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A B S T R A C T   

The creative economy has been recognized as key in urban development and planning, which the 
UNESCO Creative Cities Network (UCCN) consolidates. While benefiting from the label, the 
tourism sector also plays a fundamental role in the creative strategy. This paper explores how 
intangible heritage and creative industries can work as a tourism asset for creative cities and thus 
participate in their development. An NVivo thematic content analysis of all the tourism-related 
actions listed in the UCCN reports was performed to identify what types of cultural tourism 
products and actions are linked to the creative cities and to understand how they relate to their 
UNESCO creative fields to detect gaps and potentials. Tourism activity represents 17% of the total 
actions listed in the creative cities’ reports, mostly concentrated in the Crafts & Folk Art field. The 
empirical results highlight tendencies that can be applied and adapted to future destinations with 
intangible assets on their territory and that want to work with the creative industries. Thus, this 
paper unveils an underexplored potential of synergies between two important economic and 
creative activities.   

1. Introduction 

During the last decades, the importance of the creative industries has been increasing in the sustainable development of the cities, 
as the recognition of the 2021 International Year of Creative Economy for Sustainable Development shows. Cultural and creative 
industries are based on diverse sectors and activities “whose principal purpose is production or reproduction, promotion, distribution, 
or commercialization of goods, services, and activities of cultural, artistic, or heritage-related origins” [1], p.11]. Launched in 2004, 
UNESCO’s Creative Cities Network (UCCN) strengthens cooperation between public, private, and civil society sectors, with culture as a 
driving force for development. UNESCO’s Creative Cities Network divides its label into seven creative fields: Crafts and Folk Arts, 
Design, Film, Gastronomy, Literature, Media Arts and Music. 

The tourism sector is included in the creative cities’ development through products that differentiate the destination and are 
directly linked to local and territorial characteristics. For example, the city of Burgos, a creative city of gastronomy, has positioned 
itself around healthy gastronomy and has focused on tourism promotion based on this resource. The cases of Edinburgh and Barcelona 
(both cities of Literature) are also interesting [2] because they joined their creative field with tourism products or promotion, such as 
different literary festivals and itineraries based on novels or their authors. As it is a great instrument for destinations’ competitiveness 
[3], the alignment of creative industries with the tourism sector is continuously increasing. For example, Barcelona’s city council aims 
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to integrate the city’s creative industries within the destination narrative account through a political policy [4]. The forced hiatus due 
to the COVID-19 pandemic has given destinations the occasion to rethink the different strategies and proposals to find alternatives to 
mass tourism for a more sustainable, creative, and experiential model [5]. 

The synergies between creative industries and tourism take root in cultural tourism, which has been experiencing a transformation 
since the beginning of the 21st century [6,7]. Cultural tourism was historically based mainly on tangible assets; nevertheless, these 
assets grew in diversity, from monuments or museums to heterogeneous elements like contemporary art [8]. Moreover, the 
contemplation of tangible culture has turned into a more active interaction, where visitors are now part of the co-creation of the 
experience. Nowadays experiences are at the center of tourism demand [9], making the trip unique and personalized. Interactive or 
sensory experiences provide them with unique memories, like a “mental souvenir” [10], as well as an anchored vision of the territory 
through its cultural features. 

The shift from an economy based on products and services to an economy based on experience, where visitors live a memorable stay 
that can transform their way of thinking and acting, is at the center of the “creative turn of tourism” [11]. Creative industries bring a 
paradigm shift in tourist activity, and more specifically in cultural activity, by contributing to these experiences. In 2020 a European 
project called Traces–Cultour Is Capital [12] was initiated between eight European countries to involve the tourism and creative in-
dustries sectors in laboratories where local resources would be used to shape innovative tourist products. The synergies that are 
established between the two sectors are the pillars of the project and announce a powerful potential for the cities’ development and 
tourism offer. In this context, cultural capitalization is one of the more effective tools to project uniqueness and augment competi-
tiveness amongst destinations through their differentiation [13]. 

The creative industries are very diverse and include also the intangible assets of a territory, such as heritage. Intangible cultural 
heritage (ICH) is not only a representation of the past and its tradition but also a strong pillar for development and creativity. Indeed, 
some ICH are represented as a creative field in the UNESCO Creative Cities Network, or UCCN [14], such as Crafts & Folk Art or 
Gastronomy. Also, their impact on tourism was recognized in the first UNWTO Study on Tourism and Intangible Cultural Heritage [15], 
following the World Tourism Day 2011 on “Tourism–Linking Cultures”. The report demonstrates how ICH can benefit the local 
community by also involving them, like with “Handicrafts and visual arts that demonstrate traditional craftsmanship”. At the same 
time, the report shows the challenges of converting ICH into tourism products, especially when language or big cultural gaps impose 
their limits: the ICH category “Oral Traditions and Expressions, including Language as a Vehicle of Intangible Cultural Heritage”, since 
it depends on languages, is more complex to divulge to the international public. 

Creative industries and intangible heritage can play a foremost role within the strategic plans for post-pandemic tourism since they 
can contribute to improving tourism management and to the creation of new attractive spaces for creative workers, tourists, and 
residents. This way, their contribution to placemaking [16,17] and the creation of new experiences may help in the redistribution of 
tourism activity. Moreover, they also contribute to the creation and attraction of festivals or events that motivate the movement of 
visitors. Nevertheless, the broad scope of the notion of creative industries, as well as the different realities included within this concept, 
might complicate the development of concrete tourism products or strategies based on a particular creative industry. 

The impact of creative industries and tourism on the development of the cities, heritage, and their branding has been researched 
through case studies focusing on the UCCN label [18], or by applying indicators [19,20]. However, the consideration of the tourism 
sector as part of the strategy of the Creative Cities and not only as the outcome of the label has not been explored yet, moreover in a 
transversal way through all the seven UCCN creative categories. This paper aims to fill this gap through the analysis of concrete actions 
that are undertaken by the city members of the UCCN related to tourism. It aims at unveiling the relationship between creative in-
dustries and tourism in specific creative fields to understand the potential that these sectors can bring to the development of creative 
cities. This paper also contributes to the literature on the synergies between intangible heritage, creative industries, and tourism as part 
of a global movement for a more sustainable cultural tourism model. 

2. Creative industries as a generator of creative tourism 

Creativity as a key tool in tourism can provide singular and memorable experiences and increase tourism competitiveness [3]. To 
understand the synergies and potential between creativity and tourism, the first section of the literature review explores the char-
acteristics of tourism development based on creative industries. The other section shows tourism products or strategies generated by 
this synergy. 

2.1. Creativity and tourism experience 

The creative industries and tourism are increasingly important in city strategies. For more than a decade, culture has become a 
central element of the strategies of many destinations, both in terms of their development and their appeal [21,22]. In fact, destinations 
use creativity in their tourism strategies to increase their competitiveness [23]. 

The creative industries have progressively and successfully incorporated the tourism sector: “The creativity of the tourist is ach-
ieved less directly through exposure to creative atmospheres such as being present in creative events, places or atmospheres as creative 
clusters” [24], p. 19]. In the context of the experience economy defined by Pine and Gilmore [9], tourists are consumers of memorable 
experiences through attractive goods and services. According to Pérez-Martínez and Dolader [25], the main characteristic of expe-
riential tourism is the tourists’ involvement in the services or goods that are provided. Moreover, creativity is a powerful tool for the 
creation of unique and singular experiences, one of the reasons being the “active forms of involvement by tourists in the everyday life 
of destinations” [11], p.12333]. In that sense, the definition pinned by UNESCO during its international conference focuses on the 
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educational, emotional, social, and participatory interaction with the destination: creative tourism is “travel directed toward an 
engaged and authentic experience, with participative learning in the arts, heritage, or special character of a place, and it provides a 
connection with those who reside in this place and create this living culture” [26], p.3]. Thus, this connection creates a social impact by 
also providing a sense of belonging to a community through the visitors’ involvement. Finally, the personalization of services and 
goods as well as learning through experience are also key to experiential tourism. 

Moreover, for the Organization for Economic Cooperation and Development [27], the connection between tourism and the creative 
industries has great potential that is not limited to the generation of tourist experience demand. They state that the synergies between 
tourist activity and creativity could contribute to the destination’s image-building and promotion, the development of small-scale 
creative businesses and spaces, the generation of an attractive atmosphere, and the attraction of talent to foster the relationship be-
tween tourism and the creative industries or raise awareness of local culture, among others. 

Creative tourism, by its close relationship with the territory and its local assets, can contribute to the prevention of the homoge-
nizing effects of globalization and the “spectacularization” of society [28] by generating unique experiences. The unique experiences 
derived from creativity and tourism are based on the “EUA” triad composed of “Engaging”, “Unique” and “Authentic” [29]. The author 
refers to “Engaging” when the experience takes the senses, and the user dives into the experience, allowing the user to escape reality. It 
is “Unique” when the user perceives that what is experienced cannot be repeated, i.e. is singular. And finally, it is “Authentic” when it is 
original and based on the specificities of local heritage. These elements ensure success in the holistic tourist experience that the 
creative industries and intangible heritage can generate. Although the definition of cultural tourism is far from having reached a 
consensus, some characteristics, like authenticity, experience and co-creation are accepted and adapted in a constantly changing 
context [30]. 

Creative tourism was first named in Pearce and Butler [31] as a potential form of tourism and was further developed as a concept by 
Richards and Raymond [32] as one that offers visitors the opportunity to develop their creative potential by actively participating in 
the learning experiences based on a local heritage asset or knowledge that characterizes the destination. Thus, it presents an integrative 
experience that allows direct interaction between the visitor and locals, as well as the destination’s culture, providing the tourist with 
meaning through cultural exchange [33]. However, some studies highlight a discrepancy between developers and creatives regarding 
the relationship between creative’s work and tourism, putting this sector in a “blind spot in the business practices of creative entre-
preneurs” [34]. 

Among the different perspectives of the concept, Carvalho et al. [24] focus on the co-creation process, whereas the relationship 
with the cultural and creative industries is also explored as a framework to develop these experiences [35–38]. In that context, the 
natural and cultural assets of a territory are not meant to be “exploited”, but enhanced and optimized [19]. In this sense, it contributes 
to the development of an “orange” economy, a model that transforms ideas and goods into cultural and creative services in a sus-
tainable way. Indeed, because the creative approach to tourism is respectful of its surroundings and employs local businesses and 
resources which can conciliate their primary activity with tourism [39], it offers a great development tool for destinations as a “means 
of increasing social and relational capital, both for tourists and (local) providers” [37], p.5]. 

Intangible heritage resources and the creative industries also offer great potential to develop tourism products and experiences 
based on traditions, narratives, atmospheres, imagination, and creativity [24]. Different creative industries are directly linked to 
creating tourism products or experiences. According to Rodríguez [13], it is also a growing trend that fosters gastronomy and art 
products. However, because a tourism product requires a certain infrastructure and are aimed at being communicated and consumed 
by a visitor that does not necessarily hold the keys to its comprehension, some creative domains are more prone to be converted into 
tourism product than others. 

2.2. Tourism products based on creative industries 

Creative industries contribute to the creative economy by using, “as input or as an end, artistic-cultural production, involving 
handicrafts, popular manifestations, and popular festivals, museums, music, performing arts, visual arts, literature, book publishing, 
radio and tv, cinema, digital games, fashion, gastronomy, architecture, among other segments” [2], p. 166]. Some have direct links to a 
specific cultural tourism form, like film and literature tourism. Both are based on two industries that use fiction as a driver to 
“transport” the visitors in a dimension that convenes their memories and the emotions experienced, which will be compared during 
their visit [40]. Likewise, video games form an emerging tourism type that is gaining importance for the experiences that it provides 
[41]. Others, like the design or fashion industries, provide events such as festivals. Also, experts consider that creativity is a strong ally 
to intangible heritage because “models of cultural tourism based on tangible heritage are being augmented by growth in intangible 
heritage and creativity” [15], p. 12]. 

A creative economy might be a source from which to develop tourism products that enhance the destination’s narrative, as well as 
contribute to the redistribution of tourism activity within the city [42]. The creative tourism model exposed by Carvalho et al. [24] 
which is imported from the creative cities, takes into account the spatiality of creative tourism in its three fields of applications.  

1. Events, Festivals and Creative Spectacles, as a direct link between creative industries, creativity, and tourism;  
2. Creative spaces, redefining the spaces’ functions as well as creating creative clusters;  
3. Creative networks and creative itineraries. 

In the first category, “Events, Festivals and Creative Spectacles”, the public live an experience that is both collective and intimate. 
The public lives a powerful experience because it is shared collectively as a cultural event, such as listening to music, watching art, etc. 
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Therefore, it generates a context of collective emotions that are lived together with a group, making the experience enhanced by having 
shared it [43]. Therefore, on the one hand, a sensory and intimate relationship is established with the cultural event itself, shared with 
a community that has the same interests and motivations. In this way, the live experience as well as the memory of it are enhanced. On 
the other hand, another type of relationship is created by the personal experience lived by every spectator, thus generating a 
connection between the spectator and the artist. Festivals have the particularity of being recurrent, which also helps to build a 
destination brand (Cannes Film Festival, Edinburgh Festival Fringe, etc.). However, some events can be created as a “pop-up event”, 
which is intended as a temporary one, and also impact the city, for example, as a placemaking tool. 

Indeed, as we see in the second category, these events are also a powerful placemaking tool in redefining and dynamizing public 
spaces, contributing to the dispatching of visitor flows in different zones of the city. But placemaking is more than shaping cities: as 
Soja [44] argued with the concept of “Thirdspace”, it is not just the physical reality of the city that matters, but also the way that reality 
is represented and lived or experienced. Creative Placemaking is an evolving field that comprehends the arts, culture, and creativity as 
a tool in a community’s interest. Creative placemaking also contributes to change, growth, and transformation by building the 
character and quality of a place [45]. Indeed, the creative economy can add value through products and content, as well as by making 
these sites more distinctive and attractive [46]. This benefits the resident first and, by extension, the tourist. The clusters and hubs that 
have been created, like 22@ in Barcelona, are examples of attraction pools for exterior investments as well as local businesses and 
artists that cohabitate in an innovative and inspiring urban area. Professional events, such as conferences, gatherings, and residencies, 
are a significant showcase for a destination. Therefore, creative industries have an important component that influences the quality of 
life of everyone who shares such a space, and who appropriates it. Responding to economic logic, the creation of space clusters, which 
bring together creative producers and artisans, provides a creative environment for tourist consummation [17]. 

Finally, the third field of application refers to the definition of creative tourism seen before, as well as creative itineraries, like in 
film or literary tourism, which base their itineraries on scenes that appear in the stories or on elements that are part of the author’s 
biography, like their house. This type of creative itinerary appears in the form of complementary tourism offers that also shape the 
image of the destination. After seeing a movie that has an impact on someone, the next natural step would be to visit the place to know, 
live, and experiment with it [47]. The dialogue between tourism and fiction attracts potential visitors by preparing their visit with 
images that, during their stay, can be compared, reviewed, and lived in the first person, or also revisited after the trip. 

These three fields of application encompass the tourism products based on ICH and are detailed in the UNWTO Study on Tourism and 
Intangible Cultural Heritage report [15]. According to the report, these products can be developed through.  

• Creating cultural spaces or purpose-built facilities as venues to showcase ICH: Museums, or interpretation centers, can either collect 
objects that represent tradition (ethnological museums, for example) or offer a gastronomic experience that also dynamizes the 
territory [48]. Some other cultural spaces are, like in literary tourism, linked to the life of an author or the locations of its fiction.  

• Combining or bundling attractions to create a themed set for stronger market appeal: for example, wine tourism creates itineraries, 
visits to cellars, and tasting, thus working with different actors. Partnerships and innovative initiatives are particularly relevant to 
create strong and sustainable tourism products, as well as promoting entrepreneurship [49].  

• Developing new tour routes, circuits, or heritage networks, as well as using existing circuits or reviving networks, such as 
pilgrimage routes: new routes can lead to opening new public segments and being more inclusive [50].  

• Using or reviving festivals and events: These tourism-related products were particularly limited or canceled during the pandemic. A 
change in their management and a reformulation of their format, for example, to avoid overcrowding, have been identified as a 
challenge to address in the post-COVID-19 era [51]. 

Within ICH categories, the report states that “Gastronomy and Culinary Practices” are mostly represented in festivals like “Music 
and the Performing Arts”. “Social Practices, Rituals and Festive Events” are linked to traditions or the sacred, which are more delicate 
when it comes to their commodification in tourism products but can lead to festivals or pilgrimage routes. “Knowledge and Practices 
Concerning Nature and the Universe” can create itineraries based on transhumance or educational practices for tourists. A decade 
later, we can argue that the MICE sector (meetings, incentives, conferences, and exhibitions) has a great weight in the tourism strategy 
of a destination [52], which can also be linked to the creative industries and intangible heritage. Training and education, offered in 
these contexts or in mobility strategies, also contribute to dynamizing culture and destinations through tourism. 

Tourism, based on creative industries and ICH, can also contribute to the diversification of tourist areas in a city, especially in the 
pre–COVID-19 context, where many cities, like Barcelona, met the challenge represented by some massified areas. Thus, this type of 
tourism is presented as an alternative solution to a complementary offer of destinations [53], or, in the case of territories without a 
developed tourism industry, as an opportunity to introduce tourism within their economy. 

Therefore, the creative industries are generators of creative tourism, either through co-creation projects or by relying on creativity 
to optimize the tourism asset and convey singular experiences. The challenge is therefore to embody this potential in concrete pro-
posals and actions. Consequently, what kinds of actions do creative cities take with the tourism sector? 

3. Research methodology 

To answer the research question, exploratory research has been conducted on the UNESCO Creative Cities Network reports. As we 
detail hereinafter, a thematic classification [54] based on an inductive method led to highlighting the main actions related to tourism 
to analyze their tendencies. According to Paillé and Mucchielli [54], the “themes” (in our case, action categories) were detected in the 
text after two readings and shared the same fundamental characteristics. The inductive analysis has been carried out using NVivo, a 
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popular software for thematic analysis [55], which allows an intuitive coding process for qualitative analysis. 
UNESCO’s Creative Cities Network was created in 2004, but since 2016, the 246 city members have been required to publish a 

report on their activities every four years after the designation [56]. In these documents, cities share their experience during the last 
four years. They explain the major initiatives implemented and actions taken, as well as explain their strategy and plan for the 
following four-year period linked to the creative field for which they obtained UNESCO’s Creative Cities label. These reports are public 
and represent a fruitful source of examples and monitor good practices in developing their creative industries. Thus, as existing ac-
ademic literature already shows [57,58], the monitoring reports provide relevant data from which to acquire a comprehensive 
perspective on the trends and strategies followed by creative cities. 

Therefore, the data collection method consisted in retrieving all the tourism actions done by the UNESCO Creative Cities and put in 
their report. After two rounds of filtering the actions, 321 tourism-related were retrieved in a total of 112 reports, all between the seven 
UNESCO creative fields. 

All the available monitoring reports were downloaded during April 2021 for a first reading of the material to obtain a list of all the 
developed actions by city members. Of the 246 city members, only 127 reports were available online; the newest members had not 
published their first report yet, and the older ones might have more than one published. In that case, the analysis was limited to the last 
published document to focus on the latest actions and strategies led by the cities. Therefore, the corpus was limited to 112 documents. 
They were divided by their UNESCO creative field label: Crafts and Folk Arts, Design, Film, Gastronomy, Literature, Media Arts and 
Music. In the 112 documents, every concrete action displayed with a title was retrieved, for a total of 1901 actions. 

The second filter is aimed at identifying and isolating the actions developed by creative cities that have a relationship with tourism. 
To analyze them, NVivo software was used with the following search query: “touris*” or “visit*”, which indicates an action that has a 
specific intention directed to a public (tourist or visitor). The number of actions obtained after this second step was 321, which 
represents 17% of the total of actions carried out by UNESCO’s Creative Cities, distributed in 92 cities. Those actions are only those 
related to tourism and constitute the analysis material. 

For the data analysis, a typology was elaborated throughout the 321 actions to understand, on the one hand, what are the ten-
dencies followed by the creative cities regarding the type of tourism product, service, or action that are promoted. On the other hand, 
by crossing the type of actions with the seven UNESCO creative fields labels, the analysis highlights the tendencies, possibilities, and 
plans according to each field, which might be relevant and inspiring to adapt outside their own. 

The typologies were created by adopting an inductive categorization approach. The preliminary categories were applied based on 
the literature review, mostly inspired by the UNWTO 2012 report, and discussed between the authors to obtain consensus. The criteria 
were based on the tourism product or action characteristics as well as the aim and public objective of the action. They were then 
reviewed and re-configurated using academic literature when possible to provide exclusive definitions and avoid results discrepancy 
(see Table 1). 

Some categories were easier to identify, such as Festivals, which have a lot of literature and are characterized by the time factor 
[59]. Pop-up events were separated from the festivals because they represent a single non-recurrent initiative [60], that requires 
another type of management and generates different impacts than a festival: it could be a concert, a book fair, a culinary event … As for 
the professional events; which include conferences, conventions, congresses, seminars, trade shows, business exhibitions, incentive 
events, or corporate/business meetings [61]; they represent the MICE sector, which is underrepresented in the literature on creative 
industries, intangible heritage, and tourism. Education refers to training programs, residencies, exchange programs, and workshops …, 
that is, activities that are not intended for professionals only, like the previous category, because they are in the learning area. 
Following Richards and Munsters [64], cultural tourism products and heritage types of equipment refer to creating a museum, 
interpretation centers, or library, as well as routes, itineraries, or maps. They are products consumed by cultural tourists. Finally, some 
actions were not identified in the previous categories because they were not described sufficiently in the report, as they are intended as 
a plan or a strategy, or because they are ongoing in a larger action. They were labeled as Initiatives. These heterogeneous actions are 
developed by city councils and stakeholders and could include various activities. In this sense, it could refer to a global project that is 
planned, to hubs in which they can mix cultural equipment with training education and other initiatives, or else to a political strategy. 
Nevertheless, since it is necessary to adopt a common definition under which to comprehend and categorize this vast variety of ac-
tivities included in this category, we understand them as “Pilot projects, partnerships, and initiatives associating the public and private 
sectors, and civil society”, as one of the main areas of actions of the UNESCO Creative Cities Network according to UCCN mission 

Table 1 
Categories to classify the different tourism-related actions carried out by the cities. Source: Own authors (2021).  

Category Definition 

Festivals “… a periodically recurrent social occasion in which [ …] all members of a given community participate directly or 
indirectly …” [59] 

Pop-up events Temporary occupation of spaces for value-creating practices [60] 
Professional events Conferences, Conventions, Congresses, Seminars, Trade Shows, Business Exhibitions, Incentive events, Corporate/ 

business meetings [61] 
Education Educational tourism [62,63]: Workshops, exchanges, lectures, etc. 
Cultural tourism products and heritage 

equipment 
Cultural tourism supply and specific cultural tourist services related to cultural attractions to which other general 
tourist services can be added [64]. Heritage equipment: museum, gallery, arts center, library, etc. 

Initiatives “Pilot projects, partnerships and initiatives associating the public and private sectors, and civil society” (UCCN mission 
statement, quoted in Ref. [2])  
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statement reported by Guimarães et al. [2]. 
As in any classification exercise, these categories do not exist per se but serve our objective by separating the actions by their aim 

and public objective, which helps to understand how and to whom the cities direct their development strategies in their creative field. 

4. Findings 

The results are organized into two main sections. The first one presents the findings at a global and transversal level between all the 
creative fields, for the totality of the 321 actions that were extracted. In the second one, each creative field is detailed regarding the 
type of actions that are related to them. 

From the 112 cities that published a report for the Creative Cities Network, 92 were identified as having written at least an action 
related to tourism. They are concentrated mainly in Europe, America, and East Asia. In the latter, almost all the reports include at least 
an action related to tourism. 

Almost half of the cities which include tourism (42%) have only 1 or 2 actions related to tourism. Those who have 3 or 4 actions 
represent 30% of the total, almost the same proportion of the cities that wrote between 5 and 11 actions (28%). In fact, in the 4 cities 
that have published the greatest number of actions in tourism (between 9 and 11 actions), Japan is represented on 3 occasions and in 3 
different creative fields: Sapporo (Media Arts), Tsuruoka (Gastronomy), and Sasayama (Crafts & Folk Art). The city of Linz, in Austria, 
is the one that has the greatest number of tourism-related actions (11) concentrated in Media Arts. 

4.1. Types of action and their relation to the creative fields 

The 112 reports are distributed in a balanced way between five creative fields that published between 22 and 18 reports each: 
Design (22), Literature (20), Crafts & Folk Art, Music and Gastronomy (18 reports each). The last two are Media Arts and Film, with 9 
and 7 reports respectively. 

However, the number of actions related to tourism is not proportional to the number of reports (see Fig. 1). The Crafts & Folk Art 
category, which was the 3rd regarding the number of reports (18), has published the greatest number of actions (73), representing 
almost 25% of the total. It is closely followed by Literature and Gastronomy (65 actions each). Film, which has the least number of 
reports, is also the last one with 12 actions. This could be explained by the fact that the actions related to this creative field are 
commonly linked to festivals or other activities that implicitly are directed to all public, visitors, or tourists. For a similar reason, 
tourism-related actions in the Music field are also particularly low, considering the number of monitoring reports published by those 
cities. For that, this result doesn’t mean that the total of actions is low, but that these actions were not explicitly identified as related to 
a tourism strategy. 

As for the type of actions that were identified throughout the 112 reports (see Fig. 2), 159 have been categorized as Initiatives, 
representing half of the total actions. As described in the methodology section, this category englobes many types of actions that could 
not be positively categorized into another type, or that mix different strategies, like the hubs, or that represent projects and plans that 
act as umbrellas for different punctual and concrete actions. This is the case, for instance, of the Maruyama Village plan in Tamba 
Sasayama, which consists in renovating an old hamlet, creating new job opportunities, environment preservation, and creating a hub 
to dynamize the territory. 

Given the political nature of the reports, which justify the membership of the creative cities in the network, those actions related to 
strategies, plans, and policies are published as intentions to be carried out in the coming years, as well as demonstrating the goals that 
have already been achieved. For our analysis, these actions have been categorized as Initiatives. Examples of these are a) the promotion 
of a city as a tourism destination through the creation and improvement of its website, as in the case of Santa Fe, or b) the construction 
of buildings or the creation of new spaces to facilitate, introduce, and promote a creative industry as such in the city. These hubs, like 
the one built around the gastronomy creative field of Parma, are an example of those new spaces that cannot be considered classical 

Fig. 1. Number of identified tourism-related actions per creative field. Source: Own authors (2021).  
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heritage equipment and, thus, have been categorized as Initiatives. 
Festival is the second most common type of action detected (55), the reason for that being that they can be associated with all of the 

creative fields. However, in general, they are not usually renowned events and their role in the promotion of the destination is not as 
relevant as it could be, since they are specialist festivals or events. Cultural tourism products and heritage equipment follows with 36 
actions. They include products such as itineraries, maps, museums, or libraries, such as the Literary Walks in Krakow or the Italian 
Museum of Audio-visual and Cinema in Rome. Pop-up events and Education have 28 and 26 actions respectively. An example of the first 
could be the Island concerts series in Tongyeong, and as an example of Education, the ceramic apprenticeship program in Icheon, which 
is offered to local and international trainees, could be mentioned. Finally, Professional events, like the Krakow International Book Fair, 
have the lowest number of actions (17). 

4.2. Tendencies by creative field 

In this section, the distribution of action types by creative field will be explained. The order of the creative fields that are detailed 
will be from the one with the greatest number of actions to the least. As for the type of action, as stated before, Initiative is the one that 
is the most important. It is so in a transversal way, as it is the type of action that dominates each creative field. Therefore, the results 
will focus on the other action types. A general quantitative overview can be seen in the following table (see Table 2). 

Firstly, as said before, Craft & Folk Arts is the creative field with the highest number of identified actions related to the tourism 
sector. In this field, the actions related to Festival (15), Pop-Up Event (9), and Education (9) stand out as having more actions than in 
the other creative fields. The case of Tamba Sasayama stands out since the city organized five different festivals during the period 
covered by its monitoring report (2015–2019). Only 2 Cultural tourism products and items of heritage equipment were detected in 
Jaipur; one consisted in organizing heritage walks during world tourism day and the second refers to a project of augmented reality to 
promote intangible and tangible local arts, crafts, and cuisine, by making them visible to visitors and locals. A potential explanation for 
these scarce findings in cultural tourism products could be the close relationship of this cultural and creative field to creative tourism, 
which focuses on offering experiences directly and, this way, it does not always need “classical” cultural tourism products such as 
routes or museums to be showcased in tourism contexts. 

Within the Gastronomy field, the actions tagged as Initiatives have the highest number (35) out of all the creative fields. As was the 
case for the previous field, Festival follows (11). Some examples are the annual Bergen Food Festival, the Islands and Flavors festival in 
Belem, and the Phuket Chinese New Year and Old Phuket Town Festival. The 3rd position is shared between Cultural tourism products 
and heritage equipment and Pop-Up event (6). And, finally, Professional event has the least actions (2). 

In third position, Literature is the field that offers the most Cultural tourism products and heritage equipment (15) among the 
creative fields, items such as walks or maps; this is the case of, for instance, Barcelona’s or Ulyanovsk’s Literary Maps, or the Writer’s 

Fig. 2. Number of identified tourism-related actions per category. Source: Own authors (2021).  

Table 2 
Quantitative results of tourism-related actions per creative field. Source: Own authors (2021).   

Craft & Folk Arts Gastronomy Literature Design Media Arts Music Film 

Initiative 30 35 31 26 14 18 5 
Festival 15 11 7 9 7 3 3 
Cultural tourism products 2 6 15 5 4 1 3 
Pop-up event 9 6 3 5 3 2 0 
Education 9 5 5 2 2 2 1 
Professional event 8 2 4 0 2 1 0  
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Museum in Edinburgh. Festival follows with 7 actions. It is also the creative field with the highest number of professional events (4), 
the reason for which is the considerable number of book fairs. 

The creative field of Design also uses festivals (9) as a main tool for tourism purposes. Cultural tourism products and heritage 
equipment and Pop-up event follow with 5 of each, and finally Education activities with 2 examples. In this category, there is no 
Professional event. The Initiatives are focused on Placemaking strategies, as shown by the example of the pop-up park in Budapest, 
which generated tourist interest. A similar approach was taken by the Media arts field. For instance, an example of a Media arts 
initiative is the Playable City in Austin, whose main objective is to reuse the city’s infrastructure through workshops, art, presentations, 
and other outdoor activities, with interactive strategies. Festival is, as in most of the creative fields, the second most used type (7), 
followed by Cultural tourism products and heritage equipment (4). 

In the Music field, Festival is obviously also the leading category after Initiatives. An example of a festival in this creative category 
with a considerable impact on tourism is the Festival Panafricain de Musiques–Brazzaville. Pop-up events and Education activities 
follow (2 each) and Cultural tourism products and heritage equipment and Professional event are to be found last (1 each). In the end, 
Cinema has Festival and Cultural tourism products and heritage equipment as leading actions (3 each) after Initiatives. There are no 
actions related to Professional event and Pop-Up event. Therefore, the Cinema creative field corresponds to the least prolific field in 
generating tourism-related activities according to the reports analyzed. 

5. Discussion 

The result that most raises awareness of the touristic potential of the creative industries is the high percentage of activities (17% of a 
total of 1301 actions) related to tourism. The relevant presence of tourism-oriented actions within UNESCO Creative Cities’ strategies 
is following the transformation of cultural tourism and its progressive integration of new dimensions of culture beyond tangible at-
tractions [6,7]. It also suggests that creative industries are already present in the tourism strategy for a relevant part of the cities in the 
UNESCO Creative Cities Network. This was an expected result since joining UNESCO Creative Cities Network may be comprehended as 
part of a major strategy to showcase a city as a cutting-edge territory for a particular creative industry. 

Given the political dimension of the analyzed documents, findings also show that policymakers consider the urban creative at-
mosphere as playing a key role in increasing the attractiveness of destinations [46]. In this sense, the integration of the tourism 
dimension in creative cities allows the improvement of the destination by, for instance, the development of creative initiatives that 
build more appealing urban settings for tourists [24], as well as the creation of small-scale creative businesses, spaces, and services 
businesses that allow the interaction between locals, visitors, and producers [27]. Therefore, fostering the binomial of tourism and 
creative fields may also be considered part of building this city’s branding, as Guimaraes et al. [2] state. If tangible heritage is still a 
dominating feature of a destination’s image, many other sources or assets influence a destination’s image, including autonomous 
sources that are not directly linked with tourism [65]. An analysis of the image of Barcelona as projected in its promotional videos 
shows that Gastronomy and Wine, as well as Intangible Heritage, are both part of the four features most represented in the videos, so 
they are relevant assets to expose [66]. However, the study deplores that creative industries, which are an important part of Barce-
lona’s development strategy, are underrepresented in the destination image. 

Nevertheless, results show some differences between the creative fields in developing their relationship with tourism. Some cre-
ative industries such as Crafts & Folk Art, Gastronomy, Literature and Design, have a more consolidated relationship with the tourism 
industry than the other ones. Nevertheless, all the creative fields show relevant examples of developing a tourism offer based on 
creative industries. This shows that creative industries may be part of strategies to increase the tourism competitiveness of urban 
destinations [3,23]. 

Promoting tourism with creative industries permits destinations to develop a unique tourism offer [29], since it is closely linked to 
the local and “real” activity, actively giving substance to the destination identity. Following Stasiak’s [29] thoughts, basing the 
development of the tourism offer on the local creative substrate may also be seen as a strategy to create more authentic tourism ex-
periences. That is because the creation of tourism products must showcase what is happening within the destination and not staging or 
“faking” an image based on stereotypes. 

Results also show that spatiality is vital in developing a tourism offer based on creative industries, as Carvalho et al. [24] fields of 
application in creative tourism demonstrate. For instance, our findings show that, on the one hand, giving visibility to creative in-
dustries through different events that may attract local and international visitors is present in most destinations analyzed. Moreover, 
on the other hand, raising awareness of urban places with a semantic relationship with creative industries through maps and routes 
appears within the practices of the analyzed destinations, which confirms the potential of relating creative industries with the 
development of tourism products. 

To this aim, the experience in developing tourism products based on intangible cultural heritage and creative industries may be 
particularly fruitful. Indeed, our findings confirm that creating cultural spaces to showcase the relevance of a creative industry within a 
destination and developing itineraries are strategies already being used by UNESCO Creative Cities to develop tourism experiences. As 
Mendes et al. [50] state, this is relevant for appealing to a non-specialist visitor who is not visiting the destination based on its 
relationship with a creative field but may consider discovering the creative city through this kind of tourism product. Besides, it is also 
relevant to identify possible collaborations between different creative areas; for instance, given the close relationship between liter-
ature and film [40], the possibilities of cooperation within the framework of a particular festival, or developing some other tourism 
products that have yet to be tried. Besides, the presented cases in this analysis may also be considered a benchmarking contribution 
that facilitates the exploration of initiatives not yet explored. 
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6. Conclusions 

This study analyzed how UNESCO Creative Cities integrate a tourism perspective into their creative city strategy. It has explored 
the variety of actions developed by UNESCO Creative Cities that present an explicit interest in tourism, and that allow making tangible 
the potential close relationship between creative industries and the tourism sector. For this purpose, a descriptive analysis has been 
carried out through a content analysis of the most recent monitoring reports of UNESCO Creative Cities. This analysis has identified 
and categorized the different actions developed by those cities with a tourism approach. This has allowed the highlighting of common 
practices by which to integrate a creative atmosphere with the tourism industry. 

Considering this context, the segmentation of the findings by their creative dimension aims to be a relevant information source for 
public policy-makers, as well as local businesses that plan to generate a tourist offering built upon the creative industry of the 
destination. This paper expects to facilitate the identification of possible actions to develop the creative environment of each desti-
nation. For instance, beyond festivals, creative dimensions such as Crafts & Folk Art or Gastronomy also can develop cultural tourism 
products such as routes and visits to local producers to create a non-temporary tourism offer. Nevertheless, it is necessary to integrate 
the development of tourism products based on creative industries in destination strategic plans and foster the implication of creative 
industries stakeholders in tourism activity. In this sense, it would be necessary to proceed with a further analysis of the different 
initiatives carried out by the UNESCO Creative Cities members to identify best practices as, for instance, the diffusion of business 
opportunities developed by the Edinburgh Tourism Action Group [67] in relation with the Edinburgh UNESCO City of Literature. 

The present study presents different limitations. First, the sample has been built considering UNESCO Creative Cities Network and 
for this reason, some relevant cities were excluded from this analysis. Second, the research has been limited to only one creative field 
per city, the one by which they joined UNESCO’s network. Some cities have interesting and innovative tourism projects and actions 
that were excluded if not written in the report because they are unrelated to their creative field. Finally, further research would be 
needed to perform an in-depth analysis of the particular actions developed under the wide Initiatives category, complementing the 
content analysis developed in the present article with other qualitative techniques. 

Nevertheless, our results allow us to draw general trends. For instance, cities mainly base their initiatives on the fostering of 
synergies between creative industries and tourism via two different activities, i.e., festivals and tourism products such as routes. At the 
same time, the cities that adopt a considerable number of tourism initiatives are still scarce. Therefore, there is still room to grow and 
explore innovative and active ways to develop attractive spaces and experiences for tourists based on creative industries and intangible 
heritage. In this sense, another value of the presented analysis lies in the fact that it demonstrates the potential of binding tourism and 
the creative industries together and also permits the identification of interesting case studies to explore and identify innovative 
strategies in terms of products, governance, or promotion. At the same time, this analysis has focused on only one creative field per 
city, since UNESCO’s Creative Cities join the network in just one creative field. Therefore, an interesting future research line could be 
to explore how the different creative fields interact and collaborate with the destination, as well as how this collaboration is promoted 
by the city council or other agents. 
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[25] V.M. Pérez-Martínez, M.Á.M. Dolader, Narrativa transmedia y turismo experiencial: relatos sobre el patrimonio y la herencia judía en Aragón Sefarad, Church, 

Communication and Culture 3 (3) (2019) 389–407, https://doi.org/10.1080/23753234.2018.1535247. 
[26] UNESCO (Creative Cities Network), Towards Sustainable Strategies for Creative Tourism: Discussion Report of the Planning Meeting for the 2008 International 

Conference on Creative Tourism, 2006 Available at: https://cdlmurcia.es/wp-content/uploads/2017/11/Towards.pdf. (Accessed 22 July 2021). 
[27] OECD, Tourism and the Creative Economy, 2014, https://doi.org/10.1787/22239804. 
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