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observation, analysed through resource mapping and VRIO
criteria. The findings show that studio resource management
is constructed from the interaction among facilities, human
resources, artistic identity, collaboration networks,
production, and sustainability. The most strategic resources
are intangible activated through diversified programmes,
while physical facilities and human resources function as
enabling infrastructure. These elements are synthesised into
a five-layer model comprising core artistic, operational,
human-resource, network, and resource-activation layers. By
positioning the artist's studio as a managerial unit of analysis
grounded in the RBV, the study contributes to arts
management, artist-studio development, and resource-
based strategies for strengthening the creative ecosystem.
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1. INTRODUCTION

The creative economy occupies an increasingly strategic position in driving and dynamising
national economic growth. Statistics Indonesia reports that in 2025 the creative economy
absorbed 27.40 million workers, or 18.70% of the national workforce, with West Java
recording the largest creative-economy workforce at 6.24 million people (BPS, 2025). In
terms of economic contribution, the Ministry of Creative Economy reports that the sector's
gross domestic product reached IDR 1,611.2 trillion in 2024, equivalent to 7.28% of national
GDP (Ekraf, 2025). These figures indicate that the creative economy is no longer merely a
supporting sector but has become one of the foundations of national growth. Within this
context, contemporary visual art and design must be understood as part of a creative
ecosystem that encompasses creation, visual production, asset management, distribution,
collaboration, intellectual property, and economic sustainability.

Within this ecosystem, artists hold a central position as producers of ideas, images, visual
characters, works, narratives, and symbolic value. Contemporary artistic practice generates
not only aesthetic objects but also intangible assets such as visual identity, reputation,
networks, style, archives, copyright, and relationships with the public. Artists can therefore
no longer be understood solely as creators of individual works; they are also creative agents
who manage artistic, social, economic, and cultural resources. Examining the artist as a
subject of study is important because the sustainability of contemporary art practice
depends heavily on the artist's capacity to organise the resources that support creation,
production, distribution, and value development.

Despite this, artistic labour continues to face challenges of professionalism and
sustainability. Studies of creative work show that artistic careers are frequently marked by
uncertainty, project-based engagements, irregular income, informal working relationships,
and persistent pressure to produce and distribute. Artistic work in the cultural and creative
industries is often associated with precarity—unstable, fragmented conditions dependent
on short-term projects (Serafini & Banks, 2020). This indicates that an artist's sustainability is
determined not only by the quality of the work but also by the capacity to manage time,
facilities, human resources, networks, administration, production, distribution, and asset
protection (Barney, 2000).

In this regard, the artist's studio becomes an important unit of analysis. A studio cannot
be understood merely as a physical space in which an artist works; it is also a working system
that links artistic ideas with the management of facilities, human resources, work assets,
programmes, partners, and production systems. The studio functions as a creative
infrastructure that enables the artist to transform ideas into works, works into assets, assets
into programmes, and programmes into sources of artistic and economic sustainability.
Studio governance is therefore a critical aspect of professionalising contemporary visual-art
practice.

However, scholarship on the governance of art studios in Indonesia remains relatively
limited. Discussions of visual art tend to focus on works, visual style, exhibitions, curatorship,
artists' biographies, or the art market, whereas the management of studio resources has
rarely been analysed systematically. In practice, many contemporary artists no longer work
alone but are supported by teams, production systems, partners, clients, galleries, collectors,
institutions, and commercial channels. This gap points to the need for research that
positions the artist's studio as a managerial unit of analysis within the art and
creative-industry ecosystem.
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Studio Arkiv offers a relevant case for addressing this gap. It is an artist studio centred on
the visual practice of Arkiv Vilmansa, a Bandung-based contemporary artist known for a
distinctive visual character—bright colours and bold lines—expressed through art toys,
paintings, sculptures, installations, limited editions, merchandise, and cross-disciplinary
collaborations. Preliminary data indicate that Studio Arkiv has grown into a creative
ecosystem managing personal works, commissioned works, merchandise, and a range of
production and distribution activities. The studio operates across several sites: a
management office in Antapani, a work-storage facility in Terusan Buah Batu, and a
production site in Cianjur. It also maintains functional divisions covering project
management, design, production, technical work, logistics, marketing, human resources and
legal affairs, finance, and copyrighting. This structure shows that Studio Arkiv possesses a
managerial complexity that allows it to be read as a creative organisation rather than merely
an individual production space.

Against this background, the study addresses three problems: (1) which studio resources
hold strategic value from a Resource-Based View perspective; (2) how Studio Arkiv organises
and optimises its resources in studio-management practice; and (3) how a
resource-management model can be mapped to serve as a reference for managing
contemporary artist studios. Accordingly, the research aims to analyse the strategic value of
Studio Arkiv's resources through the Resource-Based View, to map the relationships among
facilities, human resources, work assets, programmes, partners, and production systems,
and to formulate a resource-management model for contemporary artist studios based on
this case.

The novelty of this study lies in applying the Resource-Based View to the management of
an artist's studio, whereas visual-art scholarship generally concentrates on works, aesthetics,
exhibitions, or the artist's position within the field of art. By positioning the studio as a
managerial unit of analysis, the study offers a resource-mapping model that clarifies how
artist studios manage their modalities to sustain artistic practice. The findings are expected
to contribute to arts management, artist-studio development, and the strengthening of a
more professional and sustainable creative ecosystem.

This study draws on four bodies of literature. First, the artist's studio is conceptualised not
merely as a physical space of production but as an art infrastructure that links artistic ideas
with facilities, labour, materials, archives, technology, networks, and distribution systems
(Byrnes, 2022; Chong, 2009). In contemporary art, the studio serves as a site of production,
experimentation, work organisation, identity formation, and the management of the
symbolic and economic value of works (Hesmondhalgh, 2018). Second, arts management
examines how artistic value is governed through planning, organising, production,
marketing, funding, audience development, and organisational sustainability, and how
creative practice is inseparable from contracts, markets, intellectual property, and the
uncertainty of creative work (Caves, 2000; Howkins, 2002). In Indonesia, studies of art
governance are still developing and need to extend their objects of inquiry from art
institutions, markets, and alternative spaces toward the artist's working unit, the studio
(Dani, 2019; Athian & Djatiprambudi, 2024).

Third, the Resource-Based View (RBV) holds that an organisation's advantage derives
from its capacity to manage resources that are valuable, rare, inimitable, and well organised
(Barney, 1991; Barney & Hesterly, 2019). In this perspective, resources include tangible and
intangible assets, human resources, knowledge, reputation, networks, and organisational
capabilities (Grant, 2021; Teece, 2019). RBV is relevant to artist studios because their
sustainability depends on the capacity to organise facilities, teams, visual identity, work
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archives, collaboration networks, and production and distribution systems; yet its
application to studio management remains an underdeveloped gap (Arthur et al., 2022;
Hidayat & Rahayu, 2024; Roostika, 2019). Fourth, resource mapping—the process of
identifying, grouping, and analysing the relationships among resources (Grant, 2021)—is
used here to map tangible assets (space, tools, materials, works, and production facilities),
intangible assets (artistic identity, reputation, archives, visual style, copyright, and
networks), and organisational capabilities (production, collaboration, distribution,
administration, and project management) (Teece, 2019; Le et al., 2024). Because prior RBV
and resource-mapping studies have largely addressed firms, SMEs, and craft industries
rather than artist studios, this study addresses the need for a resource-mapping model
specific to the contemporary artist studio (Wilujeng et al., 2024).

2. METHODS

This study employs a qualitative approach using the case-study method. The approach was
selected because the research seeks to understand, in depth, the resource-management
practice of Studio Arkiv within its real-world context. The case-study method is appropriate
because the research focuses on a single, specific subject—Studio Arkiv as an artist studio
and creative organisation that manages artistic, production, distribution, managerial, and
network resources.

The subject of the study is Studio Arkiv, a contemporary artist studio operating within the
visual-art, design, and creative-industry ecosystem. The research loci comprise the studio's
office and management unit in Antapani, Bandung; the work-storage facility in Terusan Buah
Batu, Bandung; and the production site in Cianjur. These three sites were selected because
studio management does not occur in a single space but is distributed across several
functions, including planning, administration, work storage, production, logistics, and asset
management. The overall research design is summarised in Figure 1.
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Qualitative Approach with Case Study Methad

RESEARCH FLOW /
DESIGN

RESEARCH LOCUS

DATA SOURCES

DATA TYPE

DATA ANALYSIS
PROCESS

RESEARCH OUTPUT

A case study is used to explore in depth the management of resources in Studio Arkiv as an artist studie and creative organization

within its real-life context.

' }

RESEARCH LOCUS

1. Office and Management
Antapani, Bandung

3. Production Site
Cianjur

2_ Artwork Storage
Terusan Buah Batu, Bandung

v

' '

DATA SOURCES

PRIMARY DATA
In-depth interview with the owner/artist
Observation notes {field notes)
Studio documents and archives
Visual documentation (facilities, workflow,
activities, if available)

SECONDARY DATA
Organizational documents
Asset data
« Program records
Partner lists
+ Other supporting documents

!

QUALITATIVE DATA
Marratives from interviews
Observations of processes and practices
Documents and archives (textual and visual)
Visual documentation

DATA TYPE

DESCRIPTIVE AND EXPLANATORY DATA
« Description of resources, activities, and relationships
»  Organization structure and workflow
Resource management strategies and challenges

!

!

1. Transcription and 2. Thematic Coding

Data Reduction
Code data based on |,
resource-related
themes.

Transcribe interviews — —#
and reduce data to
extract key information

L
DATA ANALYSIS PROCESS
3. Resource
Classification
Classify resources into;
tangible assets, |
intangible assets,
human resources,
capabilities, and
networks.

4. Strategic Analysis
using RBV

5. Model Development 6. Data Triangulation
Triangulate interview,
observation,
documents, and visual
data to ensure
wvalidity and reliability.

Analyze each resource
using the RBV criteria:
waluable, rare,
inimitable, and
organized.

Develop the resource ||

management model of

Studio Arkiv based an
analysis results.

i

RESEARCH OUTPUT

Resource management model of Studio Arkiv based on Resource-Based View
Mapping of resources, capabilities, networks, and their strategic roles in supporting the sustainability of the studio.

Figure 1. Research Design
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The data sources comprise in-depth interviews with the artist-owner, organisational
documents, asset data, programme records, partner lists, observation notes, and—where
available—visual documentation of facilities, workflows, and studio activities. These sources
were used to obtain a comprehensive picture of the relationships among tangible assets,
intangible assets, human resources, organisational capabilities, and networks in the
management of Studio Arkiv.

Data were collected through in-depth interviews, direct observation, document study,
and visual documentation. Interviews explored the artistic vision, studio strategy, work
structure, team management, production model, partner relations, distribution systems, and
sustainability challenges. Observation was used to understand facility conditions, the use of
space, workflows, inter-divisional relations, and operational practice. Document study traced
asset data, programmes, partners, organisational structure, revenue models, work systems.

Data analysis proceeded through transcription and reduction of the interview data,
thematic coding, classification of resources, strategic analysis based on the Resource-Based
View, and formulation of the studio's resource-management model. The analytical
categories comprised tangible assets, intangible assets, human resources, organisational
capabilities, and networks, each assessed against the criteria of being valuable, rare,
inimitable, and organised. Data validity was maintained through source and technique
triangulation, comparing the results of interviews, observation, document study, and visual
documentation.

3. RESULTS AND DISCUSSION

Studio Arkiv as an Artist Studio and Creative Ecosystem

The findings show that Studio Arkiv can be understood as an artist studio that has developed
into a creative ecosystem. It functions not only as Arkiv Vilmansa's workspace but also as a
system connecting work production, asset management, teamwork, collaboration,
exhibitions, merchandise, and public distribution. Field observation indicates that the
studio's activities are distributed across three working sites—the management office in
Antapani, work storage in Terusan Buah Batu, and the production site in Cianjur—which
differentiate the functions of management, asset storage, and production. The studio also
maintains divisions for project management, design, production, technical work, logistics,
marketing, human resources and legal affairs, finance, and copyrighting. This structure
demonstrates that contemporary artist-studio practice no longer rests on individual labour
but involves a more complex creative organisation.

Within the creative industries, Studio Arkiv illustrates the relationship between artistic
and economic value. The visual identity of Arkiv Vilmansa functions as cultural capital at the
centre of artistic value, while commissioned works, personal works, merchandise,
exhibitions, and pop-up booths activate that value. The studio can thus be read as an
example of an artist studio that converts artistic capital into assets, programmes, networks,
and sources of sustainability—consistent with Caves (2000), who characterises the creative
industries by the complex relationship among art, contracts, markets, talent, uncertainty.

Mapping the Studio's Physical Resources and Facilities

Resource mapping was conducted to identify the resources owned by Studio Arkiv, the
function of each resource, and its connection to the studio's work system. The resources can
be grouped into five categories: physical resources, human resources, intangible assets,
programmes, and networks, as presented in Table 1.
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Table 1. Mapping of Studio Resources.

Resource . . e
No C Resource Form Function Managerial Implication
ategory
Management office (Antapani), Support coordination, asset The studio operates through a
1 Physical resources | work storage (Terusan Buah storage, production, and multi-site system that requires
Batu), production site (Cianjur) | logistics inter-space coordination
Project manager, design, . . Human resources become the
" . o Manage creative, technical, L o
production, technical, logistics, Wt . . organisational capability that
2 | Human resources . administrative, distribution, . .
marketing, HR/legal, finance, . determines studio
LD legal, and financial processes -
copyrighting effectiveness
Differentiate the studio and
Visual identity, artistic character, | underpin the development of | Intangible assets are strategic
3 Intangible assets artist reputation, work archives, | works, merchandise, resources that must be
copyright, production knowledge | commissions, and protected and archived
collaborations
Personal works, commissioned Activate resources into . .
. e . Programmes bridge artistic
4 Programmes works, merchandise, exhibitions, | works, products, public i
. and economic value
pop-up booths experiences, and revenue
Clients, partners, collectors, Open access to production, Networks are social capital
5 Networks galleries, institutions, brands, the | distribution, legitimacy, and | that broadens studio
public markets sustainability

Table 1 shows that the resources of Studio Arkiv do not stand alone. The office, storage,
and production site form an operational infrastructure; human resources drive the
managerial and technical functions; intangible assets provide differentiating value;
programmes activate the resources; and networks expand the studio's access to the art and
creative-industry ecosystem. From a strategicc-management perspective, these
inter-resource relationships matter because organisational advantage is determined not only
by resource ownership but by the capacity to combine resources into capabilities (Grant,
2021).

Physical Resources, Human Resources, and Intangible Assets as the Studio's Work System
The physical resources of Studio Arkiv reveal a clear division of spatial functions. The
management office serves as the centre for planning, communication, administration, and
programme coordination; the storage facility functions as a space for storing and managing
assets; and the production site in Cianjur is the technical locus for realising works and
products. This division shows that the studio's facilities are not passive spaces but
infrastructure that shapes the studio's workflow, as illustrated in Figure 2.

Facilities, however, cannot operate without human resources. The division of labour at
Studio Arkiv indicates that contemporary work production requires diverse competencies:
the project manager coordinates the workflow; the design division translates visual ideas;
production and technical staff realise the works; logistics manages the movement of
materials and  works; marketing builds public communication; and the
human-resources/legal, finance, and copyrighting divisions safeguard administrative,
economic, and asset-protection functions. In this sense, human resources act not merely as
labour but as an organisational capability. Teece (2019) explains that organisational
capability is important because it enables an organisation to respond to change, manage
opportunities, and develop adaptive work systems.
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Figure 2. Integration of resources with the studio work system
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Intangible assets constitute the resource layer that most strongly defines the studio's
character. Visual identity, the artist's reputation, work archives, production knowledge, and
copyright are sources of value that physical facilities cannot easily replace. The visual
identity of Arkiv Vilmansa, for instance, functions not only as an artistic style but also as an
asset that can be developed into paintings, objects, art toys, merchandise, exhibitions, and
collaborations. This aligns with Le et al. (2024), who argue that intangible assets can
strengthen small organisations' access to and capacity for acquiring external resources. At
Studio Arkiv, reputation, visual character, and networks open opportunities for collaboration,
distribution, and the expansion of economic value.

Programmes, Distribution, and the Revenue Model

The programmes of Studio Arkiv function as mechanisms for activating resources. Personal
works provide a space for developing artistic identity and reputation; commissioned works
demonstrate the studio's capacity to respond to client or partner needs without
relinquishing its core visual character; merchandise extends the distribution of visual identity
to a wider public; exhibitions serve as spaces of artistic legitimation; and pop-up booths act
as complementary distribution channels that connect the exhibition experience with the
sale of creative products. The relationships among these programmes are summarised in
Table 2.

Table 2.Mapping of Programmes, Distribution, and the Revenue Model.

No Programme Resource Activation Distribution Function Revenue Potential
1 Personal works Visual 1f]cntllyl, .r(?putatlog, EXhl]]lT:I()l'lS, collections, Sale of personal works
production facilities, archives portfolio
2 Commissioned Visual identity, human resources, Client, institution, and brand Client and commission
works client relations, production system | projects fees
3 Merchandise Visual qharacler, (;1851371, Pop—}lp booths, exhibitions, Merchandise sales
production, copyrighting public channels
o Works, archives, reputation, Public presentation, artistic Sale of works and
4 Exhibitions e .
networks legitimation network expansion
Merchandise, design, marketing, Direct distribution to the Sale of derivative
5 | Pop-up booths logisti .
ogistics public products

Table 2 shows that Studio Arkiv's revenue does not rely on a single source. Diversification
occurs through clients and commissions, the sale of personal works, and merchandise sales.
Such diversification is important because creative work frequently faces uncertainty,
short-term projects, and irregular income (Serafini & Banks, 2020; Comunian & England,
2020). By managing several distribution channels, the studio increases its chances of
maintaining operational sustainability.

Nevertheless, the relationship among personal works, commissions, and merchandise
must be balanced so that they do not weaken one another. Personal works preserve artistic
integrity, while commissions and merchandise support economic sustainability. If
commissions become too dominant, the studio risks narrowing its space for artistic
exploration; conversely, if personal works are not supported by distribution and revenue
systems, the studio's sustainability may be undermined. Studio programmes therefore need
to be managed as a portfolio of activities that balances artistic value, economic value, and
public relationships.
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RBV Analysis of Studio Resources

The Resource-Based View was used to assess Studio Arkiv's resources according to the
criteria of being valuable, rare, inimitable, and organised. Barney (1991) explains that a
resource can become a source of advantage when it is valuable, rare, difficult to imitate, and
well organised. In this study, the RBV is used not to read Studio Arkiv as a purely commercial
firm but as a creative organisation that manages artistic, material, human, social, and

economic resources, as presented in Table 3.

Table 3. RBV Mapping of Studio Resources.

No Resource Valuable Rare Inimitable Organised Strategic Implication
Visual identity and | 11i8h; central | High; High; formed Requires -
1 s to the value of | distinctive to | through long-term | copyrighting and Core artistic resource
artistic character . o . L
the work the artist artistic practice archiving
High; opens
access to Relativel Difficult to Managed through
2 | Artist reputation exhibitions, high Y imitate; based on | documentation and | Symbolic and social capital
clients, and track record networks
partners
High; supports . .
3 Multi-site facilities | productionand | Medium th very difficult Org?.msed through Operational infrastructure
to imitate spatial functions
storage
Medium- Difficult to
Human resources High; run the high with imitate when Organised through . .
4 and work divisions | studio system distinctive based on internal | divisional structure Organisational capability
competencies | experience
Archives and work High; preserve ::r)r:fg(t::litnt?he Requirss a
5 ot assets and Medium historical aspect physical-digital Long-term asset base
orage documentation pe recording system
of works
High; protects Strong when A dedicated
6 | Copyrighting visual Medium integrated with di cdicated " Protection of intangible assets
character the legal function 1VISION EXISIS
High; open High when Difficult to Requires
7 | Parmer networks distribution tmgt based imitate because relationship Network resource
and projects St-base relational management
Programmes Difficult to
(works, High: acti imitate when Organised through
2. igh; activate . N .
8 | commissions, Medium based on a programme Resource-activation mechanism
. resources L
merchandise, distinctive visual management
exhibitions) character

The analysis in Table 3 shows that Studio Arkiv's most strategic resources lie in the
combination of visual identity, the artist's reputation, networks, human resources, archives,
copyrighting, and activation programmes. Physical facilities are important as infrastructure,
but their strategic value increases when connected with team capabilities and intangible
assets. This finding is consistent with Arthur et al. (2022), who note that in the creative
industries strategic resources often arise from the combination of knowledge, creativity,
intangible assets, and the organisation's capacity to manage them. The advantage of Studio
Arkiv therefore derives not only from its works but from its ability to organise resources into
a sustainable system of production and distribution.

Challenges in Studio Resource Management

The main challenges in managing Studio Arkiv's resources can be grouped into four aspects.
First, cross-site coordination: the division among the office, storage, and production site
enables functional specialisation but demands orderly systems of communication,
scheduling, and logistics. Second, dependence on the artist as a central figure: the visual
identity of Arkiv Vilmansa is the studio's primary strength, but sustainability requires the
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documentation of working knowledge, production standards, and the strengthening of team
capability so that the studio does not rely solely on the artist's personal intuition.

Third, the management of archives and copyright: because Studio Arkiv is built on a visual
character and works that can be developed across multiple media, archiving and
copyrighting must be managed as a strategic system rather than mere administration.
Fourth, the balance between artistic and economic value: the studio must ensure that
personal works, commissioned works, merchandise, and exhibitions reinforce one another
rather than operate as fragmented activities. These challenges align with Hesmondhalgh's
(2018) view that the cultural industries always operate within the tension among creativity,
the market, the organisation of work, and risk.

A Resource-Management Model for Studio Arkiv

Based on the mapping and the RBV analysis, the resource-management model of Studio
Arkiv can be formulated as five layers. First, the core artistic resource comprises visual
identity, artistic character, the artist's reputation, work archives, copyright, and production
knowledge; this layer is the centre of value and the studio's differentiator. Second, the
operational resource comprises the office/management unit, storage, production site, tools,
materials, and logistics; this layer supports the realisation of ideas into works and products.
Third, the human-resource capability comprises project management, design, production,
technical work, logistics, marketing, human resources/legal, finance, and copyrighting; this
layer is the organisational capability that links ideas, production, administration, distribution,
and asset protection. Fourth, the network resource comprises clients, partners, galleries,
collectors, institutions, brands, media, and the public; this layer expands the studio's access
to project opportunities, legitimacy, distribution, and revenue. Fifth, the resource-activation
programme comprises personal works, commissioned works, merchandise, exhibitions,
pop-up booths, and work distribution. The complete model is illustrated in Figure 3.

3 R 7 N ™
1. Core Artistic Resource 2. Operational Resource 3. Human Resource Capability
; g ; Project manager
Identitas visual Kantor/manajemen Desain
Karakte.r art.istik ) Storage karya =Y Produksi dan teknisi
Reputasi seniman Tempat produksi Pemasaran
Arsip karya Alat dan material HR/legal
Hak cipta Logistik Keuangan
Pengetahuan produksi Copyrighting
% o/ . J \ i
y 4
il . 4 . .
4. Network Resource 5. Resource Activation Program umpan balik:
Klien Karya personal .
Mitra yap A arsip,
Galeri Ky At pendapatan,
Kolektor —> Merchandise peluang
Institusi Pameran kolaborasi
Brand Pop-up booth
Med!a Distribusi karya
Publik
L 7 \ J

L

4

Keberlanjutan Studio

Karya, produk, pengalaman publik, distribusi, pendapatan, dan penguatan reputasi

Figure 3. Resource-management model of Studio Arkiv.
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The model demonstrates that Studio Arkiv's sustainability is built through a cycle: artistic
identity forms the centre of value; facilities and human resources support production;
networks open access; programmes activate resources into works, products, and public
experiences; and the results of distribution then strengthen reputation, archives, revenue,
and opportunities for subsequent collaboration. Contemporary artist studios can thus be
understood as resource-based creative organisations rather than mere individual
workspaces.

4. CONCLUSION

This study demonstrates that Studio Arkiv can be understood as an artist studio that has
developed into a resource-based creative ecosystem, functioning not as a mere production
space but as a management system that links artistic identity, facilities, human resources,
intangible assets, programmes, networks, and distribution; the resource mapping reveals
physical resources (office/management, storage, and production sites), human resources
organised into functional divisions, intangible assets (visual identity, reputation, archives,
copyright, and production knowledge), and programmes (personal works, commissions,
merchandise, exhibitions, and pop-up booths); through the Resource-Based View, the
studio's most strategic resources reside in the combination of visual identity, the artist's
reputation, networks, human resources, archives, copyrighting, and activation programmes,
with visual identity serving as a valuable, rare, and inimitable core artistic resource, while
facilities and human resources operate as the supporting system that enables these
resources to be produced, managed, protected, and distributed through an integrated
five-layer model comprising the core artistic resource, operational resource,
human-resource capability, network resource, and resource-activation programme.

The study contributes to arts-management scholarship by positioning the artist's studio
as a managerial unit of analysis grounded in the Resource-Based View. Future research could
test the proposed model through comparative studies of several artist studios or
cross-media creative practices, and could further examine mechanisms for documenting
tacit knowledge and strengthening team capability so as to reduce a studio's dependence on
the founding artist.

5. AUTHORS’ NOTE
The authors declare that there is no conflict of interest regarding the publication of this
article. Authors confirmed that the paper was free of plagiarism.

6. REFERENCES

Abbasi, M., Vassilopoulou, P., & Stergioulas, L. (2017). Technology roadmap for the creative
industries. Creative Industries Journal, 10(1), 40-58.
https://doi.org/10.1080/17510694.2016.1247627

Anjaningrum, W. D., & Rudamaga, H. (2019). Creative industry: Enhancing competitive
advantage and performance. APMBA (Asia Pacific Management and Business
Application), 7(3), 123-146. https://doi.org/10.21776/ub.apmba.2019.007.03.1

Arthur, R., Anku-Tsede, O., Sanda, M., & Belfiore, E. (2022). Application of the
‘resource-based theory of the firm’ and its relevance in the creative industries: A
developing country perspective. In International Conference on Human Factors and
Systems Interaction (Vol. 52). AHFE International.
https://doi.org/10.54941/ahfe1002159

DOI: https://doi.org/10.17509/ftv-upi.v6i2.102828
p-ISSN 2797-7099 e-ISSN 2797-9903



https://doi.org/10.17509/ftv-upi.v6i1.97122

Galih, dkk., Mapping a Resource-Based Management Model ... | 98

Athian, M. R., & Djatiprambudi, D. (2024). Kajian pemasaran karya seni rupa di ruang
alternatif: Studi kasus pameran pasar seni di Rest Area Heritage KM 260 B Banjaratma
Brebes. Jurnal Tata Kelola Seni, 10(1), 58-73.
https://doi.org/10.24821/jtks.v10i1.11215

Badan Pusat Statistik. (2025). BPS: Ekonomi kreatif serap tenaga kerja 27,4 juta tahun 2025.
Badan Pusat Statistik Indonesia.

Banks, M. (2017). Creative justice: Cultural industries, work and inequality. Bloomsbury
Publishing.

Barney, J. (1991). Firm resources and sustained competitive advantage. Journal of
Management, 17(1), 99—-120. https://doi.org/10.1177/014920639101700108

Barney, J. B. (2000). Firm resources and sustained competitive advantage. In Economics
meets sociology in strategic management (Advances in Strategic Management, Vol. 17,
pp. 203—-227). Emerald. https://doi.org/10.1016/S0742-3322(00)17018-4

Barney, J. B., & Hesterly, W. S. (2019). Strategic management and competitive advantage (6th
ed.). Pearson Education Limited.

Brook, O., Giuliani, G., O’Brien, D., & Taylor, M. (2025). Precarity and second job-holding in
the creative economy. Cultural Trends, 1-18.
https://doi.org/10.1080/09548963.2025.2540966

Byrnes, W. J. (2022). Management and the arts. Routledge.

Caves, R. E. (2000). Creative industries: Contracts between art and commerce. Harvard
University Press.

Chong, D. (2009). Arts management. Routledge.

Comunian, R., & England, L. (2020). Creative and cultural work without filters: Covid-19 and
exposed precarity in the creative economy. Cultural Trends, 29(2), 112-128.
https://doi.org/10.1080/09548963.2020.1770577

Dani, I. S. (2019). Perkembangan studi tata kelola seni dan risetnya di aras global dan lokal.
Jurnal Tata Kelola Seni, 5(2), 88—102. https://doi.org/10.24821/jtks.v5i2.3260

DeFillippi, R., Grabher, G., & Jones, C. (2007). Introduction to paradoxes of creativity:
Managerial and organizational challenges in the cultural economy. Journal of
Organizational Behavior, 28(5), 511-521. https://doi.org/10.1002/job.466

Dimcke, C. (2021). Five months under COVID-19 in the cultural sector: A German
perspective. Cultural Trends, 30(1), 19-27.
https://doi.org/10.1080/09548963.2020.1854036

Eikhof, D. R. (2020). COVID-19, inclusion and workforce diversity in the cultural economy:
What now, what next? Cultural Trends, 29(3), 234-250.
https://doi.org/10.1080/09548963.2020.1802202

Eltham, B., Gu, X., & Badham, M. (2025). ‘Artists as workers’? Re-imagining cultural policy for
insecure and precarious artists and cultural workers. Journal of Sociology, 61(3),
447-468. https://doi.org/10.1177/14407833251345856

DOI: https://doi.org/10.17509/ftv-upi.v6i2.102828
p-ISSN 2797-7099 e-ISSN 2797-9903


https://doi.org/10.17509/ftv-upi.v6i1.97122

99 | Cinematology: Journal Anthology of Film and Television Studies, 6(2) (2026) 87-100

Games, D., & Rendi, R. P. (2019). The effects of knowledge management and risk taking on
SME financial performance in creative industries in an emerging market: The mediating
effect of innovation outcomes. Journal of Global Entrepreneurship Research, 9(1), 44.
https://doi.org/10.1186/s40497-019-0167-1

Grant, R. M. (2021). Contemporary strategy analysis. John Wiley & Sons.
Hesmondhalgh, D. (2018). The cultural industries (4th ed.). SAGE Publications.

Hidayat, N., & Rahayu, B. N. D. (2024). Resource-based view analysis in building competitive
advantage in the small and medium enterprises sector. Target: Jurnal Manajemen
Bisnis, 6(2), 81-90.

Howkins, J. (2002). The creative economy: How people make money from ideas. Penguin UK.

Ichsan, A. K. N., & Verena, V. V. (2020). Mampukah industri kreatif mengatasi kejenuhan
pertumbuhan ekonomi nasional? Jurnal Ekonomi Indonesia, 9(2), 175-188.
https://doi.org/10.52813/jei.v9i2.31

Kalfas, D., Kalogiannidis, S., Ambas, V., & Chatzitheodoridis, F. (2024). Contribution of the
cultural and creative industries to regional development and revitalization: A European
perspective. Urban Science, 8(2), 39. https://doi.org/10.3390/urbansci8020039

Kementerian Ekonomi Kreatif/Badan Ekonomi Kreatif Republik Indonesia. (2025). Umumkan
capaian gemilang 2025, Menteri Ekraf: Ekonomi kreatif kini tambang baru nasional.

Le, C.,, Nguyen, B., & Vo, V. (2024). Do intangible assets help SMEs in underdeveloped
markets gain access to external finance? The case of Vietnam. Small Business
Economics, 62(2), 833—855. https://doi.org/10.1007/s11187-023-00785-z

Liu, C. Y, Hu, F. Z, & Jeong, J. (2020). Towards inclusive urban development? New
knowledge/creative economy and wage inequality in major Chinese cities. Cities, 105,
102385. https://doi.org/10.1016/j.cities.2019.06.016

Loots, E., & van Bennekom, S. (2023). Entrepreneurial firm growth in creative industries:
Fitting in... and standing out! Creative Industries Journal, 16(3), 383-405.
https://doi.org/10.1080/17510694.2022.2025710

Magistretti, S., Dell’Era, C., & Verganti, R. (2020). Searching for the right application: A
technology development review and research agenda. Technological Forecasting and
Social Change, 151, 119879. https://doi.org/10.1016/j.techfore.2019.119879

McRobbie, A. (2018). Be creative: Making a living in the new culture industries. John Wiley &
Sons.

Pertierra, A. C., Molina, A. E., & Gardufio, B. (2024). The precarities of cultural and creative
work through pandemic times. International Journal of Cultural Studies, 27(4),
447-455. https://doi.org/10.1177/13678779241247286

Putri, I. A., Ariany, R., & Putera, R. E. (2024). Tata kelola industri kreatif di Indonesia dalam
perspektif sound governance. Jurnal llmu Administrasi Negara ASIAN, 12(1), 1-10.
https://doi.org/10.47828/jianaasian.v12i1.154

DOI: https://doi.org/10.17509/ftv-upi.v6i2.102828
p-ISSN 2797-7099 e-ISSN 2797-9903


https://doi.org/10.17509/ftv-upi.v6i1.97122

Galih, dkk., Mapping a Resource-Based Management Model ... | 100

Ratten, V. (2020). Coronavirus and international business: An entrepreneurial ecosystem
perspective. Thunderbird International Business Review, 62(5), 629-634.
https://doi.org/10.1002/tie.22161

Roostika, R. (2019). SMEs craft industry application of resource based view: Capabilities role
of SMEs performance. Review of Integrative Business and Economics Research, 8,
423-440.

Serafini, P., & Banks, M. (2020). Living precarious lives? Time and temporality in visual arts
careers. Culture Unbound, 12(2). https://doi.org/10.3384/cu.2000.1525.20200504a

Sidi, A. P.,, & Santoso, R. (2024). Creative industries’ risk appetite in East Java and its impact
on dynamic capability and competitive advantage. Binus Business Review, 15(2),
107-117. https://doi.org/10.21512/bbr.v15i2.10429

Sukma, A. (2017). Perspektif the resource based view (RBV) dalam membangun competitive
advantage. Ad-Deenar: Jurnal Ekonomi dan Bisnis Islam, 1(01), 75—-89.

Susanti, I. (2024). Pemberdayaan budaya visual Erison J. Kambari dalam ranah pelestarian
budaya lokal Sumatera Barat. Rekam, 20(1), 87-104.
https://doi.org/10.24821/rekam.v20i1.7805

Teece, D. J. (2019). A capability theory of the firm: An economics and (strategic)
management perspective. New Zealand Economic Papers, 53(1), 1-43.
https://doi.org/10.1080/00779954.2017.1371208

Wilujeng, G., Khouroh, U., & Natsir, M. (2024). The amalgamation of ecopreneurship, artistic
orientation and digital marketing in increasing sustainable competitive advantage of
creative industries: Natural resource-based view theory (NRBV) perspective. Jurnal
Bisnis dan Manajemen, 11(2), 115-126.

DOI: https://doi.org/10.17509/ftv-upi.v6i2.102828
p-ISSN 2797-7099 e-ISSN 2797-9903


https://doi.org/10.17509/ftv-upi.v6i1.97122

	1. INTRODUCTION 
	2. METHODS 
	3. RESULTS AND DISCUSSION 
	4. CONCLUSION 
	5. AUTHORS’ NOTE 
	6. REFERENCES 

