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Foreword

�Cultural and Creative Industries: A Way to Entrepreneurship 
and Innovation

Writing or editing a book on cultural and creative industries is not an easy task. The 
scope of these industries and the numerous topics discussed (or that could be dis-
cussed) by researchers is very broad. Adding the vast domains of entrepreneurship 
and innovation makes the task even more challenging but makes the whole endeavor 
much more significant and rewarding. Therefore, the editors and authors of the book 
have to be commended for undertaking this project.

There was no hesitation from my side when José Álvarez-García from the 
University of Extremadura, Cáceres (Spain), asked me to review the book and to 
write its foreword. Cultural and creative industries are not only an important com-
ponent of the economy, stimulating the cultural development and well-being of 
local communities, but also attract significant numbers of tourists and improve their 
destination experience. That is why researching the entrepreneurial and innovation 
aspects of cultural and creative industries is an important contribution to the body of 
knowledge.

I approached the book from different angles. From a theoretical perspective, we 
can see that most of the chapters are directly related to core topics in cultural and 
creative industries research: the conceptual overview of cultural and creative indus-
tries; a bibliographic analysis of publications in the field; the relationships between 
the level of transborder activity and the creative potential of different visual arts in 
Tijuana (Mexico); the entanglement of art, science, and social change in the art col-
lective Torolab in Tijuana (Mexico); cultural, social, and sustainable entrepreneur-
ship in Tibet; an analysis of the international institutions involved in creative 
tourism; and the role of a culinary arts school for developing innovative culinary 
skills. At the same time, other book chapters discuss topics that are more indirectly 
connected to creative and cultural industries, but nonetheless provide a special fla-
vor and richness to the theoretical content of the book and expand its theoretical 
scope beyond the traditional arrays of research in the field of cultural and creative 
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industries. Such topics include innovation and creativity in mobile health applica-
tions; the role of creative industries, gamification, and technologies in promoting 
healthy lifestyles; evolution, innovation, and competitiveness of the craft beer 
industry in Baja California (Mexico); wine tourism in Bullas’ Wine Route in Murcia 
(Spain); and women’s participation in the wine industry in Baja California (Mexico).

From a research methods perspective, we see that the authors approached the 
achievement of the aims and objectives of their research studies by adopting various 
research methods such as bibliographic analysis, qualitative studies (in-depth semi-
structured interviews, content analysis), or quantitative methods such as economet-
ric modeling. The authors definitely have a preference for qualitative methods, 
while quantitative methods for data analysis have received much less emphasis. 
Considering the aims and objectives of the book chapters, such choice seems logical 
and appropriate.

From a geographical perspective, most of the chapters of the book have a clear 
focus on Mexico and other Spanish-speaking countries, with the exception of one 
chapter that discusses entrepreneurship in Tibet, China. Although a broader selec-
tion of countries would have added value to the book and would have increased its 
international appeal, the current empirical context contributes to our understanding 
of how cultural and creative industries shape the cultural and economic scape in the 
analyzed countries.

From a destination management (tourism policy) perspective, the book gives 
tourism policy makers valuable insights into how to use cultural and creative indus-
tries to attract visitors to destinations and engage them in various activities in order 
to create memorable destination experiences.

From a pedagogical perspective, the book would be a suitable addition to the 
reading lists for undergraduate and master courses on cultural studies, cultural and 
tourism anthropology, cultural and creative tourism, or special interest tourism.

I trust the readers would enjoy the book and would find value in it chapters that 
could be referred to for research and/or used as teaching case studies. The ideas and 
problems set in the book could serve as firm groundwork for future studies as well.

Enjoy!

Varna, Bulgaria� Stanislav Ivanov
∎∎∎ ∎∎∎

Foreword
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Series Foreword

The Springer book series Innovation, Technology, and Knowledge Management was 
launched in March 2008 as a forum and intellectual, scholarly “podium” for global/
local, transdisciplinary, transsectoral, public–private, and leading/“bleeding”-edge 
ideas, theories, and perspectives on these topics.

The book series is accompanied by the Springer Journal of the Knowledge 
Economy, which was launched in 2009 with the same editorial leadership.

The series showcases provocative views that diverge from the current “conven-
tional wisdom” that are properly grounded in theory and practice and that consider 
the concepts of robust competitiveness,1 sustainable entrepreneurship,2 and demo-
cratic capitalism,3 central to its philosophy and objectives. More specifically, the 
aim of this series is to highlight emerging research and practice at the dynamic 
intersection of these fields, where individuals, organizations, industries, regions, 
and nations are harnessing creativity and invention to achieve and sustain growth.

1 We define sustainable entrepreneurship as the creation of viable, profitable, and scalable firms. 
Such firms engender the formation of self-replicating and mutually enhancing innovation networks 
and knowledge clusters (innovation ecosystems), leading toward robust competitiveness 
(E.G. Carayannis, International Journal of Innovation and Regional Development 1(3), 235–254, 
2009).
2 We understand robust competitiveness to be a state of economic being and becoming that avails 
systematic and defensible “unfair advantages” to the entities that are part of the economy. Such 
competitiveness is built on mutually complementary and reinforcing low-, medium-, and high-
technology and public and private sector entities (government agencies, private firms, universities, 
and nongovernmental organizations) (E.G. Carayannis, International Journal of Innovation and 
Regional Development 1(3), 235–254, 2009).
3 The concepts of robust competitiveness and sustainable entrepreneurship are pillars of a regime 
that we call “democratic capitalism” (as opposed to “popular or casino capitalism”), in which real 
opportunities for education and economic prosperity are available to all, especially—but not 
only—younger people. These are the direct derivative of a collection of top-down policies as well 
as bottom-up initiatives (including strong research and development policies and funding, but 
going beyond these to include the development of innovation networks and knowledge clusters 
across regions and sectors) (E.G. Carayannis and A. Kaloudis, Japan Economic Currents, p. 6–10 
January 2009).
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Books that are part of the series explore the impact of innovation at the “macro” 
(economies, markets), “meso” (industries, firms), and “micro” levels (teams, indi-
viduals), drawing from such related disciplines as finance, organizational psychol-
ogy, research and development, science policy, information systems, and strategy, 
with the underlying theme that for innovation to be useful it must involve the shar-
ing and application of knowledge.

Some of the key anchoring concepts of the series are outlined in the figure below 
and the definitions that follow (all definitions are from E.G.  Carayannis and 
D.F.J. Campbell, International Journal of Technology Management, 46, 3–4, 2009).

Global
Systemic
macro level

Democratic
capitalism

Structural and
organizational
meso level

Innovation
networks

Entrepreneurial
university Global/local

Individual
micro level

Local

Creative
milieus

Academic
firm

Democracy
of
knowledge

Mode 3 Quadruple
helix

Knowledge
clusters

Sustainable
entrepreneurship

Entrepreneur/
employee
matrix

 

Conceptual profile of the series Innovation, Technology, and Knowledge Management

•	 The “Mode 3” Systems Approach for Knowledge Creation, Diffusion, and Use: 
“Mode 3” is a multilateral, multinodal, multimodal, and multilevel systems 
approach to the conceptualization, design, and management of real and virtual, 
“knowledge-stock” and “knowledge-flow,” modalities that catalyze, accelerate, 
and support the creation, diffusion, sharing, absorption, and use of cospecialized 
knowledge assets. “Mode 3” is based on a system-theoretic perspective of socio-
economic, political, technological, and cultural trends and conditions that shape 
the coevolution of knowledge with the “knowledge-based and knowledge-driven, 
global/local economy and society.”

•	 Quadruple Helix: Quadruple helix, in this context, means to add to the triple 
helix of government, university, and industry a “fourth helix” that we identify as 
the “media-based and culture-based public.” This fourth helix associates with 
“media,” “creative industries,” “culture,” “values,” “lifestyles,” “art,” and per-
haps also the notion of the “creative class.”

Series Foreword
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•	 Innovation Networks: Innovation networks are real and virtual infrastructures 
and infratechnologies that serve to nurture creativity, trigger invention, and cata-
lyze innovation in a public and/or private domain context (for instance, govern-
ment–university–industry public–private research and technology development 
coopetitive partnerships).

•	 Knowledge Clusters: Knowledge clusters are agglomerations of cospecialized, 
mutually complementary, and reinforcing knowledge assets in the form of 
“knowledge stocks” and “knowledge flows” that exhibit self-organizing, 
learning-driven, dynamically adaptive competences and trends in the context of 
an open systems perspective.

•	 Twenty-First Century Innovation Ecosystem: A twenty-first century innovation 
ecosystem is a multilevel, multimodal, multinodal, and multiagent system of sys-
tems. The constituent systems consist of innovation metanetworks (networks of 
innovation networks and knowledge clusters) and knowledge metaclusters (clus-
ters of innovation networks and knowledge clusters) as building blocks and orga-
nized in a self-referential or chaotic fractal knowledge and innovation architecture 
(Carayannis, 2001), which in turn constitute agglomerations of human, social, 
intellectual, and financial capital stocks and flows as well as cultural and techno-
logical artifacts and modalities, continually coevolving, cospecializing, and 
cooperating. These innovation networks and knowledge clusters also form, 
reform, and dissolve within diverse institutional, political, technological, and 
socioeconomic domains, including government, university, industry, and non-
governmental organizations and involving information and communication tech-
nologies, biotechnologies, advanced materials, nanotechnologies, and 
next-generation energy technologies.

Who is this book series published for? The book series addresses a diversity of 
audiences in different settings:

	1.	 Academic communities: Academic communities worldwide represent a core 
group of readers. This follows from the theoretical/conceptual interest of the 
book series to influence academic discourses in the fields of knowledge, also 
carried by the claim of a certain saturation of academia with the current concepts 
and the postulate of a window of opportunity for new or at least additional con-
cepts. Thus, it represents a key challenge for the series to exercise a certain 
impact on discourses in academia. In principle, all academic communities that 
are interested in knowledge (knowledge and innovation) could be tackled by the 
book series. The interdisciplinary (transdisciplinary) nature of the book series 
underscores that the scope of the book series is not limited a priori to a specific 
basket of disciplines. From a radical viewpoint, one could create the hypothesis 
that there is no discipline where knowledge is of no importance.

	2.	 Decision makers–private/academic entrepreneurs and public (governmental, 
subgovernmental) actors: Two different groups of decision makers are being 
addressed simultaneously: (a) private entrepreneurs (firms, commercial firms, 
academic firms) and academic entrepreneurs (universities), interested in opti-
mizing knowledge management and in developing heterogeneously composed 
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knowledge-based research networks; and (b) public (governmental, subgovern-
mental) actors that are interested in optimizing and further developing their poli-
cies and policy strategies that target knowledge and innovation. One purpose of 
public knowledge and innovation policy is to enhance the performance and com-
petitiveness of advanced economies.

	3.	 Decision makers in general: Decision makers are systematically being supplied 
with crucial information, for how to optimize knowledge-referring and knowl-
edge-enhancing decision-making. The nature of this “crucial information” is 
conceptual as well as empirical (case study-based). Empirical information high-
lights practical examples and points toward practical solutions (perhaps reme-
dies); conceptual information offers the advantage of further-driving and 
further-carrying tools of understanding. Different groups of addressed decision 
makers could be decision makers in private firms and multinational corporations, 
responsible for the knowledge portfolio of companies; knowledge and knowl-
edge management consultants; globalization experts, focusing on the interna-
tionalization of research and development, science and technology, and 
innovation; experts in university/business research networks; and political scien-
tists, economists, and business professionals.

	4.	 Interested global readership: Finally, the Springer book series addresses a whole 
global readership, composed of members who are generally interested in knowl-
edge and innovation. The global readership could partially coincide with the 
communities as described above (“academic communities,” “decision makers”), 
but could also refer to other constituencies and groups.

Washington, DC, USA� Elias G. Carayannis

Series Foreword



xi

Contents

	1	 �Cultural and Creative Industries: An Overview �����������������������������������       1
Marta Peris-Ortiz, Jaime A. Gomez, and Monica López-Sieben

	2	 �Creative Arts Industries: Analysis of Scientific Production�����������������     15
Claudia Patricia Maldonado-Erazo, María de la Cruz del Río-Rama, 
Carlos Rueda-Armengot, and Amador Durán-Sánchez

	3	 �Creative Potential and Social Change: Independent Visual Arts  
Spaces in Tijuana �������������������������������������������������������������������������������������     43
Norma Iglesias Prieto

	4	 �A Model of Innovative, Social and Sustainable Entrepreneurship  
Under the Roof of the World�������������������������������������������������������������������     63
Mariella C. Remund, An Hong, and Marta Peris-Ortiz

	5	 �Creative Tourism as a New Challenge to the Development of 
Destinations: The Portuguese Case Study ���������������������������������������������     81
Paula Remoaldo and José Cadima-Ribeiro

	6	 �Education and Innovation in Gastronomy: A Case Study  
of Culinary Art School in Tijuana, Mexico���������������������������������������������   101
Jorge Francisco Sánchez-Jofras and Ingrid Kuri-Alonso

	7	 �Innovation and Creativity in the Mobile Applications Industry:  
A Case Study of Mobile Health Applications (e-Health Apps)�������������   121
Pedro Palos-Sánchez, José R. Saura, and José Álvarez-García

	8	 �Gamification and New Technologies to Promote Healthy  
Lifestyles and Its Role in Creative Industries ���������������������������������������   137
Borja Sañudo-Corrales, Antonio J. Sánchez-Oliver,  
and María de la Cruz del Río-Rama

https://doi.org/10.1007/978-3-319-99590-8_1
https://doi.org/10.1007/978-3-319-99590-8_1
https://doi.org/10.1007/978-3-319-99590-8_2
https://doi.org/10.1007/978-3-319-99590-8_2
https://doi.org/10.1007/978-3-319-99590-8_3
https://doi.org/10.1007/978-3-319-99590-8_3
https://doi.org/10.1007/978-3-319-99590-8_3
https://doi.org/10.1007/978-3-319-99590-8_4
https://doi.org/10.1007/978-3-319-99590-8_4
https://doi.org/10.1007/978-3-319-99590-8_4
https://doi.org/10.1007/978-3-319-99590-8_5
https://doi.org/10.1007/978-3-319-99590-8_5
https://doi.org/10.1007/978-3-319-99590-8_5
https://doi.org/10.1007/978-3-319-99590-8_6
https://doi.org/10.1007/978-3-319-99590-8_6
https://doi.org/10.1007/978-3-319-99590-8_6
https://doi.org/10.1007/978-3-319-99590-8_7
https://doi.org/10.1007/978-3-319-99590-8_7
https://doi.org/10.1007/978-3-319-99590-8_7
https://doi.org/10.1007/978-3-319-99590-8_8
https://doi.org/10.1007/978-3-319-99590-8_8
https://doi.org/10.1007/978-3-319-99590-8_8


xii

	9	 �Innovation and Collaboration in the DNA of a Cultural  
Industry: Craft Beer in Baja California�������������������������������������������������   155
Mayer Rainiero Cabrera-Flores, Alicia León-Pozo,  
and Eduardo A. Durazo-Watanabe

	10	 �Wine Tourism and Wine Vacation as a Cultural  
and Creative Industry: The Case of the Bullas Wine Route�����������������   181
Inmaculada Carrasco, Juan-Sebastián Castillo-Valero,  
and Ana Pérez-Luño

	11	 �Wine Industry in Baja California, Mexico: A Gender Perspective �����   197
Alicia León-Pozo, Lino Meraz-Ruiz, and Diana E. Woolfolk-Ruiz

�Index�������������������������������������������������������������������������������������������������������������������   215

Contents

https://doi.org/10.1007/978-3-319-99590-8_9
https://doi.org/10.1007/978-3-319-99590-8_9
https://doi.org/10.1007/978-3-319-99590-8_9
https://doi.org/10.1007/978-3-319-99590-8_10
https://doi.org/10.1007/978-3-319-99590-8_10
https://doi.org/10.1007/978-3-319-99590-8_10
https://doi.org/10.1007/978-3-319-99590-8_11
https://doi.org/10.1007/978-3-319-99590-8_11


xiii

Contributors

José  Álvarez-García  Department of Financial Economics and Accounting, 
University of Extremadura, Cáceres, Extremadura, Spain

Mayer Rainiero Cabrera-Flores  CETYS Universidad, Baja California, Mexico

José Cadima-Ribeiro  NIPE (Centre for Research in Economics and Management), 
University of Minho, Braga, Portugal

Inmaculada  Carrasco  Economic Policy Unit and Institute of Regional 
Development, University of Castilla-La Mancha, Albacete, Spain

Juan-Sebastián Castillo-Valero  Institute of Regional Development, University of 
Castilla-La Mancha, Albacete, Spain

María  de  la  Cruz  del Río-Rama  Department of Business Organisation and 
Marketing, University of Vigo, Ourense, Galicia, Spain

Amador  Durán-Sánchez  Area of Public Law, University of Extremadura, 
Cáceres, Spain

Eduardo A. Durazo-Watanabe  CETYS Universidad, Baja California, Mexico

Jaime A. Gomez  School of Business, University of San Diego, San Diego, CA, 
USA

An Hong  Songtsam Group, Beijing, China

Norma Iglesias Prieto  Department of Chicana and Chicano Studies, San Diego 
State University, San Diego, CA, USA

Ingrid  Kuri-Alonso  College of Social Science and Humanities, CETYS 
Universidad, Tijuana, Mexico

Alicia León-Pozo  CETYS Universidad, Baja California, Mexico

Monica López-Sieben  CETYS Graduate School of Business, Mexicali, Mexico



xiv

Claudia  Patricia  Maldonado-Erazo  Department of Hospitality and Tourism, 
Universidad Técnica Particular de Loja -UTPL, Loja, Ecuador

Lino  Meraz-Ruiz  Universidad Autónoma de Baja California, Ensenada, Baja 
California, Mexico

Pedro  Palos-Sánchez  Department of Industrial Organizations and Business 
Management, University of Seville, Seville, Spain

Ana Pérez-Luño  Business Management Department, University Pablo de Olavide, 
Seville, Spain

Marta  Peris-Ortiz  Departamento de Organización de Empresas, Universitat 
Politècnica de València, Valencia, Spain

José R. Saura  Department of Business Economics, Rey Juan Carlos University, 
Madrid, Spain

Paula  Remoaldo  Lab2PT (Landscape, Heritage and Territory Laboratory), 
University of Minho, Braga, Portugal

Mariella C. Remund  CETYS University, Mexicali, Baja California, Mexico

Carlos Rueda-Armengot  Departamento de Organización de Empresas, Universitat 
Politècnica de València, Valencia, Spain

Jorge  Francisco  Sánchez-Jofras  College of Social Science and Humanities, 
CETYS Universidad, Tijuana, Mexico

Antonio  J.  Sánchez-Oliver  Department of Sports and Computer Sciences, 
University of Seville, Sevilla, Spain

Borja Sañudo-Corrales  Department of Physical Education and Sport, University 
of Seville, Sevilla, Spain

Diana E. Woolfolk-Ruiz  CETYS Universidad, Baja California, Mexico

Contributors



1

Chapter 1
Cultural and Creative Industries: 
An Overview

Marta Peris-Ortiz, Jaime A. Gomez, and Monica López-Sieben

Abstract  The aim of this chapter is to describe the basic theoretical aspects of 
cultural and creative industries and to present the remaining ten chapters which 
comprise this book. As essential characteristics of these industries, this book high-
lights their diversity and symbolic nature. With regards to their diversity, they range 
from companies or activities which are founded on arts or handicrafts to companies 
founded on technology; they may be capital-intensive or knowledge-intensive orga-
nizations, where the symbolic nature of their products is what undoubtedly charac-
terizes these industries as cultural in all cases. A final issue to be highlighted is the 
way in which, based on intangible ideas and emotions, the tangible aspect of the 
products is sought in the cultural companies or on the contrary, the way in which 
inputs and tangible technology are used to search for the intangible aspect of the 
symbolic and cultural nature of the product.

Keywords  Culture · Creativity · Innovation · Cultural industries · Creative 
industries
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1.1 � Introduction

This introductory chapter aims to establish the framework for the rest of the chapters 
which comprise this book. Expressed in different ways, the cultural-creativity-
innovation relations are the leitmotiv which extends throughout all the chapters, at 
the same time, the way in which routines and creativity become compatible is also 
discussed in an explicit or implicit way in all the analyzed topics.

The literature about cultural or cultural-creative industries usually eludes the 
classic topics of the scale of production or efficiency, placing emphasis on the 
symbolic nature of the products as the essential aspect of the competitiveness; nev-
ertheless, several cultural-creative industries based on handicrafts or on the intensity 
of knowledge and capital—vineyard-wine production or architecture—must neces-
sarily compete, combining the efficiency of their production with the symbolic 
nature of their products.

Section 1.2 first refers to the importance of the last link in the value chain of the 
company which is what relates its productive activity to the market, since it is here 
where the symbolic nature of the product must be founded and accordingly; this 
must be perceived by the consumer. Secondly, it presents the relation of the cultural-
creative companies proposed by the UK Government Department for Culture, 
Media and Sport, whose variety provides an idea of the complexity which is involved 
in its analysis. Finally, it discusses the apparent contradiction between culture and 
creativity, highlighting that it is precisely the depth of the culture which fuels cre-
ativity and innovation. In this sense, it also alludes to the companies which are 
capital-intensive and knowledge-intensive and the management culture based on 
which it is possible to explain the innovation in these companies. In this way, it 
broadens the meaning which is provided to several concepts in the specific studies 
on cultural industries.

Section 1.3 deals with viability and the competitive advantage of the cultural-
creative industries and discusses the convenience that these companies combine the 
efficiency of their production with the symbolic nature of their products. This issue 
is essential when the creative and innovative companies are capital-intensive and 
knowledge-intensive. Efficiency, effectiveness of the idiosyncratic mix of resources 
and handicrafts or art are three components which to a certain extent, explain the 
viability and the competitive advantage in the cultural and creative industries.

Section 1.4 deals with four paradoxes that exist in the literature. The first three 
paradoxes are the necessary adjustments between standardization and creativity, cul-
ture and creativity as well as novelty and familiarity. The second paradox reveals that 
the wealth of novelty is fueled by tradition. This is evident in haute cuisine as well as 
in music or dance or in the wine industries, and it is a generalized issue—although at 
a different level—for all the cultural industries. The third paradox refers to the mar-
ket and emphasizes the necessary balance between the habits acquired by the con-
sumers and innovation and change, the simultaneous need for familiarity and novelty. 
Finally, in the fourth paradox the cultural-creative industries of material goods 
enclose them with a symbolic-intangible nature which is an important part of their 
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value; on the other hand, other cultural companies whose productive material are 
ideas and emotions, transform them into the tangible material of images and/or 
sounds. By different paths, the cultural industries need to unite what is material and 
tangible with ideas and emotions.

Section 1.5 briefly describes the contents of each of the ten chapters and finally 
Sect. 1.6 provides some brief conclusions.

1.2 � Cultural and Creative Industries

Cultural and Creative Industries (CCI) signify the intrinsic manifestation of human-
ity’s capacity to think, create, innovate, and design that generates economic value. 
These industries whose origin lies in talent, skill, and creativity are now enriched by 
technology. For example, in music the production of successful records (tradition-
ally in studios) now takes place in university residence rooms, house garages, base-
ments, or even small smartphones or computers, then it is uploaded to online 
platforms and finally purchased through nontraditional payment systems. Book pro-
duction, distribution and selling, architectural design, advertising, and film making 
are just a set of examples that implies a synergistic combination of talent, skill, and 
creativity and technological advances.

Economically, CCI are tremendous contributors to the creation of jobs, compa-
nies, and quality of life across all markets. According to a report produced by Ernest 
and Young (2015), “CCI revenues worldwide exceed those of telecom services 
(US$1570b globally), and surpass India’s GDP (US$1900b). Within the total, the 
top three earners are television (US$477b), visual arts (US$391b), and newspapers 
and magazines (US$354b). With 29.5 million jobs, CCI employ 1% of the world’s 
active population. The top three employers are visual arts (6.73m), books (3.67m), 
and music (3.98m).” All of this is roughly equivalent to 3% of global GDP.

From a market perspective, the combination of CCI and technology advances is 
producing innovative and trend-setting new business models that respond to the 
changing modes of distribution and purchasing. As main examples we have Amazon, 
Netflix, and Google. These companies, and many others, are revolutionizing the 
way to sell digital cultural goods. These new business models include: (a) easy 
access (mainly through internet and portable devises); (b) individualized advertis-
ing/consumption via massive use of business analytics tools; (c) peer-to-peer refer-
rals and development of international communities who enjoy similar life-styles.

In its different chapters, this book describes and aims to understand several 
aspects of the CCI. As Baudrillard (1983) states, all products and services provided 
by industries possess value in a specific cultural context and accordingly, they are 
cultural products. However, this undeniable affirmation which is founded on the 
scenario that everything is impregnated and conditioned by culture, obscures the 
fact that in certain products, the consumer searches for their functional utility while 
there are other products in which their appeal for consumption resides in their sym-
bolic nature. As defined by Lawrence and Phillips (2002: 431), “cultural products 
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are goods and services that are valued for their ‘meaning’(and) are consumed in an 
act of interpretation rather than being used in some practical way to solve some 
practical problem.” This means, the symbolic interpretation or the functional use are 
the two frontiers which separate the cultural industries and the goods and services 
companies focused on resolving material and practical needs.

However, three issues that must be added, in the first place, include the impor-
tance which consumption of a symbolic nature has on the value chain of the prod-
uct. The meaning or the symbolic nature which the consumer attributes to the good 
means that the last link of the value chain—which connects the good to the mar-
ket—has extraordinary importance (Lawrence & Phillips, 2002). If the symbolic 
nature is what is important, everything will depend on how the good is perceived. 
Secondly, it is important to note that the space which separates the frontiers of the 
cultural industries and the goods and services companies characterized by their use-
fulness, in many cases is clearly scarce or almost nonexistent, which leads to differ-
ent paradoxes regarding these companies or industries. Thirdly, the diversity of the 
characteristics of the industries considered as cultural and creative hinders a general 
theoretical interpretation about them and in some cases, exacerbates the paradox 
between standardization and creativity.

The UK Government Department for Culture, Media and Sport (DCMS, 2015) 
describes several creative industry sectors: advertising and marketing; architecture; 
crafts; products design, graphic and fashion design; films, TV, video, radio and pho-
tography; IT, software and computer services; publishing; museums, galleries and 
libraries; and music, performing and visual arts. To which it is possible to add, 
among other industries, haute cuisine (Svejenova, Mazza, & Planellas, 2007), the 
design and production of games and video-games (Tschang, 2007), and the state of 
flux of “the very equipment (‘hardware’) over which it (the information and data) 
would be transmitted and received” (Hirsch, 2000: 358). This broad set of industries 
requires that we pause to focus on their diversity and see if their companies are 
characterized by being “symbol-intensive organizations” (Lawrence & Phillips, 
2002: 431), or they are capital-intensive and/or knowledge-intensive organizations. 
The intensity in the productive capital, in the knowledge, or in the symbolic nature 
of the products makes it possible to identify industries and perceive differences 
among them which have a cultural-creative nature.

Finally, a matter to be clarified before moving on to other headings is the culture-
innovation relation and why we refer to CCI, instead of talking about cultural or 
creative industries. The key to this answer is provided by DeFillippi, Grabher, and 
Jones (2007). For these authors, the depth of the culture explains how the contents 
are originated in the works by the authors, designers, or composers as well as, 
extending the logic of reasoning to entrepreneurs; and this depth, also explains the 
way in which they carry out the interchanges, the reproduction of materials, the 
manufacture, the criticism of the ideas and the education, the safeguarding and 
archives of culture itself. This all implies a clear connection between culture and 
innovation, denying “the tradition of consigning creativity to that mysterious primal 
moment of genesis in the mind of the lonely prodigy” (Ibid.: 512).
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This position is not unanimous in the literature. Jones, Svejenova, Pedersen, and 
Townley (2016) to a certain extent, opt for the dissociation between culture and 
creativity. In any case, tradition and novelty encompass the paradox of the creative 
industries which at the same time in the majority of cases are industries whose cul-
tural roots provide basic elements for creativity (Islam, Endrissat, & Noppeney, 
2016). This is clearly the case in the industries whose production method is close to 
handicrafts, such as what occurs with haute cuisine. However, this can also be ful-
filled in the innovator industries which are capital-intensive and knowledge-
intensive, whose trajectory and culture in the management sector ensure the 
innovation (Nonaka & Takeuchi, 1995; Nonaka, Toyama, & Konno, 2000). It is 
necessary to note that in addition to the local cultures, there is a culture of intelli-
gence and management, entrepreneurship and creativity (Nonaka, 1991, 1994; 
Penrose, [1959] 1995; Schumpeter, [1934] 2008; Weick, 2009) which knows how to 
outsource what is required by routines and standardized procedures or to establish 
spaces for experimentation, encounter and suggestion, by making standardization 
and experimentation compatible.

1.3 � Viability and Competitive Advantage of Cultural 
and Creative Industries

Due to their current expansion in different countries and their contribution to the 
wealth of said countries, it is important to understand the relevance of these indus-
tries and the way in which their corresponding companies are viable and achieve 
competitive advantages. The diversity of these companies makes it necessary to 
possess general concepts which make it possible to identify and know their most 
relevant aspects and distinguish how their adjustment occurs with the demands from 
the markets, the way they are organized as well as their viability and competitive-
ness. Several key concepts are provided by this quote from Lawrence and Phillips 
(2002: 431. “[F]rom a management perspective the difficulty is to create an organi-
zation capable of management the symbolic aspect of the product in a way that is 
sustainable and valued by consumers in the long term. Management must therefore 
deal with a new form of organization: not a capital-intensive or knowledge-intensive 
organization but a symbol-intensive organization.”

These concepts are absolutely relevant for the cultural and creative companies 
and consequently, we share the quote by Lawrence and Phillips; however, the mean-
ing in which some of them are used by the authors seems highly debatable to us. 
Immediately before the above quote, the authors state that “[m]anaging in cultural 
industries is (…) not about efficiently producing a product but about creating and 
maintaining an organization that can produce and sell meaning.” (Ibid., 431). The 
meaning of this quote is clear in the framework of the article; the company will 
not have a cultural and creative nature if this is not due to the symbolic importance 
of their products; however, wouldn’t there be capital-intensive companies in any of 
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these industries? If they exist, wouldn’t the efficient handling of their scale of 
production be important? Does the symbolic nature of the product permit eluding 
the market? Wouldn’t there be other companies with symbolic products with an 
equal or similar range which would be more or less efficient? If the technical condi-
tions of the industry or the company make large scale of production unavoidable, 
the companies will be capital-intensive and the efficiency will be an essential condi-
tion for their viability and competitiveness (Williamson, 1985, 2013).

The foregoing is important if we wish to understand the CCI and this is also the 
case when the companies are knowledge-intensive organizations. In this case, the 
symbolic nature of their products will be closely linked to their technological inno-
vation capacity, such as what may occur in IT industries. The competitive capacity, 
the in-house innovation, and their symbolic nature here will depend on the idiosyn-
cratic mix of their resources as indicated by RBV or DCV (Barney, 2001; Helfat & 
Peteraf, 2015; Santos & Eisenhardt, 2005; Teece, 2014). There are high-tech 
companies or firms based on artistic and handicraft knowledge where the capital-
intensive, knowledge-intensive, and symbolic-intensive dimensions of the 
organization will be added, with efficient and effective management needs. Perhaps 
the large museums due to their public management and financing which removes 
them from direct market competition are an example of the necessary mix of orga-
nizational efficiency, the idiosyncratic management of their knowledge and 
resources, and consequently, the enhancement of their symbolic nature.

All the above without denying that in the world of cultural and creative companies, 
in their closest dimension to art, high culture and also their most artisanal dimen-
sion, the symbolic nature of the product can be more decisive than the organiza-
tional effectiveness and efficiency. This will probably depend on the size. Situated 
in the extremes, in the case of an individual artist, everything depends on the sym-
bolic nature of their art—or product, how it is interpreted and the value which is 
attributed to it; however, if this involves the mass production of artistic-handicraft 
objects—the Spanish company, Lladró, for example, then the efficiency and idio-
syncratic mix of their resources are the required foundation so that their product is 
simultaneously symbolic and competitive.

Efficiency, effectiveness of the idiosyncratic mix of resources and handicrafts or 
art are the three components which in different degrees, based on the industry and 
the corresponding company characteristics, explain the viability and the competi-
tive advantage in the cultural and creative industries.

1.4 � Paradoxes in the Cultural and Creative Industries

As the last heading before introducing the different chapters, let’s review four 
paradoxes or contradictions which are frequent in the literature about CCI. When 
related to the industries or companies of this sector of the economy, these paradoxes 
illustrate several basic aspects of these activities.
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The first paradox, the contradiction between standardization and creativity, is 
the most important and most general and extends to all types of companies, although 
it perhaps has special relevance in the cultural-creative industries. The standardiza-
tion of procedures is linked, above all—although it extends to all artistic, produc-
tive, or distribution activities, to the large-scale companies, and the repetition of 
guidelines and routines is essential for any activity and so that it has an efficient 
relation with the market (Moreno-Luzón, Peris, & González, 2001). Although this 
efficiency through the fulfilment of the routines does not reduce the need for creativ-
ity in the cultural-creative companies.

The solution could be to separate the most routine from the most creative tasks, 
or to create gaps and spaces of suggestion and cooperation in the specific routines 
established so that they can simultaneously contribute to the creativity. This is close 
to what is described by Nonaka and Takeuchi (1995) in reference to the Kao or 
Matsushita companies, and it is also close to different contributions from Galbraith 
on the design of organizations (Galbraith, 1994, 2014; Galbraith & Kazanjian, 
1986). Although the examination of cases such as the haute cuisine company of 
Ferrán Adrià (Svejenova, Mazza, & Planellas, 2007) or the innovator teams in 
Hollywood (Perretti & Negro, 2007) show solutions to acquire creativity, however, 
the requirements of standardization can be almost as varied as the existing number 
of companies. Each different company can find a different solution to combine stan-
dardization and creativity, to stimulate the novelty and the innovation in their 
philosophy and in their practices from the depth of their culture and the tradition in 
their established habits and knowledge. This mix is what permits the continuous 
path of creativity. Chapters 11 and 12 of this book, based on the wine industry, illus-
trate how innovation or new management methods are rooted in culture and tradition, 
with standardized methods of harvest, production, and storage which this involves; 
while Chaps. 8 and 9 make it possible to see from the new culture and standardized 
IT procedures, that applications can be created with the aim to improve and control 
one’s health, or games which encourage healthier life style habits.

Another paradox that becomes evident in the productive activity is the necessary 
adjustment between culture and creativity which can be expressed in different ways. 
One of them is the required mix among members with experience or old-timers and 
newcomers who are able to contribute a fresh perspective and new suggestions. The 
necessary combination of these two forces frequently appears in the literature about 
cultural-creative companies and to a certain extent, it is expressed in the productive 
company in two terms which define this paradox: culture, founded and established 
in the habits and tradition; and creativity, which should lead to innovation and 
change. A balanced synthesis is required between these two forces, as stated by dif-
ferent authors (Islam et al., 2016; Lampel, Lant, & Shamsie, 2000; Lawrence & 
Phillips, 2002; March, 1991; Perretti & Negro, 2007). Another variant of the neces-
sary culture-creativity synthesis, as we mentioned in Sect. 1.2, is contributed by 
DeFillippi, Grabher, and Jones (2007: 513) when they state that the depth of culture 
is what sustains the innovation capacity. With almost the same words and almost the 
same contents for this matter Jones et al., 2016: 756) insist when they affirm that if 
the mainstreams are now non-conformist or dissidents with habits and culture, this 
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