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Abstract: A global survey was conducted in 2022 with the aim of identifying what profes-
sionals in the cultural and creative industries (CCIs) expect from collection-based organisa-
tions (CBOs) and what their contribution to their preservation, management, and/or use
could be. A total of 151 responses were obtained from the five UNESCO regions, the ma-
jority of whom were between 31 and 50 years of age, which is convenient when analysing
the responses as they are active and belong to different creative sectors. The results are
very positive, demonstrating that museum collections are didactic materials through which
design students and CCI stakeholders learn to approach the past critically and creatively,
create meaning, and co-create their future heritage. Likewise, the alliance of CBOs with the
SDGs represents a key tool to experiment with and call for action to achieve the goals of the
2030 Agenda. The results enable CCIs to identify and bridge gaps in their role as creative
developers, strengthening their collaboration with heritage organisations. This paper aims
to show the results of the survey and the first actions aimed at developing meaningful,
inclusive arts- and culture-based interventions to support sustainable development.
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1. Introduction
In the aftermath of World War II, members of the Frankfurt School, spearheaded

by Theodor Adorno and Max Horkheimer, introduced the phrase ‘culture industry’ as
a scathing critique of mass entertainment. This term was deliberately provocative, as it
juxtaposed two concepts—culture and industry— which were considered antithetical. The
notion of “culture industry” was employed in polemical arguments to highlight the per-
ceived constraints of contemporary cultural experiences and has since gained prominence
worldwide [1]. Cultural and creative industries (CCIs) are generally understood as sectors
that produce goods and services based on cultural, artistic, or creative content [2]. These
industries include areas such as visual arts, performing arts, design, advertising, film,
music, publishing, and digital media. They also play a vital role in economic and social
development. In many countries, they contribute significantly to GDP, job creation, and
export earnings.

Beyond its economic impact, creative industries foster innovation, enhance cultural
diversity, and contribute to social cohesion. In fact, the cluster report of the European
Observatory [3] recognises the value of the creative industries as promoters of European
identity and culture, while generating new ideas that can lead to the production of new
and varied products [4]. As stated in the OECD report on the role of culture and creative
industries in the economy [5], culture and creativity also have an enormous impact on

Heritage 2025, 8, 140 https://doi.org/10.3390/heritage8040140

https://doi.org/10.3390/heritage8040140
https://doi.org/10.3390/heritage8040140
https://creativecommons.org/licenses/by/4.0/
https://creativecommons.org/licenses/by/4.0/
https://www.mdpi.com/journal/heritage
https://www.mdpi.com
https://orcid.org/0000-0003-0680-9364
https://orcid.org/0009-0001-8308-6158
https://orcid.org/0009-0007-9678-782X
https://doi.org/10.3390/heritage8040140
https://www.mdpi.com/article/10.3390/heritage8040140?type=check_update&version=2


Heritage 2025, 8, 140 2 of 23

social cohesion and development, in particular, by understanding cultural products as
the memory of a community and as generators and drivers of creative ideas for future
generations. CCIs, therefore, not only bring economic benefits in their own right but also
help shape cultural identity, promote creative expression, and improve quality of life. As
drivers of the knowledge economy, creative industries are increasingly recognised as key
to sustainable development and competitive advantage in the 21st century.

Cultural heritage (CH), on the other hand, whether material (monuments, artefacts,
and archaeological sites), intangible (traditions, languages, and rituals), or natural (land-
scapes and biodiversity sites), serves as a foundation for identity, education, and economic
growth [6]. Regardless of its form, heritage preservation and promotion can drive sustain-
able development by fostering community engagement, tourism, and creative innovation.
The methods of safeguarding heritage may differ, but the broader contribution to social
cohesion, economic vitality, and environmental awareness remains consistent [7].

In this sense, both are aligned with the Sustainable Development Goals (SDGs). Even
though the management of CH and CCIs varies significantly across countries due to
differences in governance structures, funding mechanisms, and policy priorities, the ability
of CCIs and CH to contribute to sustainability remains universal, demonstrating that the
type of heritage or industry is not a limiting factor [6,8]. In fact, the SDGs to which CH
and CCIs contribute are not restricted to specific heritage types or creative sectors. Goals
such as SDG 8 (Decent Work and Economic Growth), SDG 11 (Sustainable Cities and
Communities), SDG 4 (Quality Education), and SDG 10 (Reduced Inequalities) are directly
linked to cultural industries and heritage, irrespective of their form. Even SDG 13 (Climate
Action) benefits from cultural and creative practices that promote sustainable production,
eco-conscious storytelling, and environmentally responsible tourism. The interconnections
between culture and sustainability mean that CH and CCIs hold relevance across diverse
development agendas.

Therefore, the nexus between CCIs, cultural heritage, and the SDGs represents a
highly promising domain for fostering economic, social, and cultural growth in modern
societies. CCIs have the unique ability to reinterpret and revitalise cultural heritage, making
it relevant to contemporary audiences while preserving its intrinsic value [9].

This study explores how these contributions materialise across different contexts,
emphasising the cross-cutting value of CH and CCIs in achieving sustainable development
worldwide. By analysing these variations, we aim to highlight best practices and propose
strategies for maximising the impact of cultural industries on heritage preservation and
sustainability. Even though our analysis provides a broad context, and both profiles and
management systems can vary, our study allowed us to identify generalizable insights of
how CCIs can contribute to CH in SDGs, which is a field that, to the best of our knowledge,
remains underexplored. The authors of this paper conducted a global survey targeted at
CCIs between May and December 2023. The objectives were threefold: (1) to understand
what professionals from the CCI sector expect from collection-based organisations (CBOs);
(2) what their possible contribution to their preservation, management, and/or use could
be; (3) to analyse how CCIs can contribute to the Sustainable Development Goals (SDGs) in
liaison with CH.

2. State of the Art
Cultural and creative industries were initially defined by UNESCO as “Those sectors

of organized activity whose main purpose is the production or reproduction, promotion,
dissemination and/or marketing of goods, services, and activities with a cultural, artistic
or heritage content” [10]. Years later, in the Creative Economy Report [11], the term
creative industry encompassed cultural industries, recognising their capacity not only to
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generate economic benefits but also to generate deeper social meanings. On the other
hand, the European Union [12,13] understands cultural and creative industries as “those
whose activities are based on cultural values or other individual or collective creative
artistic expressions, ensure the development of societies and are at the heart of the creative
economy, but are also fundamental to the sense of European identity, culture and values”. In
2010, with the publication of the Green Paper of CCIs [14], the EU defined cultural industries
as follows: “Those that produce and distribute goods or services which, at the time they
are being created, are considered to have a specific attribute, use or purpose embodying
or conveying cultural expressions, irrespective of the commercial value they may have”.
This document reinforced the idea of creative industries as enablers of sustainable local
development while simultaneously raising awareness and promoting favourable changes
in society.

According to the United Nations Conference on Trade and Development (UNCTAD),
the economic contributions of the creative economy vary across countries, ranging from
0.5% to 7.3% of GDP and employing between 0.5% to 12.5% of the workforce. Nonetheless,
beyond economic metrics, CCIs are instrumental in achieving the SDGs. The United Nations
Development Programme (UNDP) emphasises that a well-nurtured creative economy can
lead to structural economic transformation, job creation, and social inclusion, thereby
advancing sustainable human development [15]. In this sense, researchers and policy
experts have postulated that CCIs yield advantageous knowledge externalities capable
of tackling sustainable development challenges. Some initiatives and practices in science,
politics, and society offer an open alternative that needs to be further developed for a
more sustainable future of humanity. In fact, creative and cultural industries go beyond
a mere contribution to economic development; their value lies in their contribution to
the production of cultural values [16]. More specifically, CCIs indirectly facilitate other
sustainability pillars by ensuring the economic viability of development and promoting
social inclusion [17]. In fact, we can argue that they directly impact sustainability through
their intrinsic links with innovation and creativity [18]. They can foster dynamic knowledge
processes that rely on knowledge flows even beyond their sector boundaries [19], and
heritage management and performing arts can become intertwined with downstream areas
such as design and media production through digital technologies [19,20].

Nowadays, CCIs are facing transformation, especially in the integration of technology
into creative processes, which has led to innovations such as AI-driven design or the use
of smart fabrics in fashion [20]. At the same time, there is a growing emphasis on SDG
consciousness, including community-based initiatives and ethical practices within CCIs.

CCIs are at a critical juncture, possessing the potential to drive sustainable develop-
ment, economic growth, and social inclusion. In fact, scholars have posited that exposure to
culture and creativity is essential for the psychological well-being of individuals and society.
In this regard, the Whole-School Approach to Education for Sustainable Development [21]
suggests that the transformations from early ages, where creativity and culture are present,
help drive broader changes by supporting participation in sustainable development. Re-
search has also shown that CH nurtures creativity and, in turn, enhances our appreciation
and understanding of the arts and their value. From a human rights perspective, arts and
cultural heritage collections constitute a powerful resource for peoples’ and communities’
identities and sustainable development processes [7].

Over the last five years, CCIs have been driven by international policies, such as the
2021 General Assembly of the United Nations (UN), where the International Year of Creative
Economy for Sustainable Development was declared, an initiative that calls attention to
the role of the CCIs in achieving the UN’s Sustainable Development Goals [22]. This
declaration underscored the vital connection it sees between the CCIs and sustainability,
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particularly through the generation and sharing of knowledge [15]. It is evident that the
UN places a significant emphasis on the relationship between sustainability and the CCIs,
given that the Sustainable Development Goals (SDGs) can be conceptualised as a ’social
imaginary’, which individuals, organisations, and authorities collaboratively construct in
terms of identifying priorities and desired programmes of action [23].

Research shows that CCIs have a major role in driving the economy, not only by
fostering innovative solutions for a more sustainable economy but also by being the driving
force of innovations in non-creative industries. Some scholars argue that CCIs can improve
our ways of living, including human–nature interaction, especially by building community
based on ancestral knowledge [6,8,24], which builds cohesive communities through the
generation of localised knowledge [25]. Some others contend that CCIs contribute to
various aspects of sustainability by generating job opportunities in sectors such as tourism,
retail, and transport, particularly benefiting disadvantaged groups and areas [19,24,26],
while some others specify that CCIs improve competitiveness, while maintaining the model
of a social market economy and the efficient use of resources [6,27,28].

Nonetheless, the complexity of CCIs creates a complex puzzle where the management
of CH and CCIs varies significantly across countries due to differences in governance
structures, funding mechanisms, and policy priorities. Some nations prioritise state-led
conservation and public funding [29], while others rely on private investment, community-
driven initiatives, or hybrid models combining public and private efforts [30].

But, despite these differences, the ability of CCIs to contribute to sustainability remains
universal. In this sense, CCIs and CH are intrinsically linked, with their interaction fostering
economic growth, social cohesion, and the preservation of cultural identity when involved
in the development of collection-based activities, facilitating a transformative dialogue
of their practices towards more socially-engaged ways of working by fully recognising
themselves as trusted inter-sectoral institutions, as well as meeting places where cultural,
social, and environmental knowledge can be found and strengthened [31]. Hence, CCIs
can promote sustainable development at broader levels by using their intrinsic values
and practices [32,33]. It is no surprise since CCIs contribute to sustainability, regardless of
their specific domain. Whether through the revival of traditional craftsmanship, digital
storytelling for cultural education, or urban regeneration through creative industries, the
impact of CCIs transcends sectoral boundaries. Their ability to create employment, promote
inclusion, and foster innovation ensures that they remain critical drivers of sustainable
development, no matter their field of operation.

On the other hand, as mentioned, CH in relation to the SDGs and sustainable devel-
opment must be realised in a rights-based approach in the sense that ‘who decides’ and
‘why’ is a crucial determinant of what culture is, or should be, ‘for’ in order to avoid overly
instrumentalist approaches that reduce ‘culture’ to the fulfilment of certain top-down
agendas [23,34].

Indeed, CH has an important role in sustainable development and regional resilience.
It ensures employment and impacts tourism development and entrepreneurship, conse-
quently influencing increased income for the local population as well as tax revenues for
the government. Further on, its role in ensuring social sustainability is seen in the social co-
hesion, inclusion, participation, and local community well-being [8]. It may equally ensure
environmental sustainability by promoting a greener economy and climate adaptation [35],
as well as cultural sustainability, since heritage is often featured in the literature, films,
music, and visual arts. Its educational and scientific role is also immense, as heritage is
often used in (in)formal education or is a subject of various research [36].

Cultural heritage—whether material (monuments, artefacts, and archaeological sites),
intangible (traditions, languages, and rituals), or natural (landscapes and biodiversity
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sites)—serves as a foundation for identity, education, and economic growth. Regardless
of its form, heritage preservation and promotion can drive sustainable development by
fostering community engagement, tourism, and creative innovation [37]. The methods of
safeguarding heritage may differ, but the broader contribution to social cohesion, economic
vitality, and environmental awareness remains consistent [38,39].

Finally, SDGs to which CH and CCIs contribute are not restricted to specific heritage
types or creative sectors. Goals such as SDG 8 (Decent Work and Economic Growth),
SDG 11 (Sustainable Cities and Communities), SDG 4 (Quality Education), and SDG 10
(Reduced Inequalities) are directly linked to cultural industries and heritage, irrespective
of their form. Even SDG 13 (Climate Action) benefits from cultural and creative practices
that promote sustainable production, eco-conscious storytelling, and environmentally
responsible tourism. The interconnections between culture and sustainability mean that
CH and CCIs hold relevance across diverse development agendas. Moreover, culture
and creativity within sustainability can be understood as concepts that include several
interconnected and non-exclusive definitions. In fact, the nexus between creative industries,
cultural heritage, and SDGs represents a highly promising domain for fostering economic,
social, and cultural growth in modern societies [15].

Thus, despite variations in management approaches and visitor demographics across
different regions, the contributions of CH and CCIs to sustainability are universal. The
richness of cultural expressions, whether tangible or intangible, and the diversity of creative
sectors only enhance their potential to drive social, economic, and environmental progress.

Although scholars have argued that CCIs and cultural heritage have a strong liaison,
the mechanisms through which CCIs contribute to CH in SDGs remain underexplored. To
the best of our knowledge, there is no specific contribution to how they (a) understand the
role of CH and (b) contribute to CH and SDGs. The authors of this paper conducted a global
survey targeted at CCIs between May and December 2023. The research objective was to
answer some of these questions with the aim of identifying what professionals from the
CCI sector expect from collection-based organisations (CBOs) and what their contribution
to their preservation, management, and/or use could be.

The results show how cultural heritage practitioners can bridge the gap in their role as
cultural conservators, thereby enhancing creativity in their collections. Moreover, the results
can help develop a specific toolkit to bring the creative industry closer to the collections
and the first actions aimed at developing meaningful, inclusive arts- and culture-based
interventions to support sustainable development.

3. Materials and Methods
The methodology was carefully designed to address the research questions by focusing

on the expectations and contributions of professionals in CCIs regarding their engagement
with CBOs and their role in sustainable development.

It was based on a survey sent through an online questionnaire during July-December
2023, containing both structured and unstructured questions. The survey was disseminated
through the ICCROM, the International Centre for the Study of the Preservation and
Restoration of Cultural Property, which is an intergovernmental organisation working in
service to its Member States. Currently, their network comprises 137 Member States and a
vast network of conservation professionals and institutions through which it organises and
coordinates meetings to devise common approaches and methodologies. The reason for
working with this network was due to a fellowship of one of the authors of this paper.

On the other hand, the questionnaire consisted of (1) a Likert scale, (2) closed questions,
and (3) open questions. It was structured into four main blocks: (1) profiling respondents;
(2) understanding what CCIs expect from CBOs; (3) how CCIs can contribute to CBOs;
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(4) how CCIs can contribute to the Sustainable Development Goals (SDGs) in liaison with
CH. Each block of questions was directly tied to the research objectives. For example,
questions such as “What do you expect from a GLAM (Galleries, libraries, archives, and
museums) and its collection?” and “As a CCI practitioner, what solutions can your work
bring to the use of collections?” directly addressed the research questions about the role
of CCIs in cultural heritage preservation and their potential contributions to the SDGs.
Furthermore, the inclusion of both closed and open-ended questions allowed for a nuanced
understanding of the respondents’ perspectives, capturing both quantitative trends and
qualitative insights [40].

We collected 151 responses from participants across all UNESCO regions, ensuring
a geographically diverse dataset that reflects a broad range of perspectives from differ-
ent cultural, economic, and institutional contexts. We distributed them across the five
UNESCO regions: Africa, the Arab States, Asia and the Pacific, Europe, Latin America,
and the Caribbean. These regions are based on historical, geopolitical, and administrative
considerations. The reason for this selection was due to ICCROM, as their grouping of
countries into regions allows for the more effective coordination and implementation of
policies. In relation to CCIs and CH, this selection understands their differences but also
their shared cultural and linguistic heritage to facilitate collaboration. The regional distri-
bution of respondents ensures a balanced representation from different parts of the world,
thus enhancing the generalizability of the results.

While we acknowledge that the sample does not achieve full representation of every
possible region or stakeholder group, it remains sufficiently diverse and reflective. For
example, it is representative of active professionals in the CCIs, with a significant majority
falling within the 21–50 age range, which is a key demographic for analysing current trends
in the creative sector.

In this sense, to ensure meaningful representation, we designed the survey to reach
professionals across various sectors of CCIs and CBOs, incorporating different management
models and user profiles. The geographic distribution of responses allows us to capture
variations in governance structures, funding mechanisms, and stakeholder expectations,
which are central to our research questions. Additionally, while statistical representative-
ness in the strictest sense may not be fully attainable given the complexity of the cultural
sector, our sample size and diversity provide valuable insights into overarching trends. We
believe that the patterns emerging from our data are robust enough to inform discussions
on how CCIs engage with CBOs and contribute to Sustainable Development Goals (SDGs).

Table 1 lists the questions asked and their relation to the research questions (blocks).
A total of 151 responses were received from around the world.

Table 1. List of questions.

Research Question Question Options

To understand what
professionals from the CCI

sector expect from
collection-based organisations

How often do you visit a
GLAM?

Closed question with multiple
options (only select one)

When visiting a GLAM, you
do it. . .

Closed question with multiple
options (only select one)

What do you expect from a
GLAM and its collection? Open question

In your opinion, what is the
purpose of a museum and/or

collection?
Open question
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Table 1. Cont.

Research Question Question Options

How CCIs can contribute to
CBOs

Have you ever collaborated
with a GLAM?

Closed question with multiple
options (only select one)

Have you ever thought of
collaborating with a GLAM?

Closed question with multiple
options (only select one)

Which roles do you think you
could take on a GLAM?

Closed question with multiple
options (only select one)

What audience/objectives do
you think your work in

GLAM could be aimed at?

Closed question with multiple
options (only select one)

As a CCI practitioner, what
solutions can your work bring

to the use of collections?
Open question

How CCIs can contribute to
the Sustainable Development

Goals (SDGs) in liaison
with CH

As a creative professional, are
you familiar with the United

Nations Sustainable
Development Goals (SDGs)?

Likert scale

Do you believe that GLAMs
can help to achieve one or

various SDGs?
Likert scale

3.1. Data Analysis

The analysis consisted of qualitative and quantitative methods to analyse and under-
stand the results of the survey.

The first method used was quantitative analysis based on frequency distributions. This
approach summarised the data from the Likert scale and closed questions to illustrate how
often each response occurred for the closed questions. These distributions are presented in
graphs to facilitate the spreading of responses across different categories.

Cross-tabulation was used to examine the relationships between the different vari-
ables. For instance, this method helped analyse how the frequency of GLAM visits varied
according to the professional background of the respondents. By cross-tabulating these
variables, we identified patterns and correlations that provided more profound insights
into the data.

These two quantitative methods allowed for a detailed and structured analysis of
the survey data, ensuring that the overall trends and specific relationships between the
variables were thoroughly explored.

Finally, responses to the open-ended questions were analysed using qualitative analy-
sis. Word cloud analysis visually represented the most frequently mentioned terms in the
open-ended responses, highlighting key concepts and ideas.

The last method used a comparative analysis across UNESCO World Heritage Regions
to identify regional response differences. This involved analysing the data separately
for each region and comparing the results to understand how cultural and geographical
contexts influence respondents’ views.

3.2. Participants

The first part of the survey showed the profiles of 151 respondents. Figure 1 illustrates
the distribution of the survey respondents across different age groups. The largest propor-
tion of respondents fell within the 31–40 age group, accounting for 37.09% of the total. The
next largest group was 21–30, representing 29.80% of the respondents. The remaining age
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groups have a smaller representation, with the 41–50 group at 12.58%, the 51–60 group at
13.25%, the 61–70 group at 6.62%, and the over-70 group at a minimum of 0.66%.
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The survey primarily targeted younger professionals, with a significant majority
falling within the 21–40 age range. The representation of older age groups (61–70 and over
70 years) was noticeably lower. The lower participation of the older age groups might
reflect a lack of engagement with online surveys.

Figure 2 displays the distribution of the survey respondents according to sex. Most
respondents were female, accounting for 52.98% of the total. Males constituted 46.36%, and
a small percentage (0.66%) preferred not to disclose their sex.
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Figure 2. Percentage of respondents by gender. Graph by authors.

The precedence of respondents was distributed according to the UNESCO World
Heritage sites because the present research was conducted within an intergovernmental
organisation that divides world regions as UNESCO does. Figure 3 shows the results.
Europe and North America were the regions with the highest representation, accounting
for 35.76% of the total. Latin America and the Caribbean followed with 27.81%, and Asia
and the Pacific followed with 25.83%. The regions of Africa and the Arab States had
significantly lower representation, at 7.95% and 2.65%, respectively.
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Finally, as per their CCI profession, the most represented profession was visual arts,
accounting for 27.81% of the total. Performing arts followed closely with 22.52% and
design with 13.91%. Other professions with a significant presence included advertising
(9.27%), books (5.30%), and film and video (3.97%). The remaining professions, such as
music, architecture, television, newspapers and magazines, and radio, had a much smaller
representation, each below 2%. Figure 4 displays the distribution of the survey respondents
across various creative professions.
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4. Results
4.1. From GLAMs to CCIs

Regarding the first block, the first question referred to the frequency of respondents
to a GLAM. Figure 5 presents the frequency of GLAM visits among respondents from
different UNESCO World Heritage Regions. Using concentric circles, the chart effectively
conveys the relative proportions of respondents who visit GLAMs frequently, occasionally,
sometimes, or never.
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In Europe and North America, a notable proportion of respondents from these regions
reported visiting GLAMs regularly. A smaller yet still significant proportion of respondents
indicated that they visited on an occasional basis. The proportion of respondents who had
never visited them was relatively low. The patterns observed in Latin America and the
Caribbean are analogous to those in Europe and North America, with a higher proportion
of respondents indicating that they visit frequently and a lower proportion indicating that
they never visit. In the case of Asia and the Pacific, the distribution is more balanced,
with a smaller proportion of respondents indicating that they visit frequently and a larger
proportion indicating that they visit on an occasional basis. In the case of Africa and the
Arab States, the lowest proportion of respondents indicated that they visited frequently.
A significant percentage of respondents from these geographical areas indicated that they
visited occasionally. The proportion of respondents who indicated they had never visited
was relatively high.

Second, respondents were invited to indicate their preferred method of engagement
with GLAM institutions (Figure 6). Each circular chart represents a region, with segments
indicating the percentage of respondents who prefer visiting GLAMs “by yourself”, “with
your couple”, “with your family”, “with your friends”, or “other”.

Subsequently, we employed word cloud analysis to examine responses to the third
open-ended survey question, “What do you expect from a GLAM and its collection?” in
the context of UNESCO World Heritage Regions. This approach enabled the identification
of key themes and patterns in visitor expectations.



Heritage 2025, 8, 140 11 of 23
Heritage 2025, 8, 140 11 of 24 
 

 

 

Figure 6. Percentage of respondents by UNESCO World Heritage Region and type of visit to 
GLAMs. Question number 2. Graph by authors. 

Subsequently, we employed word cloud analysis to examine responses to the third 
open-ended survey question, “What do you expect from a GLAM and its collection?” in 
the context of UNESCO World Heritage Regions. This approach enabled the identification 
of key themes and patterns in visitor expectations. 

As shown in Figures 7–11, the respondents put a notable emphasis on intellectual 
stimulation and knowledge acquisition. The frequent use of terms like “learn”, “inspire”, 
“discover”, “creative”, and “innovation” suggests that visitors seek experiences that ex-
tend beyond mere leisure, understanding GLAMs as spaces conducive to creativity and 
innovation. In the five regions, these terms are usually repeated, as well as “art”, “design”, 
“experience”, “engagement”, and “enjoy”, which suggests that visitors seek to engage 
with collections, looking for connections and profound engagement with them. On the 
other hand, the five regions also recognised the importance of CBOs in preserving CH; 
especially, the Latin America and Caribbean region (Figure 8) and the Asia–Pacific region 
(Figure 9) show a high preponderance of terms such as “learn”, “knowledge”, “infor-
mation”, “education” ““culture“, “heritage“, and “history”. This suggests that visitors 
want to learn, gain knowledge, and actively engage with the collections, as well as connect 
with their identity through engagement with GLAMs. Finally, the African region is the 
one where, interestingly, the concept of authenticity and its relationship to cultural rele-
vance is a significant one in this context. The use of terms such as “authenticity”, “con-
tent”, and “artworks” suggests that visitors place a high value on the authenticity and 
cultural significance of the collections. Additionally, the terms “accessibility” and “tech-
nology” suggest that visitors anticipate that GLAMs will leverage technology to enhance 
the visitor experience and expand the reach of their collections. 

Specifically, the word cloud for the Europe and North America regions (Figure 7) 
also recognised the connections that can be gained through collections, which is demon-
strated by the use of terms such as “experience”, “engagement”, and “enjoy”, indicating 
a longing for emotional connections and profound engagement with the collections. Ad-
ditionally, appreciation for aesthetics and design is evident. The prevalence of terms such 
as “design”, “aesthetic”, and “visual” suggests that visitors value the visual presentation 
of collections. The use of terms such as “information”, “context”, and “knowledge” high-
lights their desire to gain a deeper understanding of the objects on display. 

Figure 6. Percentage of respondents by UNESCO World Heritage Region and type of visit to GLAMs.
Question number 2. Graph by authors.

As shown in Figures 7–11, the respondents put a notable emphasis on intellectual
stimulation and knowledge acquisition. The frequent use of terms like “learn”, “inspire”,
“discover”, “creative”, and “innovation” suggests that visitors seek experiences that ex-
tend beyond mere leisure, understanding GLAMs as spaces conducive to creativity and
innovation. In the five regions, these terms are usually repeated, as well as “art”, “design”,
“experience”, “engagement”, and “enjoy”, which suggests that visitors seek to engage
with collections, looking for connections and profound engagement with them. On the
other hand, the five regions also recognised the importance of CBOs in preserving CH;
especially, the Latin America and Caribbean region (Figure 8) and the Asia–Pacific region
(Figure 9) show a high preponderance of terms such as “learn”, “knowledge”, “informa-
tion”, “education” “culture”, “heritage”, and “history”. This suggests that visitors want to
learn, gain knowledge, and actively engage with the collections, as well as connect with
their identity through engagement with GLAMs. Finally, the African region is the one
where, interestingly, the concept of authenticity and its relationship to cultural relevance
is a significant one in this context. The use of terms such as “authenticity”, “content”,
and “artworks” suggests that visitors place a high value on the authenticity and cultural
significance of the collections. Additionally, the terms “accessibility” and “technology”
suggest that visitors anticipate that GLAMs will leverage technology to enhance the visitor
experience and expand the reach of their collections.

Specifically, the word cloud for the Europe and North America regions (Figure 7) also
recognised the connections that can be gained through collections, which is demonstrated
by the use of terms such as “experience”, “engagement”, and “enjoy”, indicating a longing
for emotional connections and profound engagement with the collections. Additionally,
appreciation for aesthetics and design is evident. The prevalence of terms such as “design”,
“aesthetic”, and “visual” suggests that visitors value the visual presentation of collections.
The use of terms such as “information”, “context”, and “knowledge” highlights their desire
to gain a deeper understanding of the objects on display.

As with the previous question, the fourth question of the survey, “What do you think
is the purpose of a museum and/or collection?” was open-ended. Therefore, depending on
the UNESCO World Heritage Region to which they belonged, we developed a series of word
clouds (Figure 8) to analyse and summarise their answers. It is obvious that the five regions
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agree that the purpose of CBOs is to preserve cultural heritage. As can be noted, the words
“preservation”, “heritage”, “legacy”, “history”, “culture”, “save”, “preserve”, “record”,
“legacy” and “timeless” illustrate the significance of CBOs in the conservation of cultural
heritage for future generations. On the other hand, every region’s use of “learn”, “educate”,
“knowledge”, “enlighten”, “think”, “reflection” and “information” also underscores the
educational function visitors apply to CBOs as sites of learning and knowledge acquisition.
Finally, the five regions agreed on their public role as spaces for social engagement. In this
regard, terms such as “public”, “society”, “impact”, “community”, “people”, or “share”
suggest that these institutions are perceived as significant social spaces. Respondents
indicated that these institutions should assume a role in fostering community engagement,
the formation of cultural identity, and the development of the community, as well as
fostering a sense of belonging and connection to cultural heritage. Finally, except for North
America, Europe, and Africa, the other three regions also viewed CBOs as institutions
that can enhance creativity and innovation by the use of terms such as “create”, “new”,
“innovation”, “inspire”, or “creative”. These terms indicate that visitors appreciate the role
of these institutions in fostering and nurturing artistic talent.
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4.2. From CCIs to GLAMs

To answer the fifth question on whether the respondents had collaborated with a
GLAM, they were invited to indicate a positive or negative answer. The following bar chart
(Figure 9) was designed to capture their level of involvement, providing an effective visual
representation of the percentage of respondents who have been involved in collaborative
activities with a GLAM institution in different UNESCO World Heritage Regions.

As can be noted, a significant majority of respondents across all regions have engaged
in collaborative activities with GLAMs. However, regional variations are also evident.
Although collaboration is prevalent across all regions, there are some noteworthy discrep-
ancies. A greater proportion of respondents from Latin America and the Caribbean, Europe,
North America, and Asia and the Pacific engaged in collaborative activities with GLAMs
compared to those from Arab States and Africa.

In addressing the sixth question on whether respondents had ever considered collabo-
rating with a GLAM, respondents had the option of answering “Don’t Know”, “Maybe”,
“No”, or “Yes”. Figure 10 shows how a significant majority of respondents across all re-
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gions have either considered or are open to collaborating with the GLAMs. This suggests
considerable potential for collaboration between cultural and creative industries (CCIs) and
GLAMs. However, regional variations were also observed. Although the overall trend is
positive, there were some variations across regions that warrant further investigation. The
regions of Latin America and the Caribbean, Europe and North America, and Asia and the
Pacific evinced a greater degree of interest and affirmative responses than the Arab States
and Africa. A certain degree of uncertainty remained, with a minority of respondents in all
regions indicating uncertainty about the prospect of collaborating with GLAMs, suggesting
a need for further awareness and outreach initiatives.

Figure 11 corresponds to the responses provided by participants regarding potential
roles within the GLAM sector. The following bar chart presents a summary of the identified
options without distinguishing between UNESCO World Heritage Regions, thus providing
a transparent representation of the different roles that participants perceive to be available
within GLAM institutions.

GLAM institutions are perceived as fundamental to the dissemination and develop-
ment of knowledge. The roles of “using the collection as a hub of knowledge/inspiration”
and “knowledge development and improvement” highlight their significance as custodians
of knowledge and centres for learning and academic enquiry. Community engagement
is a crucial aspect of GLAM institutions, facilitating dialogue between them and the local
community. Roles such as “generating more culturally aware and open communities”
and “organizing exhibitions about the creative industry” illustrate the potential of GLAMs
to contribute to social and cultural development. By engaging with the community and
fostering creativity, GLAMs can exert considerable influence on societal development.
Professional roles carried out by individuals in a paid capacity within the field of cultural
heritage and arts management (GLAM) are also significant. The roles of “client (the GLAM
hires you for some work)” and “dissemination of creativity” indicate that GLAMs can
facilitate professional development and creative expression. These roles illustrate the po-
tential of collaboration between GLAMs and creative professionals. Various factors must
be considered to optimise the visitor experience. The roles of “GLAM visitor” and “using
GLAM’s space for co-working” underscore the significance of GLAMs as multifaceted
spaces encompassing leisure, learning, and social interaction.

Figure 12 corresponds to “What audience/objectives do you think your work in GLAM
could be aimed at?” The stacked bar chart illustrates the diverse range of audiences and
objectives that GLAMs can target, regardless of UNESCO World Heritage Region.
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To respond to the ninth question, ‘As a CCI practitioner, what solutions can your work
bring to the use of collections?’, we created a word cloud to identify the most pertinent
solutions, providing a comprehensive illustration of the respondents’ tendency to collabo-
rate with GLAMs in different UNESCO World Heritage Regions. For Europe and North
America, as well as the Latin America and Caribbean regions, the word cloud (Figure 13)
finds that the term “preservation” indicates that CCI practitioners can assist GLAMs in
preserving and promoting their cultural heritage in Europe and North America. Addition-
ally, the use of the word “creative” suggests that CCI practitioners can foster creativity and
innovation in utilising collections. Furthermore, the adjective “audience” emphasises the
importance of engaging with audiences and making collections accessible. Moreover, the
word “dissemination” highlights the necessity of sharing collections and knowledge with a
broader audience. Lastly, the word “knowledge” implies that CCI practitioners can enhance
our understanding and awareness of collections. In Asia and the Pacific, cultural heritage
preservation has also emerged as a prominent theme, emphasising community engagement,
suggesting that CCI practitioners can help GLAMs build stronger relationships with their
communities in Asia and the Pacific. Furthermore, the word “artist” implies that CCI
practitioners can support artists and creative practitioners within these regions. Moreover,
accessibility and research are highlighted, suggesting that CCI practitioners can enhance
public access to collections and facilitate research on these collections.
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However, the word cloud for Arab States shows a variety of solutions. The word
“technical” stands out prominently in the word cloud, indicating that CCI practitioners play
a vital role in enhancing the technical capabilities of GLAMs in Arab countries. This may
involve training in areas such as digital preservation and metadata standards. Additionally,
the presence of the word “increase” highlights that CCI practitioners can assist GLAMs
in the Arab States in boosting the utilisation of their collections. This can be achieved
through outreach and marketing strategies, along with creating new methods to make
collections more accessible to the public. Furthermore, public programmes, exhibitions,
and social media initiatives can facilitate this effort. Other notable terms in the word
cloud—“promotion”, “acceptance”, “level”, “team”, and “madaniraise”—indicate that
CCI practitioners can support GLAMs in promoting their collections, enhancing accep-
tance, elevating quality, fostering teamwork, and securing funding for collections in the
Arab States.

Finally, the word cloud for Africa underscores the emphasis on digital technologies,
suggesting that CCI practitioners can help GLAMs in Africa use digital technologies to
make their collections more accessible and engaging. Second, effective management was
highlighted, suggesting that CCI practitioners can help GLAMs in Africa improve their
collection management practices. Moreover, recognising the value of collections as assets
is emphasised, suggesting that CCI practitioners can help GLAMs in Africa recognise the
value of their collections as assets. Furthermore, connecting with creative industries is
highlighted, suggesting that CCI practitioners can help GLAMs in Africa connect with
creative industries. Finally, increasing the use of collections is emphasised, suggesting that
CCI practitioners can help GLAMs in Africa increase the use of their collections.

On the other hand, as our research is in liaison with the SDGs and how CH can
contribute to them, we asked if they were “familiar with the SDGs”. As can be noted in
Figure 14, respondents were invited to indicate their level of familiarity with the SDGs on a
five-point scale, with the options “Not at all”, “Slightly”, “Neutral”, “Familiar”, and “Very
familiar”. The following stacked bar chart presents the data for this question, considering
the UNESCO World Heritage Region.

Heritage 2025, 8, 140 18 of 24 
 

 

 

Figure 14. Familiarity with the SDGs. Question number 10. Graph by authors. 

The majority of respondents across all regions demonstrated at least some familiarity 
with the SDGs, indicating a growing awareness of these goals among creative profession-
als. Latin America and the Caribbean exhibited the highest level of familiarity, with a sig-
nificant proportion of respondents indicating a strong understanding of the SDGs. In con-
trast, Arab States and Africa had lower levels of familiarity. 

Finally, we inquired as to whether respondents believed that GLAMs could assist in 
achieving one or more SDGs; their responses could have been “No”, “I don’t know”, or 
“Yes”. The following stacked bar chart (Figure 15) presents a summary of the results, 
where a substantial majority of respondents across all UNESCO World Heritage regions 
expressed strong conviction in the capacity of GLAMs to contribute to these global objec-
tives. 

 

Figure 15. Achievement of SDGs. Question number 11. Graph by authors. 

  

Figure 14. Familiarity with the SDGs. Question number 10. Graph by authors.



Heritage 2025, 8, 140 18 of 23

The majority of respondents across all regions demonstrated at least some familiarity
with the SDGs, indicating a growing awareness of these goals among creative professionals.
Latin America and the Caribbean exhibited the highest level of familiarity, with a significant
proportion of respondents indicating a strong understanding of the SDGs. In contrast, Arab
States and Africa had lower levels of familiarity.

Finally, we inquired as to whether respondents believed that GLAMs could assist in
achieving one or more SDGs; their responses could have been “No”, “I don’t know”, or
“Yes”. The following stacked bar chart (Figure 15) presents a summary of the results, where
a substantial majority of respondents across all UNESCO World Heritage regions expressed
strong conviction in the capacity of GLAMs to contribute to these global objectives.
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5. Discussion and Conclusions
As noted, the survey primarily targeted individuals working in visual arts, performing

arts, and design. Professions such as music, architecture, and television have relatively low
representation. The predominance of visual arts, performing arts, and design could be due
to the specific focus of the survey on the expectations and contributions of professionals in
cultural and creative industries, particularly those involved in creative production. The
lower participation of other professions might reflect a lack of engagement with online
surveys or a lower level of involvement in cultural and creative industries within these
sectors. In any case, they all appear to visit GLAMs from time to time or sometimes, either
solo or with their families. This suggests that there is an interest in cultural heritage as
a family-friendly experience that fosters intergenerational learning. As research already
suggests, there are multiple benefits of intergenerational learning for both individuals and
communities as it fosters social integration and acceptance in multicultural and diverse
communities, especially within migrant communities [41]. In addition, group visits show
the role of the CH in the creation of spaces for individuals to connect and foster social
interaction, cultural exchange, and community building. For instance, urban cultural
heritage festivals contribute to the cultural and economic development of cities while
creating spaces for community values, identity, and cultural continuity [42]. In this regard,
the integration of cultural heritage into community life, through participatory approaches
and inclusive strategies, further strengthens its impact on social connectivity and cultural
understanding [43]. Interestingly, the role of cultural heritage extends from physical spaces
to digital platforms. Online cultural heritage platforms have the potential to serve as
empowering sites for democratic participation and promoting social cohesion, as some
regions have also shown in the word clouds (Figure 9).
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On the other hand, when discussing what CCIs expect from GLAMs, respondents
placed significant emphasis on knowledge acquisition, inspiration, and experiences, in-
dependently of their region. In general, this is a growing trend since the so-called new
museology that is arising in response to the need to adapt museums to current social
contexts and to make them active agents in society [44]. Rather than simply preserving
and displaying objects, museums are taking on a proactive role in creating meaning and
addressing current issues such as cultural diversity, social justice, human rights, and sus-
tainability. In recent decades, museums have begun to move away from their traditional
role as custodians of objects to become active agents of social change.

This shift in focus responds to the growing demand that these institutions not only
preserve cultural heritage but also participate in building a more inclusive, informed, and
cohesive society [45–50]. The fact that all regions expected similar things from GLAMs
suggests that they are seen as dynamic institutions that go beyond mere preservation. They
are recognised as catalysts for learning and creativity, responding to the universal needs
and aspirations of an increasingly diverse and participatory audience. This phenomenon is
supported by experiential learning theories, educational practices, and studies on cultural
participation [48–50].

This ties in with what is considered the purpose of a museum, in particular, the
preservation of cultural heritage. Additionally, cultural exchange and diversity are key
aspects of the perception of museums and collections. The use of terms such as “inspire”,
“create”, and “art” suggests that museums and collections are perceived as sources of
inspiration and creativity. Visitors appreciate the aesthetic value of art and artefacts and
recognise the role of museums in fostering creativity and innovation. Finally, community
and social impact are important dimensions of the perception of museums and collections.
The use of terms such as “community”, “share”, and “connect” suggests that museums
and collections are viewed as important social spaces. Visitors perceive these institutions as
places where people can come together, share experiences, and build a sense of community.
Visitors appreciate the opportunity to gain insight into diverse cultures, viewpoints, and
historical eras. Moreover, the stimulation of inspiration and creativity is a significant
function of museums and collections.

Also, the vast majority of the participating CCIs had either participated in an activity
with a GLAM or wished to do so. The cultural landscape and the level of development of
the cultural sector in each region may influence the degree of collaboration between CCIs
and GLAMs. It is plausible that regions with a robust cultural infrastructure and a well-
established cultural sector may present more opportunities for collaboration. Furthermore,
government policies and funding initiatives that support collaboration between CCIs and
GLAMs may contribute to higher rates of collaboration in certain regions. Additionally,
the level of awareness of potential collaboration opportunities and the accessibility of
GLAMs may be significant factors influencing the extent of collaboration. Nonetheless, it is
noteworthy that CCIs see museums not only as institutions that preserve cultural heritage
but also as sites of inspiration.

In this sense, when asked about the roles they could take in a GLAM, the vast majority
answered to use them for knowledge acquisition or inspiration and how this could be trans-
formed into actions focused on enhancing community creativity, social participation, and
neighbourhood improvement. The interaction between GLAMs and CCIs has a profound
impact on community creativity, social participation, and urban regeneration. These insti-
tutions not only inspire professionals in the creative industries but also act as platforms for
transforming local communities. Through participatory and inclusive strategies, both can
become agents of social change, strengthening the link between creativity, cultural identity,
and urban development. The intersection of the fields of community development and
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arts and culture provides a unique opportunity to connect culture to place and people. For
example, workshops, artist residencies, and co-creation programmes organised by GLAMs
allow the population to access creative processes that would otherwise be exclusive to
cultural elites.

This is aligned with the next question regarding the solutions they could bring to the
use of collections for heritage preservation and promotion, creativity, audience engagement,
and knowledge sharing, where CCI practitioners can significantly contribute to making
collections more relevant and accessible to the public. There are already some examples in
this regard [19,20,51], all of them which demonstrate how the transfer of knowledge from
GLAMs to the CCIs and vice versa translates into an increase in local creativity.

Collaboration between the creative industries and cultural heritage has enormous po-
tential to boost sustainable development in its economic, social, cultural, and environmental
dimensions. This synergy allows cultural heritage to transcend its traditional role of con-
servation and become a dynamic resource, adapted to the needs of contemporary societies.

Economically, the creative industries provide innovative models for reusing, reinter-
preting, and marketing cultural heritage, generating new employment opportunities and
fostering sustainable tourism. Socially, this collaboration fosters community participation
by giving local voices a central role in heritage storytelling and enhancement, strengthen-
ing cultural identity and social cohesion. Culturally, the dialogue between creativity and
history makes heritage accessible and relevant to diverse audiences, while environmentally,
sustainable approaches to heritage management support the responsible conservation of
natural and material resources.

Regarding their connection to SDGs, the diversity of roles and responsibilities of
GLAMs facilitates their contribution to the SDGs. These institutions can fulfil a variety of
functions, such as providing educational resources, conducting research, implementing
conservation initiatives, and engaging with local communities. This diversity of activities
allows GLAMs to address a wide range of SDGs. These findings have significant implica-
tions for GLAMs. To maximise their contribution to the SDGs, these institutions should
integrate the SDGs into their strategic planning, foster collaborations and partnerships,
develop innovative programming, and utilise data-driven decision-making. Our results
show that across all regions, most participants exhibited some level of knowledge about
the SDGs, suggesting an increasing recognition of these objectives amongst professionals
in creative fields. Regional disparities in understanding and engagement with the SDGs
are likely influenced by several variables. Firstly, the level of economic development plays
a significant role. The strength of civil society can significantly impact the level of aware-
ness and engagement with the SDGs. A robust civil society can mobilise citizens, raise
awareness, and advocate for sustainable policies. Second, government commitment to
sustainable development is a crucial factor. Governments can play a pivotal role in setting
national targets, allocating resources, and creating enabling environments for sustainable
development. Finally, active engagement in sustainable initiatives, such as social enter-
prises or environmental organisations, can enhance individuals’ understanding of the SDGs
and their relevance to local communities.

In fact, the positive perception of GLAMs as drivers of SDGs (and tacitly, their con-
tribution as CCIs) underpins the deep-rooted role they have in society, making them well
suited to contribute to broader societal goals such as the SDGs. Also, the growing aware-
ness of sustainable development and the SDGs has heightened our understanding of the
potential contributions that cultural institutions can make. As the world becomes more
cognizant of environmental and social challenges, the role of GLAMs in addressing these
challenges has become more apparent. While management models and visitor profiles can
vary significantly across different contexts, our cross-contextual framework aims to identify
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overarching patterns and insights that transcend specific national or organisational models.
By adopting this approach, we contribute to a holistic understanding of the relation of CH
and CCIs and how they can advance the SDGs.

In this sense, our study, comprising 151 respondents across the five UNESCO regions,
strives to capture a diverse range of perspectives pertinent to our research questions.
While achieving complete global representation is inherently challenging, our sampling
strategy was designed to encompass key variables such as geographic distribution, cultural
backgrounds, and professional affiliations within the CCIs and CH sectors.

We acknowledge that our sample may not fully represent all possible cases; however,
the diversity within our respondent pool provides a robust foundation for meaningful
analysis. Additionally, while statistical representativeness in the strictest sense may not
be fully attainable given the complexity of the cultural and creative sector, our sample
size and diversity provide valuable insights into overarching trends. However, there is
an asymmetry of participants, especially the low participation in the Arab and African
regions, which results in their under-representation and somehow affects the validity
of the results. This is related to the fact that there is a chance that in some countries,
CCIs are not fully integrated into sustainable development strategies, hence, respondents
may lack a clear framework for answering specific questions. Also, there can be some
differences in interpretation as concepts such as ‘sustainable development’ and ‘cultural
heritage’ have different connotations in each region, which may lead to inconsistent or
confusing responses.

Nonetheless, we believe that the patterns emerging from our data are robust enough
to inform discussions on how CCIs engage with CH and contribute to Sustainable Devel-
opment Goals. Our findings underscore the pivotal role of CCIs in promoting sustainable
development through the preservation and enhancement of cultural heritage. By align-
ing the activities of CCIs with specific SDGs, our study offers a framework for policy-
makers and practitioners to harness the potential of culture and creativity in achieving
broader developmental objectives. This contribution is particularly significant in light of
ongoing discussions advocating for the inclusion of culture as an explicit goal within the
SDG framework.

Future research should include a deeper examination of country-specific differences.
In fact, the lack of prior statistics and studies on creative industries makes it difficult to
contextualise respondents’ answers. This relies on the author’s future work, which should
be related to comparing these results among countries’ statistics as well as to establishing a
series of best practices to fully integrate SDGs within the work of CCIs and CH. This could
potentially lead to the elaboration of materials that would allow CCIs to work actively with
CH towards a sustainable future.
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