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Abstract

The Creative and Cultural Industries (CCIs) took on relevance again in 2021 when it was named
by the United Nations Educational, Scientific and Cultural Organization (UNESCO) and the
United Nations (UN) International Year of the Creative Economy for Sustainable Development at
the 74th UN General Assembly. It is after the notoriety of the use of ICTs and interaction in
digital media, transforming social networks as a means of social integration, adding them to
other digital platforms for the economic boost of the CCls. The pandemic generated by SARS-
COV2 showed, mainly through social networks, how essential creativity is for our well-being and

Article History cultural dissemination as part of social integration. The creative economy is one of the fastest-
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creativity will be the future of industry.
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the integration between artists, artisans, designers, among

INTRODUCTION others, for the reinvention or innovation of products and
The concept of the creative-cultural industry and its services. Thereby achieving improvement in its economy, job
relationship with the knowledge-based economy refers to creation, and cultural diffusion. Projects that, with the use of
those industries that combine the creation, production, and ICTs, have positioned themselves at the forefront as creative
marketing of creative content that is intangible and cultural industries, inclusive and sustainable development.

(UNESCO, 2013). Intangible elements include hereditary
knowledge (know-how), intellectual property (inventive),
skills, and talents, among other aspects.

It is necessary to review and evaluate the CCls that have
revolutionized society and the global economy and that today
have generated great relevance after the events of closures due

According to Buitrago and Restrepo (2013), creative and to COVID-109.

cultural industries (CCls) are identified because their wealth is

based on a region's talent, intellectual property, connectivity, A. Problem statement

and cultural heritage. The health situation due to SARSCOV-2 triggered the closure

of shops and face-to-face activities, giving relevance to the
use of ICTs and the active participation of CCls in the global
economy and social interaction. So, why are these activities
still less valued before society as part of the formal economy
and before industries by hiring personnel in this sector on
many occasions without legal benefits?

CCls can create self-employment and employment for others
in the exact productive nature and other sectors. Moreover,
this productive sector has had a more significant boost in
recent years by using ICTSs at the business level. CCls are part
of the dynamic evolution.

In Mexico (a country of vast culture), the use and exploitation

of tangible and intangible cultural resources, resources that B. Justlflcatlonllmportance of the
have protection by copyright and intellectual property (and problem

that continue to work on it), have been highly significant for Today, it can be argued that the creative industries are
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essential supports of the economy and can achieve a
sustainable and inclusive recovery, with long-term benefits in
improving the quality of life, including the stimulation of
innovation, improved economic income, dynamic social
integration, and thanks to this, more resilient companies and
individuals with greater capacity to adapt to the constant
changes in the context and competition, which are presented
as challenges (UNCTAD, n.d.).

In the Follow-up Framework to the Convention for the
Protection and Promotion of the Diversity of Cultural
Expressions 2005, four objectives were established to foster a
creative ecosystem that boosts cultural industries (UNESCO,
2015). These targets can also contribute to progress on the
Sustainable Development Goals (SDGs) and the 2030
Agenda, as shown in Table 1.

Therefore, this research contributes to fulfilling the 2030
Agenda of the United Nations Organization (UN, 2015)
through the SDGs.

C. Objective of the study
Visualize the importance of the economic development of the
country of the Creative and Cultural Industries (CCI).
Moreover, vindicate the creative sector as content creators,
designers, and photographers. And the integration of artisanal
activities as an integral part of the development of the
Mexican economy.

D. Study limitations

In Mexico, society, governments, and companies tend to resist
changes and tend to incorporate them very gradually;
however, in such a changing and accelerated economy and
society, it is necessary to observe the international market,
national talent and adapt them to constant changes, in favor of
their society, economy and international competition, to
increase creativity and innovation in CCls.

Table 1. Interrelation of the objectives of the Follow-up
Framework of the Convention for the Protection and
Promotion of the Diversity of Cultural Expressions (2005)
with the SDGs. Source UNESCO.

Objective Description oDs Goal
1. Support Promote the | 8 8.9
sustainable diversity of cultural | 11 11.4
systems of expressions along 16 16.6,
cultural cultural value 16.7
governance chains: creation, '

production,

dissemination,

distribution,

enjoyment of

goods and services.
The flexibility of
policies is also
contemplated  for
related adaptations
in  technological

trade issues.
2. Achieve a 2. Achieve a |8 83 vy
balanced flow of | balanced flow of | g 8.a
cultural goods cultural goods and 10 9p
and services and | services and
. . 10.a
increase the increase the
mobility of mobility of artists
artists and and professionals’
professionals de | mechanism’s  de
la culture cooperation;
culture
3. Integrate Investments in| 4 4.3,
culture into creative industries | g 44 y
Sustainable are not limited to 12 4.7
Development financial in nature 8.3
frameworks but are also | 17 12b
designed to build '
the human and 17.2
institutional and
capacities needed 179
to establish
informed,
transparent, and
participatory
cultural governance
systems. In this
way, investments
may include those
dedicated to the
creation of the
physical
infrastructure’s
indispensable  for
the production and
distribution of
cultural goods, or
financial ~ support
aimed at
supporting  small
and medium-sized
enterprises.
4. Promoting 4. Promoting | 5 55
Human Rights Human Rights and | g and 5.
and Fundamental | Fundamental 10 C
Freedoms Freedoms 8.3
12
10.2,
10.3
12.2,
and
12.b

and international

LITERATURE REVIEW

There is growing evidence that the globalisation of creative
markets has fundamentally changed the competitive
conditions facing creative industries. A number of recent
studies in international economics, strategic management, and
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international business have examined how globalization has
affected the strategy and structure of established firms in a
wide variety of industries (Bernard, Jensen, Redding, &
Schott, 2007; Bowen & Wiersema, 2005; Hutzschenreuter &
Gr\/ane, 2009; Wiersema & Bowen, 2008) and the movement
of goods and services across markets.

Our study contributes to the developing body of global
competition research by mainly studying the current and
emerging trends of a structural and strategic nature within the
Cultural and Creative Industries (CCls). To identify the latest
trends and movements requires that we included more popular
and anecdotal references, such as blogs and news articles, as
these are better able to point to immediate developments.
Academic work, with its longer lead times to publication,
cannot adequately reflect the fast-paced nature of change in
key areas, such as digital innovation and mega-tech trends.
Thus, the paper is a strong combination of both. academic
analysis and trends-related commentary.

The study focusses primarily on macro-trends within the
global economy, takes due analytical consideration of key
debates, and discourses on the creative economy and the CCls
more specifically. Such discourses and debates play an
anticipatory and reflexive role in the changing perceptions and
conceptions of the creative economy. We survey and analyze
the following structural and strategic trends: Firstly, we
ground the paper by means of a compact intellectual history of
the rise and institutionalization of the creative economy
discourses and thereafter the CCls. Subsequently, we consider
the interplay between the creative economy and the 'digital
revolution'. Then we examine the relationship between social
media in production and consumption terms, and the CCls and
the creative economy more generally.

In addition, we explore the effects of four key mega-tech
trends namely:
1. virtual reality.
2. augmented reality.
3. artificial intelligence; and
4. blockchain and associated encryption production
and value chain options.

In addition, the significant growth of CCI involvement in
international trade is examined. This is followed by an
exploration of key institutional and regulatory developments
and issues. An exploration of select policy developments
closes out the overall analysis.

In locating the main strategic trends and challenges with the
CCls and creative economy more generally one needs to
distinguish between two intersecting sets of developments. In
the first place, the creative economy is increasingly
recognized as a dynamic field of economic activity
outstripping, in many respects, the outputs and achievements
of more traditional sectors in national and extra-national
economies.

It is viewed as a growing and productive field of cross-
sectoral industrial and economic activity. Secondly, the last
two decades have seen the embedding and construction of a

discourse about the creative economy which is in turn
conditioned by the imperatives of the nation-state in the 21st
century and the priorities of an expanding global economy.

However, this is not an uncontested space -particularly when
considering the beneficiaries of such processes. The
intellectual history of the creative economy still awaits a
detailed and seminal study, though there are increasing
attempts to map its landscape. The concept of the creative
economy's early origins is caught up with the efforts to rethink
the nature of traditional state business relationships and to
incorporate shifts to retain and/or enhance competitiveness
within national and extra-national economic systems. In this
regard, the structural shifts to more flexible production and
specialization processes, an increased focus on human capital,
and the internationalization of finance capital within the
global economy were key factors.

The formal use of the term 'Creative Industries' is quite recent
with its first appearance in the Australian government's
strategy document, Creative Nation (1994) which took note of
the advent of the digital era of cultural industries and
creativity. However, there are earlier uses of terms such as
‘cultural industries' dating back to the 1930s. But it was in the
early 1970s when ‘cultural industries' emerged more explicitly
as an object of academic and policy concern. This shift was
less the acknowledgment of the economic importance of
commercial culture. Rather it represented the opening of a
new kind of ‘cultural political' space.

In a real sense the idea of ‘creative 'industries', 'CCls' (creative
and cultural industries), and the ‘creative economy' was
conditioned from the 1990s onwards by the expansion of the
digital economy and its increased influence on and production
of popular cultural forms and products.

For several commentators, especially in the UK, the
institutionalization of the idea of the creative industries was
bound up with the advent of the 'new' Labour party
administration in 1997. This return to power saw a self-
conscious search for new policy options and state
restructuring. New approaches were informed by the notion of
the 'third way' which aspired in its more optimistic
formulations to look beyond traditional and adversarial
business-state relationships. The emphasis was to conceive of
new public policy as a means of securing returns on public
investment. This would include the Arts, Culture, and
Heritage spheres as well as the media (Hesmondhalgh 2008:
556; Oakley 2010).

Already in the 1980s, there was a growing consensus in new
UK policy circles that cultural policy should take more
cognizance of the play of commercial culture in people's
activities, and that such new emphases might help, in time, to
address linked spatial and cultural inequalities. At local
government level, left-of-Centre city councils began to deploy
the notion of cultural industries. Such an emphasis was at
odds with conventional and elitist ideas of art.

There was a growing recognition that most of the citizenry
experienced culture primarily through commercialized forms.
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In addition, public investment in such sectors could help
reinforce efforts to achieve urban and regional revitalization
(Garnham 2005). In 1997, the UK Government set out to
conceptualize and define the creative industries more
precisely and assess their impact on the UK economy. The
Department of National Heritage was superseded by the
Department for Digital, Culture, Media, and Sport (DCMS).
The DCMS in turn set up a Creative Industries Task Team
which included a group of leading creative entrepreneurs and
drew directly from the insights in Creative Nation (1994).

Consequently, in April 1998 the DCMS published a report
entitled Creative Industries Mapping Documents. The report
identified thirteen spheres of activity, namely, advertising,
architecture, the arts and antiques market, crafts, design,
designer fashion, film, interactive leisure software, music,
performing arts, publishing, software, television, and radio.

A common feature in these areas of cultural and creative
production was that they were predicated on ‘individual
creativity, skill, and talent' and demonstrated 'the potential for
wealth creation through the generation of intellectual property’
(DCMS 1998).

A follow-up mapping study and analysis by the DCMS in
2001 revealed that this newly conceived sector was generating
jobs at twice the prevailing rate of the UK economy. These
two studies constituted the first detailed mapping of the
creative industries in the UK, and have shaped future
discussions and debates thereof, in Britain and internationally.

While there were some amendments to the 1998 DCMS
categorization of creative industries, the original definition of
these industries is still essentially in place in the UK and has
also been used as a basis by several countries for generating
their own concepts and categorizations.

The shift from ‘cultural’ to ‘creative’ industries helped usher in
a new paradigm that had both a symbolic and instrumental
relevance:

It reflected technological change. There was an increased
emphasis on creativity, innovation, and skills in economic
development, and changes in consumption and demand
patterns.

It purported to reposition culture from being elitist and
exclusive so that to a working notion which is more
incorporative, creative, and even democratic in character.

It produced a shift from seeing the production of culture as a
separate industrial activity to seeing it as a sector, which
considers the relationships, connections, and clustering of
cultural and creative activities.

It adjusted views that the arts must be subsidized arts to
include notion that cultural domains generate wealth.

HYPOTHESES DEVELOPMENT

Our proposed study is qualitative and exploratory descriptive;
it was carried out with a bibliographic review of 50 articles of
the indexes of journals valid by our Institution of levels A, B,
and C (Journals indexed in JCR, CONACYT, and SCOPUS,

respectively) where they describe the importance of creativity
in the productive - organizational field.

The study focuses on the period from August 2021 to date.
Creative and cultural companies' case studies were used to
reinforce knowledge and demonstrate the differentiation and
improvements that the creative and cultural industries can
bring to face competitive and uncertain environments due to
the continuous changes in a society of accelerated economy
and technology.

RESULTS & DISCUSSIONS

The United Nations Conference on Trade and Development
(UNCTAD) lists creative industries in sectors represented by
arts, culture, technology, and business that use intellectual
capital as their primary resource. An extensive classification
of trades and careers related to CCls are design (graphic,
clothing, jewelry and accessories, industrial), architecture,
publications (books and press), visual arts (painting, sculpture,
photography), performing arts (theater, dance, circus),
audiovisual production (film, television, radio), new media
(software, video games, digital media), advertising, cultural
spaces (museums, archaeological sites, libraries), cultural
expressions (handicrafts, fairs), tourism, sports, creative
education, and intangible heritage, including that related to
indigenous and Afro-descendant peoples (Nobre, 2015, p.
184).

The United Nations Conference on Trade and Development
(UNCTAD) lists creative industries in sectors represented by
arts, culture, technology, and business that use intellectual
capital as their primary resource.

An extensive classification of trades and careers related to
CCls are design (graphic, clothing, jewelry and accessories,
industrial), architecture, publications (books and press), visual
arts (painting, sculpture, photography), performing arts
(theater, dance, circus), audiovisual production (film,
television, radio), new media (software, video games, digital
media), advertising, cultural spaces (museums, archaeological
sites, libraries), cultural expressions (handicrafts, fairs),
tourism, sports, creative education, and intangible heritage,
including that related to indigenous and Afro-descendant
peoples (Nobre, 2015, p. 184).

The creative economy is booming, and its actors are diverse.
At the heart of this dynamic economy are the cultural and
creative industries, which intersect with arts, culture,
commerce, and technology. The sector generates $2.25 trillion
annually and provides more jobs for workers aged 18-25 than
any other field (UNESCO, 2021).

More and more governments are placing the creative
industries as a priority sector in their development plans
(Oxford Economics, 2014).

In 2021, UNESCO and the United Nations (UN) declared it
the International Year of the Creative Economy for
Sustainable Development at the 74th UN General Assembly.

A. Claim of the CCls

Although no career guarantees economic stability, this is for
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issues of overpopulation and competition. In Mexico, 46% of
Mexicans with a university education are underemployed and
work in jobs unrelated to their career, revealed a study by the
Organization for Economic Cooperation and Development
(OECD). Moreover, in 2000, an unemployment rate of almost
17% had university studies, while in 2020, they represented
27%, according to figures from the Ministry of Labor and
Social Welfare (STPS). So today, the belief that regular
employment accepted by society guarantees survival is
demystified. Where lies the difference of any productive area?
It is possible to find it in the following questions: How do
societal trends and needs evolve? Moreover, how do it is
possible to sell yourself? That is, how do to generate
notoriety, differentiators, and generate relevance among the
competition? Moreover, this not only speaks in the production
of material goods but also the intangible, in the traces of
personal branding and services.

From all the crises, evolution is obtained, and it is part of the
positive that SARS-CoV-2 has left, by generating notoriety in
the use and evolution of ICTs, in the awareness of humanity
for the arts, nature, and connectivity with others.

Dufairg coderent
mfreutructures

Figure 1. UNESCO's commitment to the evolution and
growth of the Creative Industries. Prepared by UNESCO

With this, UNESCO calls for action, stating that an
"ecosystem" for the creative economy relevant to creators is
needed. Careers in the creative industry must be viable,
characterized by decent working conditions, decent wages,
and growth opportunities.

UNESCO calls on policymakers and world leaders to
thoroughly re-examine employment, social security, digital
adaptation, intellectual property, and education policies. To
ensure that a creative economy is a viable option for the
future, data collection, consultation of workers in the sector,
and the gender perspective can guide us to work together
toward a genuinely inclusive and prosperous creative
economy.

ICTs and e-marketing were the solutions for many businesses,
which depend totally or partially on free movement, sectors
such as food (restaurants, cafes, fast food), fashion (clothing,
jewelry, footwear), shows (cinema, theater, music, and dance
shows), among others.

Digital platforms in the creative industry have been a
differentiating axis of the evolution of media and ways of
working. From company websites, popular e-commerce
platforms such as Amazon, E-bay, and Mercado Libre, among
others; but even more relevant is the existence of social
networks and apps for content creation, such as Facebook,
Instagram, WhatsApp, TikTok, YouTube, Pinterest, which are
the most popular and have merged.

These achieve not only the connectivity between known users
in our central circle but also allow connectivity and
communication of international scope. Platforms that have
become critical elements of the innovation system of the
entire economy.

One of the fastest growing sectors in the CCls was the digital
platforms that offered courses led by recognized professionals
or with significant participation in the industries of their
specific sector (photography, 3D designs, crafts, painting).
Platforms such as Doméstika, Crehana, and Coursera. These
platforms were of great value during the #QuedateEnCasa
movement, giving free access to some of their courses and
being seen as high-value tools for updating knowledge or as
tools for growth and personal entertainment.

Another noteworthy platform was Spotify, which not only
offers music, but there is also the podcast modality, which is
like the function of YouTube, allowing to disseminate topics
of historical, cultural, technological, or social trend
knowledge. Achieving this part of what society most sought at
a distance, connectivity with others.

Finally, at the digital level, the Netflix platform was part of
more streaming industries. Platforms that allowed continue
with the creation and transmission of new film projects, an
industry that generates millions of dollars a year. Moreover,
they innovated in interactive projects with the audience,
carrying out plot development and alternate endings, with a
simple click integrating the viewer as part of the plot.

In economic crises, creativity will be one of the most
important intangible assets to excel and survive.

At more productive levels of CCls. Mexico is one of the Latin
American countries with enough culture that helps promote
the economy and disseminate it with the art and design of new
products that help to make its diffusion.

It is a country with roots rooted in the history of our pre-
Hispanic peoples and continues to expose it to the world. That
is why several artisanal, tourist, and industrial sectors
reproduce symbolic designs of our ancestors; However,
society evolves, and that is why there is talent interested from
the trench of design in the incorporation of new languages that
allow the craft industry to evolve towards the century of its
present, understanding the constant changes in the evolution
of consumption, social environment and the adaptation of new
technologies both for its manufacture and for communication
from its creation to its sale in the digital age.

At the turn of the century, the resurgence of objects, furniture,
and fashion design was sustained by the multiple production
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of a local aesthetic. Contemporary designers not only
collaborated intensively with folk artists and artisans but
consciously or unconsciously reworked models of modern
Mexican objects that they had absorbed casually and
scattered.

The vitality of the new tradition can sometimes not be
distinguished from the reiteration of specific formulas,
indicating a lack of knowledge of the interactions between
design and folk art of the past.

Because it is a characteristic condition of contemporary
capitalism, it is difficult to distinguish the search to preserve
some local identity from the mercantile pressures that demand
some Mexican validation from designers.

The design responds to this vicious circle by smuggling
parodies and exaggerated versions of its pre-Columbian and
indigenous sources (MUAC, 2022). For the growth of CCls in
the economy from the local to the global level, it is necessary
to understand the roots, raw materials, and production within
reach. Another noteworthy platform was Spotify, which not
only offers music, but there is also the podcast modality,
which is somewhat similar to the function of YouTube,
allowing to disseminate topics of historical, cultural,
technological, or social trend knowledge. Achieving this part
of what society most sought at a distance, connectivity with
others.

Finally, at the digital level, the Netflix platform was part of
more streaming industries. Platforms that allowed continue
with the creation and transmission of new film projects, an
industry that generates millions of dollars a year. Moreover,
they innovated in interactive projects with the audience,
carrying out plot development and alternate endings, with a
simple click integrating the viewer as part of the plot.

In economic crises, creativity will be one of the most
important intangible assets to excel and survive.

At more productive levels of CCls. Mexico is one of the Latin
American countries with enough culture that helps promote
the economy and disseminate it with the art and design of new
products that help to make its diffusion. It is a country with
roots rooted in the history of our pre-Hispanic peoples and
continues to expose it to the world.

That is why several artisanal, tourist, and industrial sectors
reproduce symbolic designs of our ancestors; However,
society evolves, and that is why there is talent interested from
the trench of design in the incorporation of new languages that
allow the craft industry to evolve towards the century of its
present, understanding the constant changes in the evolution
of consumption, social environment and the adaptation of new
technologies both for its manufacture and for communication
from its creation to its sale in the digital age.

At the turn of the century, the resurgence of objects, furniture,
and fashion design was sustained by the multiple production
of a local aesthetic. Contemporary designers not only
collaborated intensively with folk artists and artisans but
consciously or unconsciously reworked models of modern

Mexican objects that they had absorbed casually and
scattered. The vitality of the new tradition can sometimes not
be distinguished from the reiteration of specific formulas,
indicating a lack of knowledge of the interactions between
design and folk art of the past.

Because it is a characteristic condition of contemporary
capitalism, it is difficult to distinguish the search to preserve
some local identity from the mercantile pressures that demand
some Mexican validation from designers. The design responds
to this vicious circle by smuggling parodies and exaggerated
versions of its pre-Columbian and indigenous sources
(MUAC, 2022). For the growth of CCls in the economy from
the local to the global level, it is necessary to understand well
the roots, raw materials, and production existing within reach:

1. Tumbiko, a company that stood out for its way of
responding to the pandemic, works with artisans
from Taxco who, with their design team, sought to
make products that could have favorable use in the
face of the health problem with the creation of "their
healthy key" and the collar bra of masks. Proposals
that worked for the company, managing to make
noise through social networks and traditional media,
being one of the pioneering brands in introducing
these products, and reducing their negative
economic impact, as jewelry is not considered a
product of first necessity. See Figure 2.

2. Draco — textile tradition, a company that, with the
help of design, reinterprets and reinvents Mexican
fashion, exposing in its designs the cultural richness
of traditional Mexican textiles, working hand in
hand with Mexican artisans. See Figure 3.

3. Mexican virtual influencer @SoyMar.lA was
created, which has had as predecessors the first
virtual model @Shudu.gram created in 2017 and the
first oriental influencer @Imma.gram created in
2018. Although @SoyMar.lIA has little time and the
resolution compared to its predecessors for the
technology they have for its realization is not the
best, it meets the objective to demonstrate a very
current Mexican identity proudly, highlights the
evolution of technology in society, and
economically contributes to the promotion of
Mexican brands through Instagram. See Figure 4.
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Figure 4. @SoyMar.lA, @Shudu.gram and @ Imma.gram

Figure 2. ""Her healthy key'" and collar bra mask. Source
Tumbiko Co,

These three examples help to illustrate the resilience,
actuality, and evolution in the economy and society of the
CCls, which are productive, evolutionary, and revolutionary
sectors.

After the health restrictions due to COVID-19, people began
to go out again, which is reflected in the increase in tourism,
which helped the increase of the orange economy by the
CCls—boosting not only the sectors that were most restricted,
such as aviation, hospitality, local commerce, among others.
Not for that reason, the momentum of digital commerce
decreased; this came with more force to stay and improve.

CONCLUSIONS

As of my last update in September 2021, the Creative
Industries in Mexico were experiencing significant growth
and showing promising potential. These industries include
film, music, television, design, advertising, video games, and
more. Here are some key conclusions about the Creative
Industries in Mexico up to that point:

1. Economic Contribution: The Creative Industries
contributed significantly to Mexico's GDP and
employment. They were driving innovation,
generating income, and providing job opportunities
for diverse professionals.

2. Film Industry: Mexico's film industry has gained
international recognition with critically acclaimed
films and directors. The country was becoming a
film production hub, attracting national and
international projects.

3. Music and Entertainment: Mexico has a rich
cultural heritage, and its music and entertainment
industries are thriving. Mexican music, primarily
regional and popular genres, enjoyed a strong
following not just domestically but also among
global audiences.

4. Design and Architecture: Mexican designers and
architects were making their mark on the global
stage. Their work gained attention for its innovative
and unique approach, combining traditional
aesthetics with modern concepts.

5. Challenges: Despite the growth and potential, the
Creative Industries faced challenges such as piracy,
intellectual property rights issues, and limited
access to funding and resources for smaller projects
and startups.

6. Government Support: The Mexican government
recognized the importance of the Creative Industries
and initiated efforts to support their growth. Policies

and incentives were being implemented to foster the
development of these sectors.

7. Emerging Talent: Mexico had a pool of talented
individuals in various creative fields, and initiatives
were underway to nurture and promote emerging
talent, creating a thriving creative ecosystem.

However, please note that the information provided here is
based on data up to September 2021. The landscape of the
Creative Industries can change rapidly, and it is essential to
consult more recent sources to get the most up-to-date and
accurate information on the current state of the Creative
Industries in Mexico.

We must continue to promote the country's CCls, as
fundamental participatory entities of the global economy.
Moreover, promote public policies and cultural and creativity
laboratories for entrepreneurs to promote these sectors. In
order to strengthen them and seek recognition of these
activities as a fundamental part of economic, cultural, and
environmental development.

Companies that do not evolve with their social, economic,
technological, and environmental environment will fail.
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