In essence &ydow(2006) noted it, embeddedness enables projects exploit
benefits both from temporality (from constituents) éncontinuity through their
context. Such continuity in turn facilitatesordination with in IOPs
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2.11. Theoretical concept map
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3. Methodology

Through the guidance of the frame of references and theoretical concept map, this chapter
will discuss the choice of researghilosophy the researctstrategy and research design.
Further, we present data collection and analysis methods empldyiadllywe present our
views on credibility and general limitations of the study.

3.1. Research philosophy

In this research we see the importance of defining choice of paradigm in order to

explain how we conducted our study. In the academic context the term paradig

refers to the philosophical guidance for scientific practiddassey & Hussey, 1997).
Accordingly, Hussey & Haey (1997)distinguished between two main research

paradigms: positivistic and phenomenological. The positivistic paradigm holds the

logic that social reality is independent on the personal experience of the researcher.

It characterized by the concern of hypothetsting, tendency to use large samples,

to produce quantitative data which is precise and specific. On the contrary the
phenomenological paradigm is concerned with understanding reality from the
NEaSFNOKSNRAE LISNRLISOGA DS @ udy yhe so&ial &ealith Sy aS A
independently from the subjective state of the researcher (Hussey & Hussey, 1997).

Hence, this paradigm tends to produce qualitative data by using small samples. In
addition. f dzZYyo SNH SiG It oOowvHnnplO RAAGONBADRLIKE A KA
attempts to strike a balance between the objectivity and interpretivism. While this
philosophy accepts the independent existence of reality and human beliefs, it also

argues that understanding of reality is subject to human interpretatip®@1). The

same logic holds is true for this research as it involves a combinatiabjettive

presentation of theories with our subjective analysis and interpretation of empirical

data.

3.2. Research strategy

Research wrategy presebs the genera orientation adoptedto condud¢ a research
(Bryman and Bell,2007) We have employed qualitative research strategy. The main
reason lies in oumtention to answer the research questions through descriptive and
explanatory responsedi(issey & Hussey, 199Ti.s descriptive in the sense that we
illustrate how I0Ps use networks to maintain coordination and thus find the answer to
the first research question. For the second research question, we attempt to explain
the differences that prevail in the projects the way they rely on different types of
network embeddedness. The explanation is facilitated through identification of
variations in task nature, time duration and team composition and the types of
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network embeddedness. Therefore, a qualitative strategypports our chosen
research as it is guided by description and explanation rather than quantification
(BrymanandBell, 2007).

3.3. Research Design

The purpose of this research is to provide empirical support for theoretical
constructs we have aggregated imet frame of references. Data collection is
therefore guided by existing theories on I0OPs and network embeddedness. At the
same time, we would like to elicit the theoretical knowledge from the analysis and
elaborate existing theoriesdence we have chosemot follow strictly inductive or
deductive reasoning. Accordinglye adopt iterative research approach, meaning
that our study involves the weaving back and forth between data and theory
(Bryman and Bell, 2007.

In order to address the issues raised in the research question, we employed a
comparative case study design. When comparative case study is used for conducting
a qualitative research, it takes the form of multiple case study, where a number of
cases are eemined and compared using commonly chosen variables (Bryman and
Bell, 2007). Cases in this research are represented by IOPs. The use of multiple cases
in contrast to a single case studifowed us toattain some degree of generalizability

of research findigs (ibid). Accordingly a comparative study using multiple cases
enabledus o focus on each individual cas®; study similarities and differences in

the waylOPsgnteract withtheir socialcontext.

3.3.1. Unit of analysis

In this research unit of analysis al®Ps, where thearticipantsare organizations
and/or individuals (e.g freelancers or contracted ptime workers).We study such
projects to identify commonalities and differences in the way IOPs interact with their
enduring environment. Further we ingggate the relation between project
constituents and coordination mechanismg€hoosing project itself, rather the
organizations or networks, as a unit of analysis helped us to investigate how the
characterisics and processes within IOBee related to tie mode of interaction with
their context. Our focus is directed to projects in creative industries where products
and services are most valued for their symbolic and aesthetic attributes (DeFillippi et
al, 2007).

3.3.2. Selection of cases

When selecting cases for this comparative study, the population of our focus was
projects in creative industriesn doing so we have put two important considerations
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in mind. First, cases need to be selected based on their diversity and potential
contribution to the research objectives (Yin, 1994). Secondly, it was important to
ensure that the projects do not vary dramatically in their underlying characteristics.
Hence the projects need to be similar in some aspects in order to conduct a
meaningful compason (Miles and Huberman, 1994 order to ensure both criteria

are fulfilled, a theory based sampling technique is adopted. That is, selection of cases
was based on their similarities and differences which guided by our research questions
and theoretical frame of reference. In essenttee cases illustrate the theoretical
constructs covered in chapter two. According to Yin (1994) selection of cases should be
based on their diversity and potential to contribute to the research objectives than by
the concern for randomness.

Overall, the hosen projects represent cultural industries and dealing with ephemeris
products: theater performance, concert organizing, film production and TV segment.

As these projects were extracted from different creative segments, we held the
assumption that diffeences in the nature of products is connected with differences

task, time duration and team composition. Apart from that we generated the list of
requirements for the samples to be chosen for the current research.

- Each project should be inte@rganizationa That is projects are executed by more
than two participant organizations.

- There is one party responsible for initiating, coordinating and controlling the
project activities.

- All projects have delivered creative element (e.g film, set of commercials,
theatrical performance, concert)

- All the projects were completed at the moment the research has been conducted.

Despite the spotted commonalities, chosen projects entail differences. We have
identified those on the stage of pi&tudy aiming to find out theelevance of cases for

the current research. These distinctions allow us to conduct a comparative case study
Overall, projects differ in time durationask nature and team compositiqeee tables

3 and4 below).
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France/ A French¢ German Ukraine Les films du Poisser 4 years
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Among expected differences we noted among variables time duration, team
O2YLRaAGAz2y |yR Gl1a1Qa OKINIFOGSNRAGAOaA NBf
opinion, distinctions between these variables will affect the choice of coordination

methods. This assyption is based on theory identifying them as temporary aspects of

IOPs. Having this variation we can make an attempt to see relations between project

nature and type of embeddedness the project addressed within it. The three variables

are driven from theoy.

3.3.3. Data collection

Following the principles of qualitative studies, we have combined different data
collection methods, including interviews, formal and informal meetings with
respondents (Eisenhardt, 1989). Secondary data collection adopted to support t
LINAYI NE RFEGF® alAyte Ad KIFIa oSSy 2060GFAYySR
web pages). However, due to the natureprbject in creative industrieswith general

lack of formalities and documented regulation, primary source of informatiorors fr

in-depth interviews with individual project participants. The advantage edepth
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interviewing is the possibility of obtaining more accurate and clear picture from the

Ay i SNIA S G SS qGpautil® Grghbaug? Z005P A S &

As per Fitzgerald and Dops@2009), interview questions can differ based on their

degree of structureg structured, semsstructured and unstructured. Structured
interviews will produce more standardized data which is relatively shorter and
focused. On the contrary, unstructured INBDA Sga GF 1S GKS F2N¥Y 27
O2yPSNEIGAZ2YQ 0L nTtyod® C2NJ (KAstruct®Edd S NOK
interviews to create a balance between standardized data to maintain focus and depth

to obtain detailed information. Since the issumse in our research involve theoretical

terms (e.g network embeddedness, macrocultures), we have designed the interview
guestions in a way that pursues clarity. Questions are enclosdideimppendix the

logic of the interviews was in such a way thatestricted questions were asked first

followed by more specific questions. In this sense, respondents were first asked to
answer general questions about their organizations before more detailed questions

Fo2dzi GKS LINRP2SOGa& I LALSSjdxSSy/Bdhbaaenasi?0asy OF f f SF

At the same time, on prstudy stage we have found that internal slang was quite

common for project in creative industriesFor example, sometimes projects had

specific titles for project roles e.g. Head of creativea 2 NE2 GSNE G KS G SNY
YIYylF3ISNR ¢Fa y2i aLINBIRI gKA{S GKS TFdzy Ol A2
by director or producer. However, the difference in naming we understand as logical
distinctions between general theory and certain practical caset was the reason for
NEaSIFNOKSNAR G2 32 RSSLI KS LINR2SOiaqQ O2yi!
O2yGSEG IyR LINR2SOGQa ySiég2N] o

After designing interview questions, we selected organizational actors for each project

who can serve as sources of emgal data. As our study addresses issues of
coordination, interviewees were chosen from the organization that was in charge of

initiating and coordinating project activities. Since all the projects were -nter
organizational, we admit the need for inteewing actors from different participant
organizations. However, due to time constraints, we find it practical to interview actors

from a single organization for each project.

Following the selection of the organizations, we chose the individual persons to
represent the participant organizations. In this sense, the objective was to select the
individual who can provide us with accurate and wide range information that allows to
answer the research questions.
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All the interviews were conducted on a fatteface individual basis. This according to
Fitzgerald and Dopson (2009) is the most appropriate medium for generating in depth
data and develops a degree of understanding and connection with the respondent as
GKSe ONBFGS Wl &l FS SyHancaldy Wneniewe with alNJ § K S
average length of 1 % 2 hours have been conducted with the four project
participants. Due to location differences and time constraints, interviews are
conducted virtually through Skype. All the interviews have been recoriladscribed

and documented to increase the reliability of data collected. In order to clarify points
that seemed vague, respondents were interviewed again on different occasions.
Further transcribed interviews have been sent to interviewees to confirm if
information obtained is correct.

3.4. Data analysis

The process of data analysis in this research is consistent with Miles and Huberman
(1994), who divide the process in three overlapping stages: data reduction, data
display, and conclusion drawing. Cr@sse comparative study requires analysis that
moves back and forth between theory, raw data and the various waysategorize

and sunmarize it(ibid). We presenthis logic on Figure 12

Data Collection Data Display

Conclusion drawing/
verifying

Figurel2: The components of data analysis: interactive model (Miles and Huberman,
1994)

First, we reduced data to focus on the information relevant for this research.
Accordingly, we categorized projects based on their constituents: task nature, time
dimension and team composition. We have applied our frame of references as
guidance for selémn of variables that are used for classification, categorization and
comparison of the results.
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The main data display methods employed includes tables, networks, diagrams and
direct quotations. We use networkframes to visualize interactions between
participating organizations of IOPs (Miles and Huberman, 1994). Further, tables are
used to summarize and condense information in more meaningful and comparable
form. For example we have used tables to show commonalities between samples.
Direct quotations fom interviews were used to supplement our empirical data and
give life for presentation of our findings.

Drawing conclusions is concerned with finding regularities, patters and causal
relationships are drawn from empirical findings (Miles and Huberm@94) In this
regard, the process we followed was an iterative one where we had to refer back to
our interviewees, reexamine empirical findings to verify and make comparisons with
existing theories.

3.5. Validity and credibility

According to Bryman and BellO@7), validity refers to the truthfulness of the research
outcomes.In order to secure validity we have sent the respondents the results from
interview to verify the understanding. Even neptthe final report will be sent for every
participant as well.

Credibility derives from accuracy of research design accordinBreyman and Bell
(2007). We assume this consideration when we have structured and conducted our
study aiming to presentheoretical concepts and empirical data details after
considering externgkeedback from the supervisor, peer students and respondents

3.6. Limitations of the study

One limitationin this research isegarding selection interviewees. We admit the need
for interviewwith more project participants in a project tobtain better insight of the
phenomenon. However, limited access to other participant organizations and time
constraints did not allow us to do s&ut, this limitation has been to some degree
alleviated by the fact that the selected interviewees workha organization thatwvas

in charge of coordination. Hence we have been able to obtain a clear picture how
projects were coordinated.

Secondly our research covers issues of coordination within +paity projects. As a
result other data collection methal such as observation techniques would have
rendered better insight (e.g observation on the film sets, events, and concerts).

% Inthis case networks mean visual frameworks
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However, given the time and budget constraints, we made decision to concentrate on
completed projects rather than conducting obsations in ongoing ones. Moreover,
analyzing accomplished projects affords to discuss with respondents their experience
and implemented techniques for coordination.
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4. Empirical data

This chapter presents empirical data regarding the four chosen projects from creative
industries. The findings are put in sequential order from the most-sfort project to
iKS f2y3asSaid 2ySo 9F OK Ol asS Oz2yidl Xe/fa
description of project constituents (task, team, and time) the conditions for project
operations and important issues for maintainiogordination

LINE 2 ¢

4.1. The process of interviewing

In terms of interviewing process, we started each interview with desailiime
purpose, duration and the procedure. Moreover, each interviewee was asked for
permission to use the data and we have received their consensus. However, for
information security reason, the data on collaborating project partners is presented
anonymousy, without the real names.

Following the selection of the organizations, we chose the individual persons that
represent the participant organizations. In this sense, the objective was to select the
individual who can provide us with accurate and wide mmgormation that allows us

to answer the research questions. Accordingly we have presented the profiles of the
individuals in tablé& below.

Project Name of| Organization Position Educational Working
interviewee background Experience
W[ I yR Alexandre Les films du Production Business 1 year
20t A DA 2| Moussa Poisson assistant Administration
(International
Management)
Wt A NJ U S| Arina Zhook | Disney Coordination | Business 5 years
Channel Russil manager in| Administration
Onair promo| (Creative
Department | producing)
WDI 3 N&A | llya St. Petersburg| Director, Theater Arts 7 years
Moschitsky | Musical Scriptwriter
Theater
(Music Hall)
YWl T 1@ 1Alna Business 3 years
Rostotskaya | Art Pro Producer Administration
(Creative
producing)
Music Arts

Table5: Profiles of the respondents.
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The respondents have different education background: two persons have business and
production as major, one person has both art and business degrees and one
respondent graduated from pure art field. This notion is important for conducting the
interviews, because our study originates in the project management area and utilize
the relevant theoretical terminologies. Accordingly, we suppose that background in
management for three respondents provides common ground for understanding our
guestion. When it comes to the case of Rbusiness interviewee, we spent more time

to explain our aims and establish mutual understanding. Difference in the education
we see as aarce of new information and possibility to observe another perspective.

4.2. Project oneO0EOAOA 7AAES
4.2.1. Project overview

The first case comes from TV and Broadcasting industry: production of promo
commercials for Disney Channel Russia. The projecwést G A 6 SR 6& 2yS 27
department namely O+ir Promo, which main function is to produce commercials on

a weekly basis depending on the theme of that period. For example, a program scope

can be devoted to the Christmas or Halloween where various/shseries and movies

in relation to these holidays will be aired. The case we are presenting was devoted to

0KS 6SS1T yIYSR WtANIXidS 6SS1Q 6AGK (GKS ¥F2O0«
concept of pirates, hidden treasures and sea battles. The promo coaia®iin the

Wt ANF GS 65851 Q 6 SNB"wedkBfahs yedr 8021. R detlehty Altract KS ™ p
audience, the O+air promo was assigned to deliver set of promo videos. The set

included 15 short video commercials of-18 seconds duration each. The pess is

illustrated on the Figuré&3.

Dubbing

Video editing

1 week cycle
FigureldY t NP 2SO0 @2NJ Fft26 2F Wt ANIGS 4SS Q
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The project was executed with collaboration of four parties with Disney Channel Russia
in charge of initiation and coordination. Hence, concept creation, script writing and
release of the commercials were carried out by-&npromo while production was
partly outsourced to external organization. Apart from permanent employeesai®n
Promo team invited three seémployed individuals from the network: a voice actor
and two sound engineers. The responsibility of voice actors is to lend their voice for
the commercial covers. This person is supposed to be talented in terms of producing
multiple tones of voices. The sound engineers were in charge of the audio production
in terms of integrating the audio to the digital complement. The role of partner
productioncompany was to assemble several videos from the whole set. However, the
final digital editing was under Gair promo responsibility.

The project team included promo producer, project coordinator, picture editors, sound
engineers and voice actors. Amonghaical specialists some were represented by
outsourcing partner, while promo producer and project coordinator were employed by
Disney Channel Russia. The final outcome was delivered and approved by art director
of the company namely Head of Creative, ghibhe project ended with positive result.

4.2.2. Company profile

Disney Channel Russia is the TV channel that is owned by The Walt Disney Company
and began its operation in Russia in 2010. The channel broadcasts different programs
including animated serg live action, short series and full length Disney movies
(http://www.disney.ru/about/russia.jsp.

KAHAN

Figurel4: Disney Channel Russia Logo. Global Brand localizeRussia.

The core audiences originally were children and teenagers, however recently the
O2YLI yeé &ag¢gAlOKSR AGa LRarabdGAzy (2 WCIFYAfe@
attention for customization and promotion of Disney products, shows or movies.
Videos aire through this channel are supposed to be adapted for Russian audience.
Onair promo department is responsible for production of commercial videos for

media products and cooperation with PR department aiming to sustain and promote

the brand of Channel.
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4.2.3 Interviewee profile

Arina Zhook, the project coordinator in Disney Channel Russia. Arina graduated from
Russian State University of Cinematography with major in business administration and
creative producing. Arinaas 5 years of experience in commercial and TV production.

4.2.4 Task dimension

¢KS WtANIGS 6SS1Q Aa 2yS Fyz2y3a | aSNARSa
executed by Disney. While the theme for every week varies, the process of commercial
production and the phases remain the same as projects in previous weeks. Analyzing

task from the point of uniqueness and repetitiveness, we can state that task was
repetitive, because the actions required for production had been already established

and partly routinied from previous projects.

Wt NP6l ofés Al az2dzyRa LI NI R2ZEAOLff &z 6 dzi
process is creative routine. It involves a very fast flow of actions, people are

aware of their responsibilities. We have all materials needed toteraa
@A R @anéZhook)

From the dimension of novelty, the project represents a derivative task as it is
extension of Disney products (e.g. series or movies). At the same time, derivative task
set contains distinctive element depending on the themela tveek. Moreover, the

core expectation from commercial is to attract the audience. In that sense, evé5 10
second duration videos are supposed to be interesting andoagehing (Figurédb).

Figurel5: ¢ KS aK2id FTNRBY O2YYSNDALE 2F W dobd¢d CI

Discussing complexityn the interview with Arina the task can be chaterized as
assembly levelln general, the process of commercial creation signifies the process of
video compilation. The ®@m received materials from other departments and
assembled them in accordance to commercial script.
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4.2.5. Team dimension

The project was executed with collaboration of four parties. The team consisted of
Disney Channel Russia (represented by employesma Onair promo department),

the voice actor, two sound engineers and the production companyai©promo was

in charge of initiation and coordination. There were four employees fromai®n
promo: promo producer, project coordinator, picture editor anddd of Creative. The
voice actor, sound engineers and the production company participated in the project
activities on a contract basis. When it comes to outsourced partner, three employees
represented it: picture editor, sound engineer and broadcastdrinAdll, there were 10
persons involved. The intarganizational ties are displayed in the Figlisbelow.

Disney Russia
Channel

Production
Company

Voice actor

Sound

creative individuals engineers

|

FigureleaY Lhb FT2NJ Wt ANIF S 6SS1Q

Direct professional ties |

According to the interviewee, it was a common practice of TV and broadcasting
industry to outsource some functions that are not core. Contracted parties however
were not new to one another. Due to the recurrent nature of the promo commercial
projects in Dsney, these parties were invited to work with Disney in several instances
in previous projects. Therefore we have observed prior ties that have developed from
working in projects.

4.2.6. Time

The duration of the period was one week. The pace of phgect is timecritical,

0SOlFIdzaS (KS RSIFIRfAYS F2NJ WtANIGS 6SS1Q 41 a

WeKS GSIFY Aa |fglea dzyRSNI LINBaadzaNE 2F GAYS«

F2N) dza GKS FF OO OGKIFG 6S (Ripazyicwkh) KI @S | ye&
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4.2.7. Conditions of operations

Coordination difficulties in case of promo commercial production were related to the
time pressure and project pace. Apart from work overload, project team members
were limited with possibility to change and impethe video in case it did not satisfy
the requirements of art director. The time constraint also shortened the horizon for
planning. Arina explained that such a shtime perspective bounded the possibility to
make a maneuver for experimentation.

Apartfrom time, the project was constrained by resource limitations in terms of both

budget and team size. As mentioned above, production of the promo commercial is a

cyclic process. But the team had to come up with new ideas and ways of promotion

that can bed NBFf SOUG GKS GKSYS Wt ANI OGS 6SS1Qo !
locked in routinized and very fast process team members did not have time to learn

new techniques, but still were demanded to be creative.

Further, tre video had to match the visioof the Head of Creative. Hence it was
subject to being rejected if it did not satisfy the expectations from the Channel
management. Moreover, even after being accepted by internal customers, there were
uncertainties on the reactions from the audience.

IntheLINRE 2SO0 W tomiinitaBon pl&/&llingportant role for coordination. It
Ffft26SR 0SIY YSYoSNB (2 o0S TFrad FyR NBA&LJ:
meeting the deadline was the core purpose for initiating interactions with network

partners. Thatis why the production company and contracted individuals were

selected based on previous interactions in previous projects. Therefore, project
O22NRAYI G2N) 1ySge HKAOK O2YLI ye 2N aLISOAL f A
commercial set. Apart fronprevious interactions, personal reputation of team

members was put into consideration during selection. Therefore having the right

partners facilitated communication and mutual adjustment, because team members

have already gained familiarity from previopi®jects.

4.3. Projecttwo O' ACAOET 8
4.3.1. Project overview

The second sample for our studies came from the performing arts, particular from
musical theater segment. The project delivered new musical for St. Petersburg State
Musical Theater Music Hall (Ris). The concept of the performance was related to
celebration of the International Day of Human Space Flighthe honor of Yuri

‘“Ita2 1y26y & | dNAQE bAIKD
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Gagarin, the first human to reach the cosmic space. The premier of the musical named
WDF3AFNAYQ 41 & |LHRAYGSR 2y ! LINAf wmMHOK

The management of theater intended to set a musical performance that would match

GKS O2yOSLIi 2F WFFYAfe SYyGSNIIFIAYYSYydiQzr YSI
children, teenagers and adults. This idea firstly was introduced and spread alhever t
G2NI R 06& 5AraaySe /2YLIlyeod !Y2y3 SEFYLX S8 2y 8
W, Stdzié yR GKS .SradQX WelINIIyQ yR Si0o
global trend in the art performance segment. Following this genre frame, the creative

team that was responsible for production process defined the musical as family
performance from the very beginning. In order to attract young audience, creative

crew decided to add visualization to the set design. On the other hand, image
multiplication was relevant to reflect the idea of space and technological inventions.

To match the adult spectators, the creators added political jokes and references to

some historical figures in the script. The implementation of the concept required use

of rather advamced technologies that had been never used before. That issue
associated with risks, particularly within the given time frame, however the
management team followed the chosen strategy.

The product owner was the theater, while the production team was gattheon
collaborated manner. Apart from theater permanent employees, there were two
organizations and contracted individual. The project flow aiming to create the
performance is presented below:

Figurel?: Project workflowz ¥ WDI 3| NRA Y Q

In general, the performance project success depends on four key figures. Firstly, it is
the director, who acts as project manager. The director is responsible for creating the
concept, coordination of activities of the team, staging in geharal the final result.

The second figure is a script writer, who is supposed to deliver the plot. Thirdly, it is art
director, whose responsibility is to produce visual look of performance and the fourth
role is composer, who writes musical themes. Acaaydo tradition of the performing

arts industry, directors have their own contact base. Sometimes, specialists might be
dispersed and involved in different projects, however in case of new project the
director initiates creative production with gatherirtige team.
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The project team met the deadline and the premier was accomplished successfully.
Then the creative team disposed and specialists turned to another projects. We are
not including the implementation of the product, because it does not contagative
process. The performing is supposed to be pure replication with fixed actions and
roles.

4.3.2. Company profile

St. Petersburg Musical Theater (Music Hall) was founded at the beginniggof
century in St. Petersburg, Russia. The concept bethi@drenture differed to classical
theaters and was oriented on entertainment genre. Within years the theater
experienced different transformations, the musical traditioegained Nowadays the
Music Hall launches its own performances and also hosts geefirmances.

¢KS YdzaAOFf WDIFIFINARYQ aidAaff adlyRa Ay GKS
recognition from art community, being nominated and awarded fourfold by Russian
Art Union, the biggest theater association in country.

4.3.3. Interviewee profile

llya Moschitsky, the theater director and leader of creative team. He graduated from
St. Petersburg State Academy of Theater Arts and got up on the stage more than 15
performances and shows. His major field of competence is musical performanig. Be

in charge of production and coordination processes, lliya had responsibilities of the
project manager.

4.3.4. Task

The project goal was to deliver the musical performance that we consider as unique
task. As the task was single, the creative crew was dispersed after the musical was
delivered. Moreover, there were no piestablished actions, because the current trend

in staging assumed mixed approach close to experimentation with proceeding tasks.

Assuming the degree of novelty, we classify the current project as platform. The new
musical is supposed to replace the old one in the theater repertoire. Moreover, the
final requirements were changed during the project execution. That feature is quite
typical for platform projects. For example, the performance originally included more
comprehensive animation that remained in more simplified manner in the final
version.

Overal] demand uncertainty is traditionally the source of project challenges in terms
of defining the requirements. llya stressed subjective nature of creative production
process. As result, the team might come up with certain vision ofrthsical;however
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the moment of truth happens when the audience gets the experience of seeing the
play. Their estimation of creative product depends not on the way the performance
was made, but on the way expectations are matching with exact musical.

WXAG Aa Xnowdbasara Bofv She find@ product will look like. As long as the

audience will see the performance, we do not know the real impact from our work.

Before the premier we are organizing pedease run, when we invite our kith and kin

G2 GSadé noé ken thdB8ghIve ddivoinly guess how spectators will perceive

2dzNJ ARSI ® 2SS | NS RSIfAYy3 gAGKllyadiMoSchitekg)a & & dzo &

Figurel8%¥ ¢ KS a0SyS FTNRBY YdzAAOFf WDl 3IFNAYQ

At the same time, theravas one general expectation from the creative product. The
product was supposed to be original. Plagiarism is forbidden because of the industry
regulation and also is not accepted by professional ethic.

From the point of view of complexity it is possilite observe this project is more
systemic, because staging required integration of visualization component in the
performances. Moreover, according to the respondent, musical as genre itself is a
synthetic kind of art, supposing to combine drama, music,cdarsongs and image
reproduction. The same definition we found in the work of Caves (2000), who also
referred theater performance to rather complex task.

4.3.5. Team

Project team included 4 parties: the theater, the TV and broadcasting company, the
music recording company and contracted specialist. The theater was represented by

internal stakeholders: administration of the theater, who owns the final product,
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creativeteam responsible for delivering the musical and the crew, performing it within

the season. Among the crew are actors, dancers, sound and visual engineers and other
ALISOALIEtAAGAY AYy@2t Ay3 Ay GKS AYLISYSydl da
roles: drector, script writer, composer, lyricist (a person who writes the lyrics of the

songs), art director, choreographer and leading cartoonist.

St.Petersburg
State Musical
Theater (Music
Hall)

creative individuals

Music Record
Company

Direct professional ties
== == |[ndirect professional ties

FigureldY Lhb F2NJ WDIF3AFNAYQ LINRB2SOi

Visualization and sound making were accomplished with contribution of two
organizations. The animation was done by TV and Broadcasting company. The music
was written by specialists from Ukrainian music record company in collaboration with
contracted lyricst. According to notion of interviewee, the onlyay to overcome
uncertainty of task dimension vgao rely on the competence of the team and creative
synergy of teammembers. The director had previous working experience with every
participant. Moreover, Igicist and musicians from Ukrainian company took part in
other projects before. The ties frame represented in the Figure 19

4.3.6. Time dimension

The date of premier was set and fixed according tetb@nniversary of the first space
flight in the 2011. That is why this project was thtritical. The creative team was
strictly framed by duration. It took only 2 months to complete the task. Accortting
Lt A&l Qa SELISNASYOS (KIFG 61 & Syz2N¥z2dzateée Tl ai
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4.3.7. Conditions of operations

The respondent pointed out that budget limits and time pressure caused major
coordination problems. The financial resources bounded the possibility tizeectde
initial idea and forced to avoid expensive solutions, while time limits induced the
creative team to sustain the speed. That is why the director had to simplify animation
component in order to meet the deadline.

Another source of coordination prains was ambiguity of requirements. It resulted in
the time delay, because some elements did not fit the stage system and remodeling
was also timecostly.

The coordination was maintained by regular interactions between the creative crew.
lliyaemphasized the importance of commitment more than traditional planning tools,

for example as production plans. The interviewee estimated reputation, trust and
reciprocity as crucial factors for coordination activities. Because the creative process

required integration of different tools of artistic expression, the director put a certain
FdaSyaAazy G2 GSIFY O2YLRaAGA2yd Lfeél yIYSR
requirement for all participants to be chosen. They should share common values and

mindset tobe able to cecreate. In that sense, intgsersonal conflicts would affect the
FtdzZARAGE 2F GKS LINRP2SOld Ly GKS OFrasS 2F wC
OKIfftSyaSR o6& GKS 0AYS O2yaiNrAyas GKIFG Aa
sele¢ed through previous interactions. Team members managed to proceed fast and

meet deadline because of having previous common experience, shared values and

mutual adjustment.

4.4. Projectthree: O* AUUU +EOAEAT &
4.4.1. Project overview

Jazzy Kitchen was the peot launched in Moscow (Russia) by a creative association
called Art Pro. The idea was to organize serial concerts where the audience apart from
enjoying jazz and unigue art music, but also interact with musicians as well as special
guests, for example, hotographers, journalists, designers and other creative
individuals and bands.

The project was not aim to beommercial;instead the management of Art Pro
intended to make jazz music more accessible for people, especially for the young
audience. Normallyentrance tickets in the Moscow jazz clubs are rather expensive
high due to elite reputation of the genre itself. In contrast to average pricB@§ the

price for the concerts launched by Jazzy Kitchen was only 12$. Moreover, the entrance

49



was free for tke youth younger 16 years old.

~

w2 S glyd G2 OKFIy3aS &aGSNB2GeLIS Fo2dzi 21T Y
In our concerts everybody can ask musicians any question they would like to or just

share impressions and ideas during interactive sessibims. dialogue between the

Authors and their Audience make the concerts really distinctive and bring new

2 LILJ2 NI oyt Rrai \isBrd) Q

Organizing of each concerbnsistedof several steps, including choosing the concept

of performance, synchronizing the schedule of musical bands and singers, renting the
proper hall and organizing promotion of the event. Each event included around 1/2
hour exhibition, when the audience gafred in the hall. The concerts lasted 1 hour
and the interactive session took around 1 hour also. This concept was entirely new for
the Moscow music entertainment segment and attracted attention from the creative
network. The project flow for one event gesented on the Figur20 below. During
period 201602011 Art Pro launched 10 concerts under Jazzy Kitchen bnatB aof

them weresellouts. The latter happened when Jazzy Kitchen gathered more than 100
persons. Normally the audience consisted ofspectators.

Concert #1

————————————————————————————————————————————————————————————————————————————————————————————————

Concert #2 Concert # 10

1 month cycle

Figure20Y t N2 2SO0 62N Ff2¢6 2F WwrHIT & YAGOKSYQ
4.4.2. Company profile

Art Pro is an instance of pure disposable organization, because it was created for
particular purpose to launch the concerts and then disappeared. All in all, it existed

one year. Art Pro appeared in the form of creative association, involved a producer,

several musicians and graphical designers. Apart from permanent members of Art Pro,
different musical bands, space designers, sound engineers and photographers were
invited in the creative crew to support the concerts.

As soon as the last concert on 201&saperformed, the association was disposed. The

LI NHAOALI yia |aadzyS (GKS LlaaAiroAtaide G2 €1 c
commercial purpose as well. As long as the financial support is not found, the Art Pro is
WFNRT SyQr a4 (&6 AYyGSNWASESS RSTAY
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Alina Rostotskaya, the project producer. Alina started her creative career on media
production field, had been graduated from Russian University of Theater Arts.
Moreover, she also has the degree from State Musicale@®lwith a major in the

music art. Now she is mainly involved in musical activities as singer and musician
within own band.

4.4.4. Task

Overall, the goal of the project was to deliver new format of concert experience to

audience. According to iterationthere were 10 tasks within the project, each of them

GFr1S GKS F2N¥Y 2F S@SyiGod ¢lFal ylradaNBE 2F Wy
repetitive, because the coordinating team remained during the year developing and
transferring practices of concert orgaing from one event to another.

Task in terms of novelty dimension had mixed nature. The reason is that the product
was the stage of project workflow (see Figu2@) and that product had to be
distinctive in terms of sound. In order to sustain the net&t from the audience, the
producing team decided to alter vocal concerts with instrumental ones.

W2 S |AYSR (G2 ONBFGS F &aLISOALFE LI OS gAGK |
possibility to reduce the distance between musicians and the audiéhliea
Rostotskaya)

However, our main intention is to understand the features of project task. Assuming
that requirements for each concert were defined rather clear in terms of concept, we
would estimate tasks as derivative. Apart from this, each eventneldd the brand
WWIETT@&@ YAGOKSYQs ONBFGSR o0& ! NI tNBRO®

The complexity dimension of tasks was on assembly level. Each concert required to
integrate sound, light and creativity of musical band, however there was no complex
sub-systems behind the scene.
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Figure2lY 9 LA &2 RS FTNRY WWITT& YAUGOKSYQ O2yOSNI ¢
Sourcehttps://www.facebook.com/groups/jazzykitcen/

4.45. Team

The project team consisted of 10 permanent participaftsm Art Pro and 187
volunteers who joined the team after several concerts. Apart from that, we should also
take into account musicians, technical specialists and photographers. Photographers
took part and did shooting of the concert and further pronowtj while some famous
artists presented their own artwork the audience enjoyed before the concert. All in all,
one concert evolved interaction of morhan 40 persons at once. Moreover, the
O2YLRAaAaAGAZ2Y OKIY3ISR FT2N SOXNE QOFYy GS NIRMNSL yWEI
of mixed ties. See the Figure B2low.

According to Alina, selection of participants was done mainly through personal
interactions. All permanent participants have known each other before, for example
some of them were friends, sonaf them were studying together. However, when it
came to musical bands to be selected, the reputation mattered as crucial factor. The
aim was to promote the new project, thus participation of famous jazz stars attracted
attention from the networkand theaudience To sum up, Art Pro as the organization
unit was based on personal and informal relations.
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Figure22: IONF 2 NJ LINP2SOG wwriTe 1AGOKSYQ

4.4.6. Time dimension

WWI T T & YA G O#eBr/ojeds lasit existedf oBe/yBar. Time pressure was
highlighted by the respondent as challenging issue. Each event was announced and
performed at exact day. Moreover, preparation for each concert was limited by the
time of renting. Because of that we classify this pobjas timecritical.

The team had normally 3 hours for rather timensuming preparation activities. The
team was supposed to do stage design, making snacks for the audience, exhibition
organizing and sound check. As soon as the concert was accomplisbadizers had

to do deinstallation work.

4.4.7. Conditions of operation

The respondent pointed out budget limits and time pressure as main source of
O22NRAY I 0A2Y LINRPOSaazr K28SOSNJ I OO2NRAY 3
face major coordinatin problems, apart from some unexpected delay of equipment
because of the traffic jaror minor problems with a halApart from that, each concert

was a live music event. It was something producer could not control. The interviewee
expressed the followinglea:

WActing as producer and inviting a musician to perform for our project it was almost
similar to buying a pig in a poke. Because this is a live session. It is always
unpredictable. Even though lhadtoséllit 6! t Ayl w2aid2Gail &l v
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Alinaunderstood inspiration and unconventional performance as essential feature of
the project impact. The respondent emphasized importance of being creative and
thinking outside the box. Professional reputation of musicians was the issue Art Pro
relied on reponding this uncertainty.

LLLIEL ||

e

Figure23: A stage designer adjusting the light for the concert.
Sourcehttps://www.facebook.com/groups/jazzykitcen/

Coordination process was facilitated, first of all, by personal interaction and
O2YYdzy AOFGA2y d | f Ayl &G NB dcanBnercial tdjedt waBwl 1 1 &
launched with a strong support from her friends, colleagues antekow students.

Accordng to Alina, music stars took part in the concerts of Jazzy Kitchen without a

regard for moderate financial contribution because of personal relations. When
something unexpected happened, all team members gathered together and
brainstormed. The respondestated personal interactions as one of the vital factors

G2 adadlAy O22NRAYIFGAZ2Y T OUAGAGASED LYy O &8
connections though the network in order to promote event or receive resources (e.g.
equipment).

Social etworks, for example as Facebook and Vkontakte (Russian analogue of
Facebook) provided the platform for interaction between organizers and participants,

including audience. Creative team also used different social media tools for promotion
and communicatio.
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4.5. Project Four: 0, AT A 1T £ |/ Al EOGEIT 18
4.5.1. Project overview

WlFEYR 2F hofAQBA2YyQ O02NRIAYLFE GAGES Aa W[I ¢
GermanPolishUkrainian ceproduction film with stars Olga Kurylenko and Andrzej

Chyrain the leading roles. The plot of the movie describes the story of a young bride,

who lost her husband due to the explosion of the Chernobyl nuclear plant in 1986. The

movie was shot entirely in an exclusive zone, close to Ukrainian nuclear power plant.

The movie has already had the honor of being invited to several international festivals,

including one in Toronto and in Venice Festival during the prestigious International

CAf Y [/ N hittp/Omafilntné&vs dropecon).

The film was released in France after 4 years of making. The project flow of film
shooting can be presented in a following way: it took around 2 years for script writing,
1 year for accumulation resources required for production and 1 yeaprfoduction

and postproduction stages. Pogiroduction normally includes visual and sound
editing that ends with final compilation of the product. Distribution has been started in
2012. In the current research we exclude the process of release asoit connected

with creative production. The steps of the project flow are presented on the Figure
below.

Figure2dY t NP 2SO0 ¢2NJ Fft26 F2NI W[IFIYR 2F hofAQA2

The film project united 8 companies from France, Germany, Poland and Ukraine.
Among organizations involved in the process there were Les Films du Poisson
(production company), Vandertastic Filmsmoduction), Apple Film Productions {co
production), Arte FranceCinéma (eproduction), Grading Dimension Pictures
(sponsoring), Belka Films (sponsoring) and Belka Limited (executive production). Les
Films du Poisson took all aspect of coordination activities under its responsibilities. The
director Michale Boganinwas the one who wrote the script following the inspiration

that came after her trip to Ukraine.

During the shooting period there were four core figures for the project. Firstly, there
was the directomwho is responsible for production stage and artistic choice. By artistic
choice we mean the art form of idea realization. The second one was the director of
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photography, who created the visual dimension of the movie. The third specialist was
the sound diretor or chief of sound involved in audio production. The fourth
important role was chief of settings, who was in charge of selecting the places for
shooting. Successful project required smooth collaboration between these four
specialists.

Figure25: Michele Boganim (director) and Olga Kurylenko (leading actress)
on the International Festival irfMarrakesh Sourcehttp://www.zimbio.com/

4.5.2. Company profile

Les Films d#oisson was founded in 1994. The company is engaged in the production

of feature films, short films, documentaries and TV series. Les Films du Poisson has
LIN2 RdzOSR Y2NB (KIy KdzyRNBR Y2@ASa a2 7T NW
@ 2dzy 3 LINE R HzOHeteXFouddation Gurrently the company has four feature

films in production and one film in production.

As it was already noted, the production company Les Films du Poisson was in charge of
coordination of the project. According to the informationtaimed from our interview,

the company was responsible for bringing together different assets required for film
production including, the script, sets, cameras, lighting, stunt and etc. In that sense,
the producing party provided the director with all resees required for the shooting

of the movie.
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1t8u808 )1 OAOOEAXxAAGO DPOI £EI A
Alexandre Moussa is a production Assistant in Les Films du Poisson. Alexandre
graduated from EMLYON Business School (France) in 2011 and started his career as

intern in Les Films dBoisson. Alexandre contributed in production of 4 film projects
a2 FENXP hy OFrasS 2F W[IYR 2F hoftAGBA2yQ KS NE

4.5.4. Task

The film making process consists of several stages, developing from the concept to the
creative product. Whin these steps tasks and sub tasks differ in the artistic choice,

variety of technologies and cinematic techniques adopted for each project. Accordingly

GKS ylFadz2NS 2F dFral Ay GKS Y20AS WYW[IyR 27F
nature.

In terms d novelty, task we classify as platform, because of vague requirements for
the final product. So novelty aspect is connected with the content of the movie:

Wia | LINPRdzOSNJ &@2dz ¢l yd G2 YIF1S F Y2O@AS
other people. There has be something special or unique about each project
in the cinematographic value, artistic value. We had to come up with
a2YSGKAY3a ONBFGAGS GKIG YIFIGiOKSa GKS SEIL
(Alexandre Moussa)

From the point of complexity, we characterize the project as systemic, because process

requires integration of different functions, particular during the shooting period. Apart

from this, we also refer to the idea of Caves (2000) who defined-rfilking as

complex projects, requiring collaboration of different participants.

4.5.5. Team

The project team was diversified and gathered more than 70 people. Creative and
technical service providers including script writers, directors and camera operators,
actors were employed only temporary basis for two reasons. Our respondent has
revealed to us that it is a common practice to carry out film production on a project
based system firstly to keep fixed costs low and secondly to promote a creative variety.

The rest of them were hired through having no common previous experience. In that
case the management relied on recommendation about new members provided from

partners Les Film du Poisson had mutual projects in the past. However, the director
was invited asuming direct prior professional relations. General scheme of ties is

reflected on Figure6.
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the lead of
Les Film du

Creative crew

= Direct professional ties
== = |ndirect professional ties

Figure26Y Lhb T2 NJ LINRP2SOl WIFYR 2F hotAGAZ2Y QO

The respondent mentioned the importance of smooth interpersot@inmunication
between participants, especially during the 40 days of shooting, when all the team
spent 24 hours together. Conflicts in that sense were assumed as risk for missing
deadline, thus personal reputation and capability for teamwork was important

45.6. Time

t NP RdAzOUOA2Y 27T dblKiGQ Y &8 & -imPlojecydR4 y2aFs from the
idea initiation until the release. Considering the pace it was a-tinteal project as

the deadline for the release of the project was associated withuipcoming eventg
international film festivals. The role of deadlines was very important because of the
interdependency between each phase. It means that not meeting one deadline would
affect the next time point.

Particularly, production period was fashd people had to work intensively during
short periods, because there was no possibility of extending the deadline. Budget
limits also directly affected the pace of the project.
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4.5.7. Conditions of operation

According to our respondent, there wererde main sources uncertain conditions
while working on the film productionFirst of all, there were difficulties for the
producer to estimate how successful movie could be in the perception of audience.

G¢KS dzadz- £ YSGOl LIK2 N ladt@rmeg intd &sittedyO INE justia A &
support that can help you imagination. When you read the script it is not very literarily,
it is very descriptive and it shows promise, but sometimes the promise is not fulfilled in
the shooting. It is a bit out afontrol. That is why we are working around the people
who are artistg (Alexandre Moussa)

In addition, the producer after bringing together the resources had control of low
degree regarding the process of shooting. The main responsibility of producing team
was the administration process in terms of planning schedules and meeting deadlines.
While the creative input and cinematography were under responsibility of the director
and creative crew. Apart from that, the goal of the project was rather vague.

Inthose conditiongall planning occurred assuming various risks:

G, 2dz R2 y20 i(hgppes. Ydukld ribt kab@ diithR weather goes bad. You

do not know of the actor is going to play bad or if the director has conflicts with her
ONBgd {2YS (KA y@AI&xandre Mpusssl GSNJ |y 2 6 ¢

Another issue was in relation to the place of shooting andglage barriers. It
happened in Ukraine and the creative team needed facilitation of production. For
example, the actors for crowd were hired among local specialists, who spoke Ukrainian
and Russian and did not speak French. Other problems occurred bechlisgted
access to Chernobyl because of political and safety reasons. The respondent stated
that flexible planning and regular communication supported coordination. To the team
used different schedules to coordinate crew actions, at the same time keptind
alternative solutions.

Estimating factors, that facilitated coordination process, Alexandre stressed also the
role of reputation and personal interactions. Reputation was important, particular
when production team chose the partner to work on Ukramterritory. That is why

Les Films du Poisson addressed to the partner, which had connections and possibilities
to organize the shooting process. Personal interactions were vital for sustaining the
speed of the project, because any potential conflict Vabaffect it.
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4.6. Summary

Concluding the case study we can summarize similarities and differences of creative
IOPs in the tablé.

w[ YR 2F|Wt ANI GS |[WDF 3 NJWWI T 1 &

Task
Uniqueness
Novelty
Complexity

Time
Duration 4 years 1 week 2 months 1 year
Pace Time-critical Time-critical Time-critical Time-critical

Team

Previous
professional
relations

Table6: Cases and theitonstituents.
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5. Analysis

In this chapter we present the analysis of the empirical data through the lenses of
theoretical framework.Our main intention is to answer the two research questions.
Accordingly, the first part of analysis is general observation and aggregation of
empirical study.The second part contains the answer to the first research question,
while the third part addressethe second research question

5.1. Overview of the comparative case study

Generalizing the conditions of coordination within the empirical cases, we can state

that all projects were timeeritical. It means that success of the project performance

was directy depended on meeting the deadline. Moreover, the deadlines were fixed

YR O2dz R y2G 68 OKIFIy3aSRod C2NJ SEIFYLXS (KS
OAYSYlI TFSaluAglrtas (GKS LISNF2NXYIFyYyOS WDF 3l NAR\
K2f ARIF&@d ywldSIeY YAZLONMEAYF SR GKSANI | OGA DAl A
concert and within the time the hall was rented. The department of Disney Channel

Russia with their partners had to deliver the sets of promo commercials exactly in
accordance with the TVhie up. Summing up, the value of the final product would be

vanished if the projects did not meet the deadlines.

The duration dimension also has influence on the way project participants coped with
coordination of their activities. For analytical purposes, we defined the duration
dimension as follows: projects with duration of less than one year are considered as
shat-term and those exceeding one year as ldagn. Accordingly, there are two

samples we can classify as shemm (‘The pirate week' and 'Gagarin’) and two

projects through their duration are loAgrm (‘Jazzy Kitchen' and 'Land of Oblivion’).

Shortterm projects assumed the one deadline as driven factor, while the-teng
LIN22SO0Ga KIFIR G2 YSSG aS@SNIft RSIRftAySao C
phases of concerts and hence ten deadlines to meet.

Another important factor, according to our remeh is task dimension. Considering

GKFGO FawsSod ¢S 3ANRdAzZI (GKS LINRcHdivatve Ay (62
F23aSYofeQ -plafdRma@dnyiSIvae®» ¢KS FANERG 3INRdzLI Ay
relatively easy to perform as derivative products face re&yi lower demand

uncertainty. Further assembly tasks require relatively less number and variety of
components (Shenhar and Dvir, 2007). The tasks were more clear from point of

NB lj dzA NBeY &yl practizes of elementategration are borrowed from prewus

experience. Further team members knew what to do, why and how to accomplish
GFrala o[dzyRAY YR { | RSNK2f Yplampdppa bSYRE a
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involves tasks that are more difficult to accomplish when compared to the first group.
The novéty perspective of the product coupled with the unique task feature; impose
pressure on the creative team. In this case, team members did not know what to do
and how to do it as the goals of the projects were vague. In that case projects were
supposed tacreate original and complex products with ambiguous and even changing
goals within the project timdine requirements (Shenhar and Dvir, 2007).

When it comes to team composition, we have two cases of projects, where direct
professional ties were used iNRISNJ G2 I GKSNJ LI NIYSNAE 6 Wt A NI
That is, both projects relied on their previous experiences for selecting partners with
0KS FTAY 2F T OKAS@GAY3I aY220K AYGSNI OGAz2y | yF

WWI T T & YAl OKigeties dufnB t&Ssaléct®R of payficipants. Even though
the projects exploited some previous professional connections, indirect ties were still
R2YAYlLylid a2NB2@SNE Ay OFasS 2F wwiriile VYA

important role and facilated team composition process.

Among factors named as supportive for coordination process, in all the cases,
reputation of patterns had impact on the way project coordination got achieved.

However, respondents discussed reputation from various perspectitAence, the

NB LMz F GA2Yy F2N) wwrEHiT& YAGOKSYQ LINPRdAzOSNJ | &
GKAETS Ay OFasS 2F W[IYR 2F hoftAGBA2yQ GKS NI
positive recommendations from the trusted third party. The coordinatar§ W¢ K S
LIANIGS 6SS1Q NBFSNNBR NBLMziFGAZ2Y G2 LINA2N
they assumed reputation from their own perspective, but not from status of the
partnersL i KI LIJSYSR Ffy2ald Ay GKS alFyYS YIFYyySN ¥
reputation based on previous projects was the reason to be invited.

WwSLJzi I GA2y A& (GKS ol adlat @ly &28#0HS0 AB&> 2\
project)

Eliciting additional factors maintaining the coordinating of activities we also found
trust, personal interactions, reciprocity and previous experience cefvooking in the
projects. In general, our respondents tended not to range them, but rather to observe
all factors as interrelated and systemic.

In order to understand the role of context fordlcases, we group the cases according

to our frame of references and map the type of embeddedness for each project. The

logic of classification goes as follows: if the projects relied mainly on previous
interactions, we interpreted it as addressing rela@ embeddedness. We have

observed this situation in the two shetérm projects¢ W¢ KS LIANI 6S 4SS
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WDl AFNAYQd 2KSy GKS LINR2SOG dGdSIY gla 0O2YLX
party, we can state the case of structural embeddedness: this was thee foaghe

LINE2SOG W[IYR 2F hofAQBA2yQd CAylLftex I OO0O2N
L2aArAdAz2ylf SYOSRRSRySaa Ay OFLasS 2F wwrile
played one of the vital rolesh€& summary is presented in thafle 7 below.

Case How the coordination was | What was the reason? | Theoretical
facilitated? interpretation

The pirate 1. Established routines from| To meet deadline Relational

5SS1Q previous interactions Embeddedness

2. Mutual adjustment

WDI 3 NA| 1 Trust partnerérom To meet deadline and
previous interactions respond demand

2. Reciprocal creativity base| UNceMaNY

on personal adjustment

Land of 1. Reputation of partner to | To meet deadline and | Structural
hoft A@A 2 accessresources respond demand Embeddedness

2. Trust participants with uncertainty

professional recognition
within network

WI T T & Y| 1. Reputation of musical To promote the events | Positional

bands and celebrities To create exclusive Embeddedess

2. Trusted people via sound
personal interactions

Table7: Relating embeddedness with coordination patterns

5.2. Network embeddedness and coordination

Demand and transactional uncertainties were discussed as exogenous factors affecting
coordination in IOPs. On the other hartie very structural and temporal nature of
IOPs requires coordination that is distinct from enduring organizations. Furthermore,
as discussed by Jones et al (1997), demand uncertainty requires a disaggregated
organizational structure to allow for flexiliyyi However, transactional uncertainty
entails the notion of interdependence between multiple partnerdor{fes and
Lichtenstein, 2008 Putting the above conditions and theory of network
embeddedness, following sections will explain the sources of uncédsim each
projects and how coordination was maintained within them.
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Overall we assume that addressing the context in the analyzed cases was driven by

need for different pieces of information. Firstly, it was information about the
appropriate partnes: organization ofand individuals Bilton (2007) expressed this idea

directly, stressing that project teams in creative industries and especially in cultural

LINE RdzOGA2Y > IINB |aaSYyoftSR FTNRY GKS ySaég2N]
was looking for appropriate creative person and thus responding transaction

dzy OSNIiF Ayieod 2KSy Al O2YSa G2 W[IFIYR 2F hof
was the bases for team composition.

Let us examine deeply how demand uncertainty as input requirement effettie

coordination and how teems responded it. We can state, that the degree of demand
uncertainty varied within case. Moreover, the projects with platform level of novelty

FTSE0 GKS AyFtdzSyOS 2F RSYIFYR dzyOSNIF Ay (e
Obh A2y Q RSTAYSR (GKAA F2NXNIG Fa Wg2NlAy3 &
AYGSNIDASSESS FTNRY WDIFAFNAYQ SELINBaasSR (GKS a
3dzSaaAay3aQ SELISOGAYI (GKS dZRASyOSQa NBIF OlGAz
symbdic nature of the creative product considered demand uncertainty as problem,

0S5O0l dza8S 2F LRRaildlLRySR TSSRolIO1® C2NJ SEI YLX S
to estimate the audience reaction only after the concerts had been accomplished. The
realimpadc FNBY O2YYSNOAIFIf&a Ay OFasS We¢KS LIANIGS
post factum through data about rates of spectators.

So, the common coordination challengese from the features of the products,

because there was also a time gap between fimghhe task and receiving feedback.

¢KA&d ARSI O2yOSLlidzt £t ATSR o0& /I @Sa o6wnnnv |
creative industries are intrinsically uncertain. In other words, as soon as the product is
created, the team could not influence it.

Corsidering the requirements to respond the demand uncertainty with a certain
deadline, we should recognize that both factors are out of team control. It was actual
problem for every case, in spite the degree of demand uncertainty. Analyzing all the
projects,it is possible to say that the main area of influence for project initiators was
team composing. This informath was gained through networkhat served as
informational depository so to speak.

Discussing the way to find the best creative partner, abpoadents referred

reputation as one of the criteria. Apart from participants to be chosen, reputation is

affecting the future inte2 NH I YAT I GA2y L LINRP2SOGad ¢62 NBa
YR WDIF3IFINAYQU &adNBaaSR ySidand Ndt sutcessfMB y S a &
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