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Through this volume, part of the  
Culturadata Notebooks collection of 
studies and analyses, we aimed at  

collecting a series of topical themes regarding 
the level of the cultural consumption in Romania 
in 2014. this study must be understood as a  
follow up of our undertaking  to provide the 
experts in culture useful information on the 
manner the analysed population relates to the 
cultural and creative sectors,  depending on the 
specificity of the areas of cultural manifestation. 

In Romania, the Cultural Consumption Barom-
eter is the only initiative of the kind, and its annual 
repetition operates a periodical systematisation 
of the information on various cultural themes, 
highlighting at the same time the variations and 
changes, from one year to another. the structure 
and the methodology of the Barometer were 
formulated on the models of the similar studies of 
the UNESCo Institute for Statistics, of the Départe- 
ment des Etudes Prospective et Statistique (within 
the Ministry of Culture and Communications of 
France) and of the special Eurobarometers on cul-
tural themes of the European Commission. 

The capacity of using and interpreting the  
information found in this collection of studies 
depends on each reader’s interest, but the range 
of beneficiaries is much wider. 

For the wide public, we present an exhaus-
tive analysis of the manner of participation in 
the cultural act in its artistic manifestation,  
offering each reader the possibility to find them-
selves in a certain cultural consumer profile or 
to compare their own cultural practices to those 
of the general population. 

For the experts who operate in the cultural 
and creative sectors, this research is an essen-
tial tool for the cultural programmes and projects 
they develop, through the detailed information it 
provides for each activity sector (performing arts, 
national cultural heritage, museums and exhib- 
itions, creative industries etc.); most of all, it is an 
essential support for the medium- and long term 
vision on their own strategies. 

For the representatives of the central and/or  
local public authorities and for the political policy- 
makers, the presented statistical data may be  
exploited for the foundation of the strategic devel-
opment policies in the cultural occupational sector. 

We must point out right from the start that 
in this paper we shall use a series of concepts 
that often pertain to the specialised termin- 
ology, which may be confusing for the inexperi- 
enced reader.  this is why in this section we 
shall define some of them, and the authors will 
detail in every chapter the way they use these 
concepts, including them in a wider theoretical 
context. Such a concept is that of cultural and 
creative sectors, used particularly in the official 
documents of the European Union1; it compris-
es those fields also known as creative industries 
(e.g. visual arts, performing arts, heritage, film 
and video, television and radio, software – in-
cluding video games – books and mass media, 
design, architecture, advertising, as well as the 
support- or related industries).

1 European Commission, ‘Communication from the 
Commission to the European Parliment, the Council, the 
European Parliament, the Council, the European Economic 
and Social Committee of the Regions’ (26 September 2012)
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Another two concepts that will be found in 
several chapters are high / elitist culture (high 
brow culture) versus mass / popular culture 
(low brow culture).  This separation is used in 
the specialised studies in order to make the 
distinction between the two types of cultural 
production and consumption.  The high/elitist 
culture (high brow culture) is mainly specific 
to the creation of unique products, with a high 
degree of aesthetical content, requiring a high 
level of education. this type of works requires 
preliminary knowledge and a certain language 
to decode the significance and symbols used. 
The mass culture (low brow culture or popular 
culture) refers to the production and consump-
tion of easy-to-understand cultural goods, with 
a simplified aesthetic language and a low de-
gree of complexity, in order to be accessible to 
the wide public, regardless of their level of edu-
cation or expertise in the field. For example, the 
2012 report European Statistical System Net-
work on Culture (ESS-Net Culture)2 includes 
the activity of theatres, classical music and bal-
let institutions, as well as the art museums and 
galleries in the category of high culture. In the 
study through which they developed the “cul-
tural omnivore” perspective, Richard Peterson 
and Albert Simkus include opera and classical 
music in the category of high culture3.  On the 
other hand, the low brow culture or popular 
culture category may comprise media, comics, 
2 ESSnet-Culture Final Report available at http://ec.europa.
eu/culture/library/reports/ess-net-report_en.pdf
3 Richard Peterson & Albert Simkus, ‘How Musical tastes 
Mark occupational Status Groups’ in Cultivating differences: 
Symbolic boundaries and the making of inequality, p.153

video games, certain film genres, non-classical 
popular music etc4. 

the 2014 edition of the Cultural Consumption 
Barometer is under the sign of paradoxical dif-
ferences materialised in the contemporary soci-
ety, essential for the understanding of the cultural 
phenomenon, in its current forms of manifest- 
ation. the last decades of the 20th century and the 
beginning of the 21st century have been marked 
by the tensions between the local and the global, 
between what Ferdinand tonnies called Gemein-
schaft (community) and Gesellschaft (society), 
between tradition and modernity or post-mod- 
ernity, between culture and economy, between 
the public and the domestic space, between pro-
duction and consumption, between sacred and 
profane. In this context, culture has become a 
place of debates and questions, of definition, re-
consideration and manifestation of the identity in 
relation to these dichotomies. 

Every approach has its own supporters and 
a set of perfectly valid arguments, depending 
on their paradigms. the isolation and self-suffi-
ciency of one’s own culture may result not only 
in incompatibilities and conflicts, but also in the 
danger of not perceiving the richness of diversity, 
because of the absence of the element of compari- 
son. Japan’s example of 300-year isolation, which 
resulted in its transformation into a mainly “re-
ceiving”  (i.e. “passive”) society rather than a “cre-
ative”5  (i.e. “active”) one is a paradox highlighted 
by Claude Levi Strauss.  on the other hand, get-
4 John Storey, Cultural Theory and Popular Culture: An 
Introduction
5 Claude Levi Strauss, The Other Face of the Moon. Writings 
on Japan, p. 210
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ting close to a common background, represented 
by humanity and universal culture, may result in  
another paradox, identified by the same French 
anthropologist. In his work Sad Tropics6, he draws 
the attention on the fact that humanity is heading 
for a monoculture, as a consequence of globalisa-
tion. 

Cultural homogenisation is a recurrent 
theme in the cultural studies and it is considered 
the main effect of the globalisation on the cul-
tural system7. However, authors like Robertson 
consider that there is a “mythology of globali-
sation”. It refers to developments that involve 
the triumph of the homogenising cultural forces 
over all other forces8. In this author’s view “... “the 
global field is highly ‘pluralistic’ in that there is a 
proliferation of civilizational, continental, region-
al, societal and other definitions of the global-hu-
man condition as well as a considerable variety in 
identities formed in those respects without direct 
reference to the global situation. 9”

In this paper, we shall use the definition of glo-
balisation synthesised by George Ritzer, for whom 
globalisation represents “the worldwide diffusion 
of practices, expansion of relations across conti-
nents, organization of social life on a global scale, 
and growth of a shared global consciousness”10.
6 Claude Levi Strauss, Tristes Tropiques, p.39
7 Manfred B. Steger, Globalisms: the great ideological 
struggle of the twenty-first century, p.26
8 Roland Robertson, ‘Glocalization: time Space and 
Homogeneity Heterogeneity’ in Global Modernities Theory, 
Culture & Society, p.27
9 Roland Robertson, Globalization: Social Theory and Global 
Culture, p.70
10 George Ritzer, The Globalisation of Nothing. The Consumption 
Culture and the Paradoxes of the Abundance, p.19

For Ritzer, the consumption, the profit and 
the development of technologies are the main 
engines of globalisation. The consumption cul-
ture – defined by relating values primarily to the 
consumption practices – is expanding, it leaves 
the borders of the industrialised countries and 
reaches states deemed developing- or even un-
der-developed countries.

the political regime (democratic or authori- 
tarian) or the forms of economic organisation 
(capitalism, socialism and others) do not resist 
the generalisation of the consumption culture, 
and the examples of countries like China or Cuba 
are sometimes sufficient for this demonstration. 
Neither the development, nor the expansion of 
new technologies could be prevented by the po-
litical regime or economy form. the technologic- 
al development has favoured the globalisation 
through the easy communications, through the 
fast exchange of data and information, resulting 
in the de-localisation of production and con-
sumption, at the same time rallying ideas and 
forms of manifestation - no longer geographical-
ly-defined.

the globally-extended consumption culture 
and the emergence of the cultural and creative 
industries have modified the traditional cultural 
system. the forms of globalisation identified 
by Ritzer - i.e. grobalisation, glocalisation, Mc-
Donaldisation and hybridisation - are finding 
their way into the cultural system, too, just like 
in any other component of the globalised soci-
eties. the values and meanings of artefacts are 
increasingly changing, faster than ever, and the 
differences between local and global tend to 
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fade out. In this sense, globalisation is a multidi-
mensional process, characterised by contradict- 
ory interactions between the global, regional or 
local aspects of the social life11. 

The effects of globalisation materialise 
equally at the level of object consumption and 
at the level of cultural services. At the level of 
cultural goods, globalisation manifest itself 
through the de-localisation of production, 
internationalisation of the cultural goods 
trade, development of electronic cultural 
goods, breaking the traditional ties between 
the artist or creator and the recipient of their 
works. this type of universality has led to the 
emergence of corporations, of the gatekeepers 
and the monopoly system in the production 
and distribution of the cultural goods, as well 
as to the development of the underground sys-
tem, in certain cultural sub-fields. 

Moreover, the effects of globalisation on 
the cultural system are also beginning to ma-
terialise structurally, at the level of cultural 
organisations and institutions’ operation and 
organisation. The consumption culture is pri-
marily oriented towards the consumer or the 
beneficiary of cultural services; it restructures 
the cultural production manner on the model 
of the economic production, by applying the 
Weberian principles of rationalisation: effi- 
ciency, predictability, calculability and control.  

Applied firstly in the creative industries and 
justified by the mass consumption of cultural 
products, these principles have begun to be ap-
plied within the public cultural institutions, too, 
11 Steger, OpCit., p.31

out of economic reasons, sometimes sacrificing 
the quality of the artistic act and renouncing 
the arts’ historic mission of education or pres-
ervation of cultural diversity. In this context, 
Ritzer speaks about the increasingly-signifi-
cant entrance of the “nothing”  from the social 
world into the area of the cultural consumption, 
defined as a “social form that is generally cen-
trally conceived, controlled, and comparatively 
devoid of distinctive substantive content”12.

At the opposite pole a “something” materia-
lises, resulted from the local or from the forms 
of cultural hybridisation and glocalisation; it is 
defined as “a social form that is generally indi- 
genously conceived, controlled, and compara-
tively rich in distinctive substantive content”.

thus, following a traditional high/low pat-
tern in the occurrence of the cultural currents, 
we have been assisting lately to a return to the 
local and traditions, as an answer to the cultural 
levelling, as an attempt to redefine the identity.

When most of the decisions begin to be 
made at central or “de-localised” level, the per- 
ipheral communities and social groups - iso-
lated, ignored and invisible for the policymaker 
majorities - become sources of creativity 
and freshness of significances. According to 
Anthony D. King, the most profound cultural 
revolution was made when the marginal 
groups began to be represented in fields like 
art, music, literature, film etc.13 the retrieval 
of these hidden stories, belonging to humanity, 
12 Ibid., p.60
13 Anthony D. King, Culture, globalization and 
the world-system. Contemporary conditions 
for the representation of identity, p.34
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even though their form of manifestation 
belongs to a single ethnic group, to a minority 
or a community, may result in creativity. 

the so-called economically-emergent so-
cieties, where globalisation has generated the 
forms of glocalisation and hybridisation, are an 
example of tradition and post-modernism com-
bination and represent spaces of the cultural 
alterity and diversity. the exotic and the trad- 
itional are sought after and exploited precise-
ly because they refresh the used and saturated 
cultural forms, and this materialises in all genres, 
from music to film, from plastic arts to fashion, 
from performing arts to computer games. 

the cultural value of small communities 
lies in the types of bonds established between 
people, which are rather the expression of an 
organic solidarity, in the sense that Ferdinand 
Tonnies14 defines the essence of the community 
(Gemeinschaft), opposed to a type of mechanical 
solidarity, specific to the society (Gesellschaft). 
The community is not only expressed by its 
members’ blood relations, closely-related to 
the place and environment, it is also a commu-
nion of ideas, values, beliefs and traditions - i.e. 
it is, in its essence, the expression of culture. 

At the opposite pole there is the society 
and, we may say, the globalised society, char-
acterised by a socially-accepted convention - a 
forced social and cultural artefact, permanently 
controlled at central level, mechanical, de-hu-
manising and intensely rationalised. The global 
is the maximum extension of the social, but the 
danger may be the irrational generalisation of 
14 Harris & tönnies, OpCit., p.19

rationality, which may lead to the loss of diver-
sity and of the respect for alterity. the excessive 
instrumentalisation of culture and the obses-
sion of finding maximum social efficiency and 
utility for any artistic form may affect the rea-
son of the creative expression: that of publicly 
satisfying the need for imaginary, that need to 
escape through art as an alternative suspended 
in time and space. 

Sometimes, the bordering space between 
the community-society or global-local dichot- 
omies generates blends that highlight the rela-
tivity of incompatibilities and the existence of a 
potential common background of approaches, 
from which unifying similarities may be con-
structed. to what extent the differences deepen 
or the similarities converge is to be established 
by researchers and theorists of the humanis-
tic and social sciences. This publication aims to 
present a series of elementary analyses which 
have as main themes the various forms of the 
micro or macro culture, depending on the level 
of reference. 

INTRODuCTION
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In order to understand the structure 
of this volume, we need to present the 
approach of this collective work’s co-

ordinators regarding the process of cultural 
production and consumption. We have chosen 
a schematic presentation with the purpose to 
synthetically depict the main concepts we op-
erate with in this paper and to subsume the 
discussed themes to an overall image of the 
cultural system. In order for the data to be 
usable in comparisons, we kept, as much as 
possible, the same structure of our previous 
publications, trying to re-establish the con-
nection to the period when the publishing of 
the study was not possible. 

this volume was designed on two axes: a 
horizontal one – starting from the local and 
moving to the global – and a vertical one, per-
taining to the cultural consumption from the 

viewpoint of cultural goods and services, re-
gardless of the (domestic or public) space 
where the consumption takes place. 

the act of creation is an individual action, 
primarily accomplished within the domestic 
space, and its result is the work – protected by 
the copyrights related to the creative labour, 
the moment it reaches the public space. The 
cultural good turns into a product only when 
it reaches the public conscience and becomes a 
consumer product.  When creation is conveyed 
via a public institution, the transit from cultur-
al good to cultural product is completely assist-
ed via subsidised facilities, and this process is 
assumed through national cultural policies and 
strategies. When the artistic work itself is the 
result of a collective effort, all its constituents 
become part of a process which requires public 
acknowledgement. 

Figure 1. Diagram of the cultural production
STRuCTuRE Of ThE 

VOLuME
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Furthermore, we considered that the cultural 
goods are created and their consumption takes 
place primarily within the domestic space, which 
is increasingly affected by the introduction and 

development of new technologies. this trend 
leads to the shift of the consumption axis from 
the local to the global, as the domestic consump-
tion mainly comprises globalised goods. 

 

Figure 2. Diagram of the cultural consumption 

From this viewpoint, the first two chap-
ters shall approach the issues of the cultural 
 consumption and non-consumption within 
the public space in particular, aiming to iden-
tify the trends of the last nine years. the two 
chapters provide important information on the 
level of cultural consumption within the public 
space in various cultural and creative sectors; 
possible causes are identified and case studies 
are presented,  exemplified with initiatives for 
consumption stimulation within other cultural 
 spaces. The information presented in these 

chapters may be of special interest for experts 
in various fields, who want to develop cultural 
 projects – dependant on the dynamics of the 
cultural consumption. 

Chapter 3, Performing Arts – between mere 
literacy and elitism, shall present an exhaust- 
ive analysis, which had as main objectives the 
identification and understanding of the pub-
lic’s participation in the organised events, re-
gardless of the sub-fields of the performing arts 
and of the public or private form of the offer. 
the public of these arts – extremely different 
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at the aesthetic reception level - will be ana-
lysed from the viewpoint of three main themes. 
the first theme refers to the general character-
istics of the performing arts, as well as to the 
specific characteristics of their sub-fields. We 
shall present the evolution of the consumption 
level from 2010 to 2014, the attendance-fre-
quency for theatre, opera/operetta, classical 
music concerts, music/entertainment shows, 
festivals, as well as the distribution of consumer 
groups on education, age and attendance. the 
second theme is a brief analysis of the young 
public, from the viewpoint of event-consump-
tion practices and lifestyle.  This segment is a 
special concern for NIRCt’s strategy for the 
next three years – which we are going to de-
velop through in-depth research, debates and 
activities meant to tell us more about an emer-
gent category in the culture-consumption 
space, yet for which there are no properly-sized 
offers – if we consider the analyses made and 
data gathered so far.  thus, we intend to per-
suade professionals and authorities not only to 
pay a formal attention generated by the Euro-
pean framework-policy commitments, but also 
to adequately study these deeply and diversely 
stratified age segments, decisive in the future 
evolution of culture at national level. the third 
theme is dedicated to the analysis of the per-
forming arts’ public in Bucharest, due to the 
socio-demographic features of the capital and 
its cultural resources. This approach does not 
replace the study that the capital should gen-
erate, but it is mandatory to make a distinct 
analysis because of the significant gap between 

the  clustering of opportunities for the per-
forming arts in the capital city versus the rest 
of the country. 

the next two chapters tackle the analysis 
of the population’s perceptions on the national 
cultural heritage, within which museums stand 
out as depositaries of the collective memory 
and of the cultural and social significances of 
the heritage. The chapter The built cultural heri- 
tage. An analysis of the population’s perception 
reviews the official definitions of the cultural 
 heritage and identifies the definitions used 
by the participants in the study, in an attempt 
to give a voice to the common people, but also 
with the purpose to transmit to the experts the 
people’s opinions on the way they perceive the 
significance of the national heritage, the useful-
ness of the heritage sites and the priority-order 
on the local public agenda. The main themes of 
the analysis focused on the importance which 
people give to the heritage sites, the exploit- 
ation of the most important or most endan-
gered heritage landmarks - from the respon-
dents’ viewpoint -, the visiting behaviour, the 
participatory budgeting, the social responsibil-
ity and civic involvement in the built-heritage 
preservation or restoration. Furthermore, we 
shall present a case study on youngsters’ rela-
tion to the national cultural heritage. 

The chapter Bucharest Museums: visiting 
practices and public profile is a foray into the 
capital’s museum spaces, through the analysis of 
the visiting practices and through the identifica-
tion of the visitors’ profile, from the viewpoint of 
several socio-demographic characteristics. the 

STRuCTuRE Of ThE 
VOLuME
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chapter is about the museum as a space of col-
lecting and exhibiting the heritage, as a contact 
zone, but also about museum visiting as a learn-
ing experience. Moreover, this chapter sets the 
analysis context by approaching the matters in 
a wider sense – that of the transition which is 
equally reflected in the museum’s discourse and 
visitors’ reaction. the analysis of the visitors’ 
profile is made depending on the typology of the 
museums and highlights their system of values 
and attitude towards the museum space, in the 
context of ever-changing visiting practices. the 
chapter provides valuable information for the 
museum  managers, from the viewpoint of the 
solutions for the growth of the visiting potential 
and of the best methods of communication with 
the target groups. 

The chapter Artists and creative people in 
the cultural and creative sectors: perceptions, 
attitudes and opinions within the population 
presents a new theme for the analyses of the 
Cultural Consumption Barometer, as this is the 
first edition where we approached an import-
ant theme for the European and internation-
al context. through this chapter, we wanted 
to bring to the attention of the official policy- 
makers, of the experts and the wide public an 
important series of problems, related to the sta-
tus of the artist and his/her role in the contem-
porary Romanian society. The chapter presents 
information referring to the importance given 
by the population to those characteristics of 
the labour specific to the cultural and creative 
sectors, the associations made by the wide 
public between the status of the artist and the 

activities deemed essential for creation. More-
over, the analysis highlights the contribution 
that the artists or the people in the cultural and 
creative fields may bring to the welfare of the 
society, the parental perspective on the cultural 
and creative occupations, the direct contact of 
the population with  “art” and creative activ- 
ities or the social responsibility regarding the 
situation of the artists and artistic activities. 

the last two chapters approach the analysis 
of the manner in which globalisation is facilitated 
through the technologically-mediated inter- 
action with the cultural goods or expressed through 
the analysed population’s attitude towards the 
Romanian or foreign cultural products. 

The chapter Domestic network of electronic 
cultural goods and domestic cultural consump-
tion presents the level of the households’ equip-
ment with hardware and software components, 
from the viewpoint of the cultural consumption. 
In a globalised society, where there is a trend of 
consumption practices’ withdrawing into the 
familiar, comfortable space of the household, 
it is important to understand the way people  
interact with technology and the manner the 
latter shapes the domestic consumption prac-
tices. the chapter presents a comparative ana- 
lysis of the results of 2014 with the situation in 
2012, with a view to identify the profile of the 
user of new technologies, as well as the modi-
fications that have occurred in the domestic in-
frastructure of cultural goods and products.

the last chapter, National versus Foreign Cul-
ture within the Context of Globalisation closes 
the circle of the analyses on the various shapes 
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taken by globalisation, with a more detailed ap-
proach of this theme from the viewpoint of the 
crossroads between the national culture and 
other countries’ culture, at the level of the ana-
lysed population’s perception. the objectives of 
the research were the identification of the way 
the population relates to elements of national 
and foreign culture, as well as the understand-
ing of the population’s degree of openness or 
reluctance to the foreign culture, from the view-
point of cultural, communicational and inter- 
actional practices and preferences. An import-
ant element for the analysis of the openness 
to globalisation is the analysed population’s 
degree of knowledge and use of foreign lan-
guages. the chapter provides useful informa-
tion on the way the analysed population relates 
to the cultures outside Europe, on the inter-
est shown in the national and foreign culture, 

on the manner of interaction with certain for-
eign-culture elements and on the preferences 
for foreign cultural products depending on the 
socio-demographic characteristics. 

While in the previous years we paid a special 
attention to a number of themes pertaining to 
the public and domestic cultural infrastructure, 
the cultural consumption in various fields, such 
as cultural heritage, performing arts or cinema-
tography, in the future we intend to thorough-
ly study the consumption practices related to 
the activity of the libraries, of the cultural insti-
tutions or of the visual- and plastic arts exhib- 
itions. These themes are study topics for future 
researches, as we consider that some of them 
have an essential role, as well as prospects for 
the reconsideration of their role in the cultural 
consumption analyses at national level. 

STRuCTuRE Of ThE 
VOLuME
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tHE RoLE AND IMPoRtANCE 
oF SURVEy-DAtA-BASED 
CULtURAL INDICAtoRS

On the background of the incomplete 
approach of social problems, as well as 
of the idea that it is necessary to sup-

plement the measurements of the economic and 
social phenomena with measurements of the cul-
tural life dimensions, the development of the cul-
tural indicators was initiated in the ‘70s. thus, as 
far as the corroboration of socioeconomic and 
cultural measurements was concerned, Geoge 
Gerbner pointed out that public policies more ad-
equate to the local or regional conditions can be 
drawn-up, by including the cultural indicators15.

The construction and selection of the cultural 
indicators follow the same pattern as the social 
indicators.  thus, while in the economic and so-
cial sphere statistical data are used to describe 
situations, propose policies and evaluate actions, 
in the case of culture the indicators have similar 
roles: estimating the cultural reality, evaluating 
the cultural change and prescribing measures 
for the cultural management16.  Similarly to the 

15 Gerbner quoted by James Shanahan  et al., ‚Cultural 
Indicators: Integrating Measures of Meaning with 
Economic and Social Indicators’, Paper presented at 
the annual meeting of the International Communication 
Association, p. 2
16 C. Madden, ‚Indicators for Arts and Cultural Policy: A 
Global Perspective’, Cultural Trends, p. 221; J. Shanahan et 
al., ‚Cultural Indicators: Integrating Measures of Meaning 
with Economic and Social Indicators’, Paper presented at 
the annual meeting of the International Communication 
Association, p. 2

social indicators, a development framework for 
the cultural indicators must have as purpose the 
monitoring of those aspects of culture that can 
be tested and analysed, relevant at the same time 
for decision-making within the public policies17. 
The cultural indicators shall be used for the im-
plementation of cultural programmes in a similar 
manner as the social indicators. 

taking all these into account, the cultural in-
dicators shall be used to estimate the dimension 
of a problem, to describe the target population 
and the nature of the need for cultural services, 
and also to understand the environment in 
which the provision of cultural-services occurs. 

Types of cultural indicators 

Depending on the various research areas, 
the cultural indicators can be classified into 
several categories. Derek Simons and Steven 
Dang identify six crucial themes covered by the 
cultural indicators18:
A. Cultural indicators of environmental 

enhancement and regeneration of places
•	 the various perspectives on regeneration 

comprise several aspects, such as: heritage 
preservation, environment-quality enhance-
ment, criminality reduction, social sustain-
ability, social-disparities reduction, new jobs 

17  George Gerbner, ‚Cultural Indicators: the Case of 
Violence in television Drama’, The Annals of the American 
Academy of Political and Social Science, p. 71
18 Derek Simons & Steven R. Dang, International 
Perspectives on Cultural Indicators - A review and 
compilation of cultural indicators used in selected projects, 
p. 4-6
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creation and economic growth. these direc-
tions focus on “place-making” – i.e. creating 
quality “socially-connected places” (spaces 
of memory, living spaces etc.)

B. Cultural indicators of individual well-being 
and personal development
•	 Starting from the supposition that arts 

and culture may have transformative ef-
fects on the individual, the studies in this 
series aim at measuring the frequency of 
interaction and participation in art and 
culture. 

C. Cultural indicators of social capital and 
community building
•	 Considering the ethnical and cultural di-

versity, the socio-demographic changes in 
the field of art and culture should reflect 
in the public policy-making as well as in 
the activities of the organisations. As re-
gards the evaluation of the impact of the 
policies or projects, we focused on cul-
tural indicators of social cohesion within 
the diversity and the contribution of arts 
and culture to the social capital. 

D. Cultural indicators of economic development
•	 For the western space, the measurement 

of the economic contribution of the cul-
tural and creative sectors is a new major 
field of interest.  As regards the develop-
ment of indicators, several directions of 
action have been identified, among which 
we can mention the role of culture for the 
development of the tourism industry or 
the role of art and culture in the economy 
of knowledge. 

E. Indicators of the cultural vitality of a 
community
•	 these indicators evaluate the contribution 

of arts and culture to a community’s “qual-
ity  of life”. 

F. Indicators of the vitality and sustainability 
of the cultural sector 
•	 These indicators make the distinction be-

tween various cultural sectors and the sec-
tors comprising more economically orient-
ed activities (new media, advertising, enter-
tainment, television, fashion, games etc.).

Subjective indicators

While pleading for the necessity to supplement 
the census-data based indicators with regular sur-
vey-data, Raymond Bauers describes the advan- 
tages of using the social indicators obtained through 
the surveys19.  the advantages of the sampling res-
ide in the time factor, the low costs, the superi-
or quality information obtained by better-trained 
operators, as well as on the possibility of obtain-
ing larger sets of indicators. Moreover, “certain in-
formation can be better obtained straight from the 
people rather than from administrative records”20.

therefore, in the European space surveys 
on the cultural dimension were developed:

-	 target Group Index | United Kingdom 
(general consumption-survey that 
has included sections dedicated to the 
cultural consumption since the ‘80s)

19 Raymond Bauer, ‚Social Indicators and Sample Surveys’, 
The Public Opinion Quarterly, p. 344-345
20 Ibid.
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-	 taking Part Survey | United Kingdom 
(since 2005, dedicated to the cultural 
and sport consumption); 

-	 Les pratiques culturelles des français | 
Franţa (since 1973, dedicated exclusively 
to the cultural consumption);

-	 Survey of Cultural Habits and Practices 
in Spain | Spain (since 2002, dedicated 
exclusively to the cultural consumption);

-	 the Norwegian Cultural Barometer | 
Norway (since 1991, dedicated to the 
cultural and mass media consumption);

•	 At the level of the European Union, the as-
pects pertaining to culture are extensively 
approached in the special editions of the 
Eurobarometer survey. the most recent edi-
tions on this theme have monitored the ac-
cess and participation in culture (2013) and 
the European cultural values (2007). 
In this context, the annual Cultural Con-

sumption Barometer has been published in  
Romania since 2005. thus,  supplementing the 
data coming from statistical sources like INS21 
with the survey data increases the chances of 
obtaining a complex description of the cultural 
consumption practices, of the manner of parti- 
cipation in various cultural activities, of the 
population’s preferences or needs in relation to 
the cultural goods. Moreover, certain deficien-
cies in the construction of the objective indi-
cators can be overcome through these survey 
data.

21 the National Institute of Statistics

tHE MEtHoDoLoGy oF tHE 
CULtURAL CoNSUMPtIoN 
BAROMETER 

Each edition of the Cultural Consump-
tion Barometer comprises two major 
categories of collected information. 

on one hand, there is a set of variables which 
is largely unchanged and which allows mak-
ing multiannual comparisons (targeting mainly 
forms of cultural consumption practised with-
in the household/domestic space and outside it 
as well). Besides this common set, each edition 
comprised various thematic sections. In 2014, 
these thematic sections monitored the built cul-
tural heritage, the creative occupations and the 
interest for the foreign culture. Furthermore, 
each edition of the Barometer comprised, be-
sides the nationally-representative sample, a 
sub-sample (boost) representative for Bucha-
rest. In 2014, in addition to the questionnaire 
used for the national sample, detailed informa-
tion on museum visiting and theatre consump-
tion were gathered for Bucharest.

For the 2014 edition of the Cultural  
Consumption Barometer, the survey’s sample 
size was 1260 persons, with an error of ±2.8%, 
at a confidence level of 95%. the sample  
contained a boost of 840 persons from  
Bucharest, which produced a sub-sample  
representative for the capital, with an error of 
±3.4% at a confidence level of 95%.

the national sample was three-staged, 
with stratification, first on development 
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regions, followed by a random selection of 
the counties. In the second stage we applied 
a stratification on the size of the locality  
(cities, towns, villages, commune centres 
and peripheral villages), and a random-route 

selection was made. the number of persons 
from a certain locality was proportional with 
the size of the locality and the statistical 
weight of that type of locality in the respect- 
ive county. 
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MEtHoDoLoGy

The 2014 Cultural Consumption Barom-
eter is the eighth edition of the survey 
started in 2005. In this section we shall 

depict the evolution of the measurements made 
in these last 10 years, for six indicators: cinema 
consumption, opera/operetta, theatre, museums/ 
exhibitions, local celebrations and music/en-
tertainment shows. the six indicators focus on 
cultural consumption practices outside the do-
mestic space, gathered under the generic name of  
“public cultural consumption”. Since a proper space 
in a future publication will be reserved for the de-
tailed analysis of the public cultural consump-
tion during the 10 years of data collection, in this 
section we shall only present the evolution of the 
“non-consumers” segments – i.e. those respond- 
ents who do not consume at all certain cultural 
products or services previously mentioned. the 
main objectives of the non-consumption analysis 
 are the identification of the cultural non-activism 
dimension and the highlight of the importance 
of stimulating the cultural consumption, either 
through cultural strategies and policies at national 
level, or through marketing strategies at the level 
of each cultural organisation. 

The public cultural consumption practices 
were measured by means of an ordinal-type vari-
able, with six categories, on the following model:
How often do you usually go to the cinema theatre?

Weekly Monthly
Once 

every 2-3 
months

Once 
every 4-6 
months

Rarely Never

Figure1. Measurement example for the public cultural  
consumption 

In this analysis we used a series of work 
concepts, defined by the National Institute of 
Statistics as follows1:
- Cinema viewer is the person that watches a 

film in a cinema theatre. the number of view-
ers is statistically recorded based on the sold 
tickets.  
data sources: the Cinema Studio of the 
Ministry of Culture, the Romanian tele-
vision Society, the National Cinema Cen-
tre (R.A.D.E.F. RoMANIAFILM, Sahiafilm, 
Castelfilm, Animafilm, Atlantisfilm).  

- Library is the institution, compartment or 
specialised structure whose main goal is to 
make, organise, process, develop and pre-
serve collections of books, periodical publi-
cations, other specific documents and data 
bases in order to facilitate their utilisation 
by people and organisations (users) with the 
purpose of information, research, education 
or leisure. the library has a strategic import- 
ance within the information society. Li- 
braries may be public or private property. In 
the data series only the basic units that op-
erated in the reference year are recorded. 
the types of libraries are: national, univer-
sity, public (county, city, town, commune) li- 
braries, school libraries and specialised li-
braries (of the academic and research insti-
tutions, of the central and local public insti-
tutions, of the cult and culture institutions, of 
the business operators, of the labour unions, 
of other associative organisations) 

- Spectators (audience) are people who 
attend a theatre performance or a con-

1  http://colectaredate.insse.ro 
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cert.  The number of spectators (audience) 
is statistically recorded based on the sold 
tickets. 

- Performance and concert institutions are: 
theatres, philharmonics, orchestras and art- 
istic ensembles that have operated in the 
reference year. theatres, philharmonics, or-
chestras and artistic ensembles present to the 
public theatre, lyrical, choreographic, enter-
tainment, folklore, variety, circus and puppet 
shows, as well as concerts, regardless of the 
genre, or any other type of show where the 
performance of the artists is directly pres- 
ented to the public. In case that a performance 
institution simultaneously presents several 
 shows in different rooms or when in the 
same room shows in different languages are 
alternately presented, the artistic personnel 
gather in artistic groups. If under the same 
administrative management there are artistic 
groups that put on shows of various genres or 
in different languages, they are deemed dis-
tinct artistic units.  

- Seats of the performance or concert institu-
tions and companies represent the capacity 
of their own performance/ concert hall – in 
existence at the end of the reference year. 

- Theatre performance or concert is an ar-
tistic performance with a theatre or music 
programme presented to the public and per-
formed by a professional artistic group. 

In order to better understand the non-con-
sumption phenomenon, we shall present the dy-
namics of each cultural sub-sector, as it appears in 
the official statistics, where data were available. 
therefore, the graphs and tables illustrating the 

cultural non-consumption – based on the sur-
vey analyses from the period 2005-2014 – shall 
be updated with the data of the National Institute 
of Statistics for the period 2005-2012. this is be-
cause the statistics of perception must be supple-
mented with objective data in order to draw-up 
a full picture of the cultural and creative sectors. 

tHE EVoLUtIoN oF tHE  
“NoN-CoNSUMERS” SEGMENtS 
IN tHE PERIoD 2005-2014

From the data analysis, we may iden- 
tify two common characteristics for 
the evolution of the six indicators2:

•	 after 10 years, we notice a general de-
crease of the “non-consumers” segments. 
For all the six indicators, the values rec- 
orded in 2014 are lower than those rec- 
orded in 2005;

•	 none of the six indicators had a con-
stant trend i.e. a constant decrease of 
the “non-consumers” segment. the 
years 2009-2011 marked a significant 
decline of the public cultural consump-
tion, translated into a higher statistical 
weight of those who never go to the cin-
ema, theatre etc. 

2  For all the six indicators, in the calculation of percent- 
ages for the evolution of the „non-consumers” seg-
ments in the period 2005-2014, we also considered the 
„non-answers” (don’t know / won’t answer).
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1. Cinema

Cinema non-consumption’s dynamics is  
characterised by a Gauss-type curve, exhibiting 
a steady increase of the cultural non-consump-
tion until 2009 followed by a decrease until 
the reference year 2014. the initial non-con-
sumption peak may have been determined by 
the economic crisis, whilst the subsequent de-
crease may have been generated by the devel-
opment in the cinema theatres’ infrastructure.

Graph 1.  Percentage evolution for respondents 
who never go to the cinema theatre [2005-2014]

*Data collected between December 21st 2010 and  
January 31st 2011 

the analysis of the INS3 statistics highlights 
a decrease of the cinema-theatre infrastructure 
in the period 2005-2007, followed by a stand-
still for the period 2007-2010 and a significant 
increase in 2010-2012. Unlike museums and 
performance institutions, the cinema theatres 
are the only ones that record a slightly declin-
ing trend. the cinema-theatre infrastructure 
3  National Institute of Statistics

recovered in 2012, when new cinema theatres 
were opened at national level. the highest 
number of cinemas opened for the audiences 
was recorded in 2005 – 85, compared to 80 in 
2012. Graphs 1.b and 1.c exhibit two ascending 
trends, for the number of cinema screenings 
and the number of viewers, which empha- 
sises the fact that the movie-consumption mar-
ket is not yet saturated and there is still po-
tential for expansion based on an increased 
demand. In five years, the number of shows has 
grown four times and, since 2007, the number 
of cinema viewers has increased by 1000 each 
year, which confirms the increased demand for 
the cinema product. 

Graph 1a. Dynamics of the cinema-theatres  
number. Data source: INS. 

As regards the number of cinema shows 
theatres, it remained constant in 2005-2007, 
then a steady and significant increase for the 
period 2007-2012.
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Graph 1b. Dynamics of the number of shows.   
Data source: INS

A similar dynamics is recorded in the number 
of viewers in cinema theatres, too, which high-
lights the close relation between the dynamics 
of the cinema infrastructure and supply and the 
movie consumption in the public space. 

Graph 1c. Dynamics of the number of viewers. 
Data source: INS

We notice a similarity between the dynam-
ics in the official statistics and the dynam-
ics of the population’s perception, with small 

disparities that might be explained by the fact 
that the questions in the survey always refer to 
the consumption of the previous year. 

2. Opera / Operetta

The dynamics of the opera and operetta 
non-consumption showed the highest variation, 
with very high values in during the economic cri-
sis and a drastic decrease, of approximately 14% 
in 2014, when compared to the years 2010-2011. 

Graph 2.  Percentage evolution for respondents who 
never go to the opera / operetta [2005-2014]

*Data collected in the period December 21st 2010 – 
 January 31st 2011

3. Theatre

theatre non-consumption is relatively con-
stant prior to the economic crisis, but it has 
drastically dropped (by 26%) in the last five 
years.
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Graph 3. Percentage evolution for respondents 
who never go to the theatre E [2005-2014]

* Data collected in the period December 21st 2010 – 
 January 31st 2011

the official statistics show that the number of 
performance institutions has been constantly in-
creasing, the most significant growth being rec- 
orded in the period 2010-2012. 

Graph 3a. Dynamics of the number of  
performance institutions. Data source: INS

However, the number of performances re-
mained constant in the period 2007-2012, after 
the significant increase from 2005-2007.

Graph 3b. Dynamics of the number of  
performances. Data source: INS

Similarly to the cinema sector, there is a  
connection between the cultural infrastructure 
dynamics and the number of spectators. As we 
notice in the graph below, the public dynamics 
was positive in the period 2005-2012, with a 
single exception in 2009 and 2010, which is ac-
tually the year when the economic crisis materi-
alised. A similar trend may be noticed in the case 
of perception statistics: in 2009-2010 the max-
imum level of non-consumption in the perform-
ing arts sector was reached.  

Graph 3c. Dynamics of the number of  
spectators. Data source: INS
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4. Museums/exhibitions

A dynamics similar to the theatre non-con-
sumption is also recorded in the non-consumption 
of museums/exhibitions, with the remark that the 
difference between the 2009 level and the 2014 
level is much higher - approximately 30%. 

Graph 4. Percentage evolution for respondents 
who never visit museums/exhibitions [2005-2014]
* Data collected in the period December 21st 2010 –  
January 31st 2011

According to the INS statistics, the dynamics of 
the performance institutions was positive from the 
reference year 2005 until 2009, when museums 
and exhibitions seem to have entered a period of 
partial decrease until 2010, followed by a signifi-
cant increase in 2011 and a sudden drop in 2012. 

Graph 4a. Dynamics of the number of museums. 
Data source: INS

In this context, the number of visitors constantly 
decreased in the period 2007-2010 and it returned 
in the period 2010-2013 to a level similar to that of 
2006.  the official statistics confirm the perception 
statistics in this case, too – and this is highlighted 
through the non-consumption analysis. 

Graph 4b. Dynamics of the number of visitors. 
Data source: INS

5. Local celebrations

Although the dynamics of the non-consump-
tion of local events/celebrations is similar to that 
of the non-consumption of theatre and museums, 
we must notice the significantly lower level com-
pared to the theatre/museums non-consumption 
in the entire analysed period, as well as its drop to 
half in 2014, as compared to 2009.

Graph 5.  Percentage evolution of respondents who 
never attend local events/celebrations [2005-2014]
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6. Music/entertainment shows

the non-consumption of entertainment 
shows is similar to the other non-consump-
tion types, recording the same trend as the 
other cultural activities carried out in the pub-
lic space, with percentages similar to those of 
the non-consumption of museums/exhibitions, 
particularly in the last five years. 

Graph 6.  Percentage evolution for respondents who 
never attend music/entertainment shows [2005-2014]
*Data collected in the period December 21st  2010 

– January 31st  2011

StIMULAtIoN oF tHE PUBLIC 
CULtURAL CoNSUMPtIoN. 
CASE StUDIES

We shall further present four case 
studies that will exemplify various  
initiatives undertaken by foreign 

cultural organizations in order to stimulate the 
consumption in certain sub-fields of the cultural 
sector, such as: cinema, music, libraries and 
museums. These case studies are all the more 

relevant as they come from ex-socialist cultural 
spaces, similar in this respect to the cultural sys-
tem of Romania. these case studies may serve 
as an example of good practices for the cultural 
organisations in our country and a model of cul-
tural management oriented not only towards 
strengthening the current public/audience/
consumer and building their loyalty, but also to-
wards the decrease of the non-consumption, as 
well as towards the diversification of the pub-
lic/audience/consumer categories. through 
this chapter, we aim at encouraging the use of 
the statistical data and information presented in 
this volume for future projects of the cultural op-
erators. Such examples of cultural consumption 
stimulation and schemes for attracting the gen-
eral public towards cinema, music, libraries and 
museums in countries like Poland, Czech Repub-
lic, Croatia and Slovakia confirm the necessity to 
involve both the institutional and the informal 
“stakeholders” in the development of the cultural 
infrastructure at national level. 

Case study. Cinema-consumption 
stimulation in Poland.

A survey4 conducted at the level of the Euro-
pean Union shows that the large majority of Euro- 
peans are connected to Internet services. Half of 
the citizens aged 17-74 use the Internet on mo-
bile devices when they are not at home. A large 
part of the users download audio-video content 
by means of piracy, without paying copyrights 
4 H. Seybert & P. Reinecke, ‘Internet and cloud services 
statistics on the use by individuals’, Statistics in focus
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for the music they listen to or for the movies 
they watch. While watching a movie may have 
been listed as a public consumption activity fif-
teen years ago, nowadays, once the  online piracy 
gained field, the same activity may be easily list-
ed as a domestic-consumption activity. In a world 
where this habit has become a trend, the cultural 
initiatives to educate the public to pay for the con-
sumed products seem useless at first sight. 

At the level of the European community ef-
forts are made, through various projects, to 
determine the public to actively participate in 
supporting the artists and diversifying the audi- 
ence. This is a common practice among nu-
merous organisations and institutes. Europa 
Cinemas is one of the organisations which im-
plement programmes for the development of 
the cinematography in places where it is poor-
ly rated. It is “an international network for a 
better circulation of films around the world “5. 
Founded in 1992 as a result of the MEDIA pro-
gramme of the European Union, Europa Cinema 
has contributed over the years to the promo-
tion of 1111 cinema theatres from 68 coun-
tries. Its main objective is to create a new type 
of audience, primarily among youngsters. In-
volving the audience in transmitting their opin-
ion on the consumed products - by means of 
workshops, forum discussions or invitations 
to comment on blogs - has become both an in-
strument of movie ranking on inter-subjective 
criteria, and a manner to break the boundaries 
between the artist and the audience. 
5 A. Vassiliou (ed.),’European Audiences: 2020 and 
beyond’ (Luxembourg Publications office of the 
European Union, 2012) < http://www.kulturradet.se/>

Poland is one of the countries where Europa 
Cinema has made its presence known, facilitating 
the emergence of more than 33 cinema theatres.
the Polish cinematography is well-known for 
its directors6: Andrzej Wajda, Krzysztof Zanussi, 
 Krzysztof Kieslowski, Roman Polanski and  
Agnieszka Holland. the International Film Festi-
val T-Mobile New Horizons – which takes place 
every year in the city of Wroclaw – is an example 
of a festival that “brings excellent opportunities 
of meeting, discussing and exchanging ideas, it 
discovers co-producers and new talents”7.

One of the successful cinema theatres of  
Wroclaw is Dolnośląskie Centrum Filmowe (DCF). 
It was included in a development programme 
that aimed at getting close to the community by 
attracting a target audience8: elderly citizens, 
children and disabled persons. In 2013 it joined 
the Europa Cinemas international network, in  
order to operate in a European context, and it 
continued its modernisation work, while com-
peting with other projections played in the 
multiplex theatre. Its manager, Marek Michalik, 
recounts how the new centre was established 
and how it has stimulated the cultural consump-
tion in Wroclaw. the centre is first of all known 
because it was built in 2011 in a place where 
an old cinema theatre, Warszawa cinema, once 
stood. Its restoration was possible through a 
co-financing received from the European Fund 
6 A. Lara, ‚Poland’, European Journalism Centre
7  the t-Mobile New Horizons, Stowarzyszenie Nowe 
Horyzonty Festiwal IFF 
8 Dolnośląskie Centrum Filmowe, FNE Europa Cinemas: 
Cinema of the Month: Dolnoslaskie Centrum Filmowe, 
Wroclaw, Poland, FilmNewEurope
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for Regional Development. Although it was built 
for a specific audience, the centre is open for the 
wide art-loving public, in order to be financially 
sustainable; it has four  screening rooms, with 
a capacity of 600 seats, for numerous film fes-
tivals, cultural events and weekends dedicated 
to certain film categories. DCF serves the local 
community through the promotion of European 
films, as an alternative to the commercial  
Hollywood movies. the public is attracted by the 
warm ambience, the comfortable and modern 
conditions, the accessible price of the tickets and 
the absence of commercials and popcorn. 

By adopting the main goal of the Europa  
Cinemas network, DCF aims to attract the young 
public through the dissemination of educa- 
tional programmes in schools and high schools. 
The enrichment of the cinema culture through 
the screening of classic and contemporary  
movies, the participation in discussions with 
the directors and actors and the running of 
short films made by youngsters and children 
on the International Children’s Day are some of 
the programmes implemented in DCF.

Case study. Music-consumption stimulation 
of in the Czech Republic

the Czech Republic is one of the European 
 countries with a rich music history.  Named 
“the Conservatoire of Europe9” by Charless 
Burney  in the 18th century, the Czech Republic 
 is renowned for its valuable composers and 
9  ‘Visiting the Czech Republic - Culture, Embasy of the 
Czech Republic in Bucharest 

musicians such as Johan Wenzel Stamitz, 
Bedřich Smetana, Antonín Dvořák, Leoš Janáček, 
Josef Suk or Bohuslav Martinů.  the musical  
tradition is preserved by means of organising 
national and international symphonic or cham-
ber music festivals. Preserving the musical iden-
tity is an objective for both the artists and their  
audience. In 2015 the International Music  
Festival Pražské Jaro will celebrate its 69th  
anniversary. one of the successful projects 
that aimed at promoting music in the country 
and abroad is called Years of the Czech Music10, 
based on the collaboration between the Minis-
try of Culture, the Ministry of Foreign Affairs, 
the Ministry of Education and the Ministry for  
Regional Development. the Czech organisers 
enjoy financial support from the state, but at the 
same time the aid coming from other persons, 
groups or organisations from abroad – inte- 
rested in the “collective promotion or the 
co-production of the programme or of the pro-
ject” – is encouraged11. the main objective of the  
programme is to be anchored in a European cul-
tural context, with the theme “Unity in diversity”. 
At the same time, the project aims to implement 
new education methods, to foster the coopera-
tion between schools and artistic organisations 
and to set-up workshops to stimulate inter- 
action, dialogue and creativity, in order to form 
and attract new audiences, as well as to keep the 
existing ones. 

the digital material “National identities 
in Czech music” is the proof of the cultural 

10  Year of Czech Music 2014
11  Ibid.
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undertakings to bring together the young artists 
from all over the world, as the Czech music is a 
national symbol and a source of inspiration for 
other cultures as well. Published in 2012 by the 
Czech Music Council and the Institute for Arts 
and theatre, with the support of the Ministry of  
Culture, the report synthesises the work of a 
much bigger project called “the Mapping of the 
 cultural and creative industries DF 11 
P01VV031” and highlights the results of this 
project, which may be also applied to the Years 
of Czech Music project, the 2014 edition. In this 
version, one can find the discussions, comments 
and contributions of the composers, music  
critics and of several types of public – actively or 
passively involved in the development of these 
events. the musicological and ethno-music- 
ological studies carried out by the lecturers or 
professors associated to the various institutes 
specialised in analysing and promoting music 
puts forward the importance of connecting to a 
social climate that protects the national culture. 

Case study. Consumption promotion in the 
libraries of Croatia. 

In 1998, the City Library of Rijeka, Croatia, 
initiated the vast project Youth for Youth with 
the purpose to promote reading and inter- 
action within the local community. the struc-
ture of the programme is simple, yet innova- 
tive: by means of various workshops, the li-
brary employees train a group of young volun-
teers. After finishing their training period, the 

volunteers take over the workshops as train-
ers for the youth and potential members of the  
Rijeka Library. The central idea of the project 
is the direct involvement of youth in their per- 
sonal development, by promoting cooperation 
and responsibility. 

the workshops take place regularly (weekly, 
twice a month or once a month) and approach 
various themes, such as:
•	 Open Globe – a multimedia presentation of 

various foreign countries and their cultures. 
•	 Bookworm Book Café – a club for young 

people passionate about reading, who want 
to share their thoughts and impressions re-
lated to the books they read.  

•	 Teen Tea time – informal meetings between 
the community members with the purpose to 
socialise and improve their English language. 
this workshop has been directly supported 
over the years by the Embassy of Great Britain 
in Croatia. the British ambassador in Croatia, 
Nicholas Jarrold, donated a valuable book col-
lection for youth to the library. 
The project Youth for Youth was enthusiastic- 

ally welcomed within the community of Rijeka, 
therefore new workshops were gradually intro-
duced. through this programme, the image of 
the Rijeka City Library has known a significant 
improvement, thus becoming a real cultural pil-
lar of the city. the growth of its visibility is due 
both to the local media, which published vast 
articles on the workshops of the Rijeka City  
Library, and to the local sponsors.  
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The success of the project resulted in its 
take-over on a national scale, and therefore 
approximately 10,000 people have been ex-
posed, from the position of trainers or simple 
participants, to the workshops organised since 
the Youth for Youth project12 started.  On a long 
term, the project aims to stimulate the librar- 
ians to take over the role of leaders within the 
local communities, by creating an educational 
pyramid. Attracting young people towards the 
library will result in their transformation into 
ambassadors of the library, with the goal to 
develop creativity at national and global level. 
the main advantage of the programme is that 
it does not require the allocation of large finan-
cial sources and it can take place anywhere. 

Case study. Consumption stimulation in the 
museums of Slovakia

The Special Eurobarometer 39913, published 
in November 2013, shows the obstacles that the 
European citizens meet in accessing and partic-
ipating in cultural activities. the lack of interest, 
the lack of spare time, too expensive tickets, limit- 
ed options or poor quality are the main reasons 
that came up in the answers of the respondents 
from 27 EU countries; these are the reasons that 
have led to the decline of the cultural consump-
tion, since 2007. “the decline in participation 
may therefore reflect an overall reduction in the 
amount of money or time EU citizens spend on 
12  The Rijeka City Library
13 Special Eurobarometer 399. Cultural Acces and 
Participation Report’, p.11

cultural activities, in the difficult economic cir-
cumstances since the financial and economic 
crisis began in 2008. this is the case, for ex- 
ample, for visits to historical monuments, mu- 
seums and galleries or public libraries14”. How-
ever, the main answer given in 21 member states 
was the lack of interest / the lack of spare time, 
which are a barrier in visiting art galleries and 
museums more often. 

Slovakia is one of the countries that were 
admitted in the EU on the 1st of May 200415. 
over time, it has had a deficit of public cultural 
consumption. Taking into account the studies 
made at European and national level , as well as 
the valuable information received from the re-
spondents, this state has implemented in these 
last 10 years a series of cultural development 
programmes, with a view to attracting the 
main, secondary and marginal public towards 
leisure activities worthy of their attention. 

Based on the European norms and values 
and on the respect for diversity and intercul- 
tural dialogue, the Slovakian state’s pro-
grammes for the development of the circula-
tion of goods, services, people and capital have 
contributed to the development of its national 
economy and to the rise of living standards at 
European level. the programmes for the cul-
tural consumption stimulation have occurred 
as a need to protect the national heritage, 
through fruitful collaborations at internation-
al level. the “Forum for European Cultures”16 is 
such a project, which brings together 13 Slavic 
14 Ibid.
15 Slovakia (European Union, 2015)
16 ‘the Project For Slavic Cultures’
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countries. through the activities it undertakes, 
the programme connects researchers and insti-
tutions in the field of arts, education and Slavic 
research. “the Forum considers that one of its 
main missions is to promote and preserve the 
Slavic cultural heritage, particularly in the field 
of ethnography, musicology and archive stu- 
dies”17. 

through the support obtained from the Euro- 
pean Social Fund, Bratislava has benefitted by 
a training programme for the personnel of the 
National Museum of Slovakia, with the purpose 
to attract and keep as wide a public as possible. 
the main objective of the programme was to 
help the museum’s employees to improve their 
skills and learn new ones, during a two-year 
period. the project included curators, music- 
ologists, directors and managers who attended 
specialised training sessions; the purpose was 
to transform the museum into a modern, vis- 
itor-oriented institution18.  Ever since the im-
plementation of the project, in 2010, substan-
tial improvements have been noticed as regards 
the relation between the museum’s employees 
and the visitors. 

CoNCLUSIoNS

The European Union countries have been 
fighting the cultural non-consumption phe- 
nomenon for over 10 years. the estran 

17 Ibid.
18 ‘Slovak museums make visitors feel welcome’, (European 
Social Fund, 2010)

gement from the cultural events materialises dif-
ferently from country to country, though. Coun-
tries like Sweden, Denmark, Norway, Estonia, 
Luxembourg or France19 have kept their lead-
ing positions – since 2007 –  in the cultural-con-
sumption rankings, due to their programmes 
for the development and stimulation of the  
institutions, personnel and public. other coun-
tries, like Poland, the Czech Republic, Croatia 
or Slovakia have learnt over the years that the 
EU-allocated investment funds are not suffi-
cient for the durability and sustainability of a 
project; these characteristics can be ensured 
mainly through the participation of the com-
munity stakeholders. In order to implement 
the projects, sociological studies and analyses 
were carried out, which recorded in detail the 
participation frequency for each cultural sector 
depending on the public – segmented according 
to age, gender, education level, residence envir- 
onment etc.  This type of research has the role 
to pin-point the needs for external intervention 
– and here we consider the involvement of the 
European Union, of the respective state or of 
the non-governmental organisations. the 2014 
Cultural Consumption Barometer  confirms the 
results of other studies carried out at Euro- 
pean level, which reflect the discontinuity of 
the cultural events consumption, the lack of 
participation in the public cultural life and the 
lack of interest in the national cultural heritage,  
generally because of two recurring factors 
over the years: the lack of time and the limited  
budget. 
19 the order varies over the years, with small differences 
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The Cultural Consumption Barometer is 
a valuable study, as it identifies the cultural 
non-consumption in Romania and it provides, 
through its findings, a solid foundation for 
those interested in participating simultaneous-
ly in the development of the high culture and in 
the development of the mass culture. the key 

to success is keeping the pace with the contem-
porary public, whose preferences have changed 
over the twenty-five years that have passed 
since the fall of the communist regime; this 
public is less characterised by unidirectional 
cultural consumption practices and is more ac-
curately defined by hybridised  practices. 
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INTRODUCTION

This chapter presents the results of the 
survey carried out in 2014 regarding 
public cultural consumption. The sur-

vey collected data about  two patterns of cultural 
consumption that could be descriebed in terms as 
“highbrow culture” and “lowbrow culture” or in 
other wors “high culture” and “mass culture” the 
distinctions “high culture - low culture” or “elite 
culture - mass culture” marked the twentieth cen-
tury literature in the social sciences, they entered 
into the empirical research area and they circum-
scribe the theme of the place that culture (par-
ticularly cultural consumption) occupies in social 
stratification. Before the ‘60s, in Europe, Roland 
Bathes or Fernand Braudel focused on the every-
day-life culture and its social significance, while the 
members of the Frankfurt School approached the 
mass culture through the relation with the negative 
effects of the industrialisation and commercialisa-
tion processes1. Since 1960s, the research on popu-
lar culture has been developing in US, including 
some of the Frankfurt School’s ideas, updated in 
the ‘70s with the new approaches proposed within 
the Birmingham School, as a response to the criti- 
cism related to the idea of “mass culture”, i.e. the 
idea that popular forms of culture may be a way 
for social ressistance, they are possibilities to chal-
lenge the authority and identity2. Since the ‘80, 
1 Chandra Mukerji, ‘Popular Culture’ in International 
Encyclopedia of the Social Sciences, 2nd Edition (vol.3), 
p.2168-2169
2 C. Mukerji, ‘Popular Culture’ in International Encyclopedia 
of the Social Sciences, 2nd Edition (vol.3), p.2168-2169; S. M. 
Corse, ‚Literature And Society’ in International Encyclopedia 
of the Social Sciences, 2nd Edition (vol.3), p.1646

Pierre Bourdieu’s works have had a great influ-
ence. Bourdieu analyses, among other things, the 
relation between the cultural capital and the eco-
nomic capital held by the various social groups.

As regards the data collection and analysis, 
we used the following variables: the participa-
tion in cultural events, tipe of residences (rural vs.  
urban), the age group and the education level. 
Some of the answers pertain to the two extremes 
of the cultural consumption: the high culture and 
the mass culture, but between these two limits 
there is a range of situations where the respon-
dents choose, for example, to go to museums as 
often as they choose to practise a fitness sport. 

this is due to the fact that at present a new 
omnivore cultural consumption or hybrid cul-
tural practices are developing, combining sev-
eral types of leisure activities. the openness 
to such a consumption and “bricolage” of the 
leisure activities materialises within all age 
groups. For instance, for the respondents aged 
18-34, visiting museums every 2-3 months 
scored 7.2%, close to those who chose a fitness 
sport – 6.4%. For the same period, we notice 
that for the persons aged 35-49, the cultural 
consumption of cinema and music / entertain-
ment shows record almost equal percentages 
(7.5% and 7.7%, respectively). the respondents 
aged 50-64 choose to go to the philharmonics 
(1.1%), opera (1.1) or library (1.0%): almost to 
the same extent they choose to practise a fit-
ness sport (1.3%). In the case of persons aged 
above 65, we notice similar percentages in 
the music / entertainment shows (0.4), sports 
competitions (0.4%), practicing a fitness sport 
(0.6%) or going to the library (0.8%). 
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In the contemporary society, individuals are 
more able to move between decisional fields, as 
a consequence of a relaxation of the norms and 
conformity within certain social groups. the set 
of preferences of a young person (aged 18-34) 
is built on influence factors distinct from those 
of older persons (aged 35-49). the youngsters 
may choose an activity over another depending 
on their access to education and technology, or 
on their group, while the persons aged 35-49 
may choose depending on their work environ-
ment, available spare time or family environ-
ment and responsibilities. Most of the time, the 
persons aged 50-64 and above 65 have already 
built a set of preferences and around them 
there are niche activities to which they are ex-
posed as a consequence of occasionally meet-
ing persons from other social circles. 

However, the above picture is general and it 
applies to persons who do not move too much 
from one decisional field to another. there 
are increasingly frequent situations that make 
people come together, even though they are of 
different age or they come from different resi- 
dential areas (rural vs. urban), as the bound-
aries between social categories - usually found 
in a definite space – are more fluid today than 
three of four decades ago. We may easily notice 
logical relations between numberless habits. 
Starting from a Goffmanian3 vision, we may 
say that the cultural consumption alternatives  
chosen by some of the respondents may be 
based on their desire to be present in a public 
3  Erving Goffman, Behavior in Public Places. Notes on the 
Social Organization of Gatherings

space, if the latter becomes the stage where 
each individual is an actor and will behave as 
one under the audience’s pressure, or with the 
purpose to compete with other performers. If 
we follow the direction explaining the individ- 
uals’ behaviour as intention to distinguish 
themselves from one another, we could evoke 
Pierre Bourdieu’s fundamental work, “Distinc-
tion”, which explains the concept of habitus 
resulted from the social structure and the indi-
vidual’s level of subjectivity4. 

As far as this analysis in concerned, the 
trends of the respondents’ public cultural con-
sumption may be explained through the ac-
cess to various types of culture at local level 
and the opportunities they meet therein. In 
other words, most of the time, people do or do 
not consume cultural events depending on the 
availability of the cultural infrastructure.  these 
kinds of situations occur in the rural environ-
ment, as the respondents choose what is avail-
able.  they may wish to go to the philharmonics 
or to the cinema, but they participate in local 
celebrations or music / entertainment shows, 
because these are the most common leisure ac-
tivities organised by the local administration 
and the most accessible ones, as well, because 
these events are mostly free. this example may 
be applied in the case of the respondents living 
in a rural environment (59%), who have never 
attended the commercial centres nearby; in ex-
change they choose local events – once every 
few months (24,4%). the low rate of cultural 
consumption in the rural environment is also 
4  Pierre Bourdieu, Distinction, pp. 165-171, 206-223
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maintained in the case of other activities: going 
to the cinema, to the opera, library, theatre or 
even to parks or green areas. Hereinafter we 
shall depict the consumption preferences, relat-
ing to the abovementioned cultural institutions 

or events. the results are valuable information 
both for the academic environment, and for the 
representatives of the organisations and insti-
tutions involved in the community develop-
ment. 

KEy RESULtS

We shall present the key results 
on each cultural and creative 
sub-sector. the differences in the 

cultural consumption are described according 
to gender, type of residence, age groups and  
education level5. 

1. Philharmonics

Philharmonics-music consumption is an ex-
pression of the “high culture”; its rate is very low 
for the general population of Romania (80.6% 
state that they never go to the philharmonics, 
while 15.2% state that they “rarely” go).

the percentage of “non-consumers” is higher 
in the case of women (but there are no signifi-
cant differences recorded as far as the gender 

5 For the analyses made in 2014, we did not consider the 
“non-answers” (don’t know/ won’t answer) in the calcu-
lation of percentages. thus, slight differences might ap-
pear between the data in the graphs 1-6 and those in the 
graphs 7-20. For example, the cinema „non-consumers” 
segment  records  62.2% if we include the non-answers 
(graph 1), and 62.8% when the non-answers are not in-
cluded (graph 7). 

is concerned, when we consider the frequent 
consumers segment). Most of the men prefer to 
go to the philharmonics weekly (9%), as com-
pared to women, who prefer to go weekly or 
monthly to the same extent (2%) (see table 16). 

Graph 1. Philharmonics consumption in 2014

the education level plays a more important 
role than the age in the separation between con-
sumers and non-consumers (see table 2). 

6 the rest of the tables showing the frequency of partici-
pation in various types of cultural events depending on 
gender, residence environment, age group and education 
level are found in the Annexes Chapter of the volume. 
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Table 1.  Differences in going to the philharmonics depending on gender and residence environment
 

Men Women Rural Urban
Never 76.6% 84.4% 89.5% 73.9%
Rarely 18.1% 12.5% 9.2% 19.8%

once every 4-6 months 2.3% 1.4% 0.7% 2.6%
once every 2-3 months 1.4% 1.2% 0.6% 1.9%

Monthly 0.7% 0.2% 0% 0.8%
Weekly 0.9% 0.2% 0% 1%
TOTAL 100% 100% 100% 100%

Table  2. Differences in going to the philharmonics depending on the education level

10 grades / vocational 
school at most

High school / post-
high school Higher education

Never 90.6% 77.5% 53.0%
Rarely 7.4% 17.9% 36.3%

once every 4-6 months 0.8% 1.6% 5.6%
once every 2-3 months 0.5% 2.0% 2.8%

Monthly 0.2% 0.5% 1.2%
Weekly 0.4% 0.4% 1.1%
TOTAL 100% 100% 100%

2. Opera/operetta 

the situation of the opera/operetta consump-
tion is similar to that of the philharmonics. Simi- 
larly to the evolution recorded in the case of the 
cinema theatres, the opera/operetta “non-con-
sumers” segment has decreased by 10 percentage 
points in the last 10 years. 

In the case of opera and operetta, men are 
those who show more interest in going once every 
2-3 months (8%), as compared to women, who 
choose the opera monthly (5%) (see table 3). Graph 2.  opera / operetta consumption in 2014
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Table  3. Differences in going to the opera/operetta depending on gender and residence environment 

Men Women Rural Urban
Never 77.2% 84.3% 89.4% 74.3%
Rarely 16.9% 11.2% 9.3% 17.5%

once every 4-6 months 2.8% 2.2% 0.6% 3.9%
once every 2-3 months 0.8% 1.6% 0.8% 1.5%

Monthly 1.3% 0.5% 0% 1.6%
Weekly 1% 0.3% 0% 1.1%
TOTAL 100% 100% 100% 100%

3. Theatre

the number of theatre “non-consumers” has 
decreased by 14 percentage points in the last 10 
years. It is the most significant decrease record-
ed for the various public cultural consumption 
forms we collected data on. the respondents 
with the highest rate of going to the theatre are 
women, youngsters (aged under 34) and per-
sons with a high level of education (high school 
at least) (see tables 4, 5 and 6). Similarly to the 
case of most of the public cultural consumption 
activities, there is a disadvantage for the people 
living in the rural environment, as far as the par-
ticipation in the cultural life is concerned. Re-
gardless of theirtipe of residence, most of the 

men choose to go to the theatre once every 4-6 
months (8.8%), while most of the women partici- 
pate in this activity almost as often as the men: 
monthly (5.8%), once every 2-3 months (5.2%) 
and once every 4-6 months (5.3%).

Graph 3. theatre consumption in 2014

Table  4. Differences in going to the theatre depending on gender and residence environment

Men Women Rural Urban
Never 59.2% 66.9% 77.7% 52.3%
Rarely 20.9% 15% 11.9% 22.2%

once every 4-6 months 8.8% 5.3% 3% 10%
once every 2-3 months 5.7% 5.2% 3.6% 6.8%

Monthly 2.7% 5.8% 1.7% 6.3%
Weekly 2.8% 1.8% 2.1% 2.3%
TOTAL 100% 100% 100% 100%
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Table  5. Differences in  going to the theatre depending on age groups

18 - 34 years 
old

35 - 49  years 
old

50 - 64  years 
old

65  years old and 
above

Never 47.7% 60.8% 67.6% 83.3%
Rarely 21.4% 21.6% 17.8% 7.6%
once every 4-6 months 12.8% 6.5% 4.2% 2.7%
once every 2-3 months 8% 4.7% 4.9% 3.5%
Monthly 7.8% 3.4% 3% 2.3%
Weekly 2.4% 3% 2.5% 0.7%
TOTAL 100% 100% 100% 100%

Table  6. Differences in going to the theatre depending on education level

10 grades / vocational 
school at most

High school/ 
post-high school Higher education

Never 79.2% 54% 26.3%
Rarely 11.3% 21.9% 32.2%
once every 4-6 months 2.2% 9.7% 18%
once every 2-3 months 3.6% 6.7% 9.3%
Monthly 1.4% 7.2% 8.8%
Weekly 2.2% 0.5% 5.5%
TOTAL 100% 100% 100%

4. Festivals

The public cultural consumption practised on 
the occasion of “festival”-type events scores good 
values on the segments “once every 2-3 months” 
and “once every 4-6 months”. thus, 8.1% of the 
respondents go to this kind of events four times 
a year, while 11.4% go approximately two times 
a year. It is important to specify that the variable 
does not differentiate in terms of the type of the 
festival (music, film, theatre etc.) or the form of 
access (paid or free). In the case of festivals, both 
men and women (see table 7) mostly participate 

once every 4-6 months (12.4% and 10.5%,  
respectively).

Graph 4. Festival attendance in  2014
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Table  7. Differences in festival attendance depending on gender and residence environment

Men Women Rural Urban
Never 48.9% 56.3% 62.2% 45.6%
Rarely 24.2% 22.4% 19.9% 25.8%
once every 4-6 months 12.4% 10.5% 9.8% 12.6%
once every 2-3 months 9.1% 7.1% 5.6% 9.9%
Monthly 2.6% 2.9% 1.2% 4%
Weekly 2.8% 0.8% 1.3% 2.1%
TOTAL 100% 100% 100% 100%

5. Local celebrations

Local celebrations or events are some of the 
most accessible forms of public cultural con-
sumption for the general population of Romania. 
the “non-consumers” segment scores “only” a 
value of 34.8%, a decrease by approximately 10 
percentage points as compared to 2005. these 
types of events are mostly attended by women 
and persons aged 35-49. Graph 5. Local events/celebrations attendance in 2014

The attendance of local celebrations scores 
ascending values both among men and women, 
at the level of the following frequencies: month-
ly, once every 2-3 months or once every 4-6 
months (see tables 8, 9 and 10). Furthermore, 
the rural environment is better represented 

compared to other forms of consumption, 
as the percentage of the “non-participants” 
respondents is approximately 40%, most 
probably due to the constant organisation of 
events on the “Commune Day”, in most rural 
localities. 

Table  8. Differences in  local celebrations attendance depending on gender and residence environment
Men Women Rural Urban

Never 40.3% 30.6% 40.3% 30.6%
Rarely 30.7% 31.4% 30.7% 31.4%
once every 4-6 months 16% 15.6% 16% 15.6%
once every 2-3 months 8.4% 13.7% 8.4% 13.7%
Monthly 2.3% 6.1% 2.3% 6.1%
Weekly 2.3% 2.6% 2.3% 2.6%
TOTAL 100% 100% 100% 100%
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Table  9. Differences in  local celebrations attendance depending on age groups

18 - 34 years 
old

35 - 49 years 
old

50 - 64 years 
old

65 years old and 
above

Never 27.9% 23.5% 40.9% 52.3%
Rarely 32.4% 36.6% 24.8% 29.6%
once every 4-6 months 15.5% 19.7% 16.2% 10.3%
once every 2-3 months 15.6% 10.1% 13.2% 4.8%
Monthly 5.5% 6.2% 4.5% 0.6%
Weekly 3.2% 3.9% 0.3% 2.3%
TOTAL 100% 100% 100% 100%

 Table  10. Differences in  local celebrations attendance depending on the education level

10 grades/ vocational 
school at most

High school/ 
post-high school Higher education

Never 41.3% 32.3% 17.5%
Rarely 31.7% 32.5% 26.5%
once every 4-6 months 15.5% 15.6% 17.2%
once every 2-3 months 7.5% 11.7% 24%
Monthly 2.7% 6.2% 6.9%
Weekly 1.3% 1.8% 7.9%
TOTAL 100% 100% 100%

6. Music/entertainment shows

Between the two time-poles of the meas- 
urements made for the Cultural Consumption  
Barometer (2005 and 2014), there are no major 
 differences as regards the dimension of the 
“non-consumers” segment for music/entertain-
ment shows (there is only a slight difference of 
-2 percentage points for 2014). Although fluctu-
ations were recorded (a significant increase in 
2009), the percentage of respondents who do 
not access this type of cultural offer in 2014 is 
close to that of 2005.  While in the case of local 
celebrations and events the differences between  
rural and urban are more blurred, the situation 

of the music/entertainment shows is again found 
on the direction of significant inequalities of con-
sumption (more than 20 percentage points less 
“non-consumers” in the urban environment).

Graph 6. Attendance of music/entertainment 
shows in 2014
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Unlike the case of other types of public cul-
tural consumption, we notice here a better pres-
ence of the persons with lower education (who 

attended 10 years of school or graduated from a 
vocational school at most) (see table 11).

Table  11. Differences in  music / entertainment shows attendance depending on the education level

10 grades/ vocational 
school at most

High school/post-
high school Higher education

Never 38.0% 48.4% 63.0%
Rarely 24.9% 27.0% 22.3%
once every 4-6 months 12.9% 14.1% 9.0%
once every 2-3 months 15.0% 7.7% 4.4%
Monthly 7.5% 0.5% 0.8%
Weekly 1.6% 2.3% 0.5%
TOTAL 100% 100% 100%

7. Cinema

In 2014, 5.7% of the analysed population 
at national level has attended the cinema at 
least once a month. In comparison to 2005, the 
“non-consumers” segment has dropped by more 
than 10 percentage points. 

the “non-consumers” segment is smaller for 
men compared to women (58% as compared to 
67.2%). Quite expectably (considering the differ-
ences in the access to the distribution infrastruc-
ture or the incomes), in the rural environment the 
attendance of cinema theatres has much lower 

values (almost 75% of the respondents do not ac-
cess this type of culture at all) (see table 12). 

Graph 7. Cinema consumption in  2014

Table  12. Differences in  going to the cinema,  depending on gender and residence environment
Men Women Rural Urban

Never 58% 67.2% 74.7% 53.9%
Rarely 23.3% 16% 16% 22.1%
once every 4-6 months 6.1% 4.1% 3.4% 6.4%
once every 2-3 months 5.8% 8% 4.3% 9%
Monthly 4.6% 4.6% 1.4% 7%
Weekly 2.1% 0.1% 0.2% 1.7%
TOTAL 100% 100% 100% 100%
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As regards the age or the education level, the 
most active persons in terms of going to the cinema 

are the youngsters (aged under 35) and people 
with higher education (see table 13 and 14).

Table  13. Differences in  going to the cinema, depending on age groups

18 - 34 years 
old

35 - 49 years 
old

50 - 64 years 
old

65 years old and 
above

Never 35.3% 58.2% 78.8% 89.2%
Rarely 28.8% 24.1% 12.6% 8.4%
once every 4-6 months 7.3% 7.0% 3.4% 1.5%
once every 2-3 months 13.7% 7.5% 3.4% 1%
Monthly 12.2% 2.8% 1.4% 0%
Weekly 2.8% 0.5% 0.5% 0%
TOTAL 100% 100% 100% 100%

Table  14. Differences in  going to the cinema,  depending on the education level

10 grades / vocational 
school at most

High school / post-
high school Higher education

Never 77.4% 52.8% 32.7%
Rarely 14.1% 24.4% 28.4%
once every 4-6 months 2.5% 7.1% 10%
once every 2-3 months 3.3% 7.9% 17.6%
Monthly 2.5% 5.9% 9.3%
Weekly 0.2% 2% 2.1%
TOTAL 100% 100% 100%

8. Libraries

At the level of the general population, 79.2% 
of the respondents have never gone to the library 
to read. 

out of those who access the offers of the libraries, 
most respondents are young (aged under 34) 
and have a high level of education (high school 
at least) (see tables 16 and 17). As regards the 
consumption of books from the libraries, most of 
the men prefer to attend a library weekly (7%) or  
rarely (13.5%), whereas most of the women 

prefer to access the library once every 4-6 months 
(5.6%) or rarely (10.6%) (see table 15). 

Graph 8.  Attendance of libraries in 2014
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Table  15. Differences in  going to the library, depending on gender and residence environment

Men Women Rural Urban
Never 80.2% 78.3% 86.5% 73.7%
Rarely 13.5% 10.6% 8.6% 14.5%
once every 4-6 months 1.7% 5.6% 1.3% 5.5%
once every 2-3 months 2.1% 2.3% 1% 3.1%
Monthly 1.8% 1.6% 1.4% 1.9%
Weekly 0.7% 1.6% 1.1% 1.2%
TOTAL 100% 100% 100% 100%

Table  16. Differences in  going to the library, depending on age groups

18 - 34 years 
old

35 - 49 years 
old

50 - 64 years 
old

65 years old and 
above

Never 61.4% 79.4% 87.5% 94.4%
Rarely 21.8% 11% 8.4% 3.7%
once every 4-6 months 9.1% 2.8% 1.3% 0%
once every 2-3 months 3.3% 3.2% 1% 0.8%
Monthly 2.6% 1.4% 1.6% 1.1%
Weekly 1.8% 2.2% 0.2% 0%
TOTAL 100% 100% 100% 100%

Table  17. Differences in  going to the library, depending on the education level

10 grades/ vocational 
school at most

High school/post-
high school

Higher education

Never 89.1% 74.4% 55%
Rarely 7.5% 13% 25.6%
once every 4-6 months 1.1% 5.8% 8.2%
once every 2-3 months 0.6% 3.4% 5.3%
Monthly 1.2% 2.3% 2.3%
Weekly 0.5% 1.1% 3.6%
TOTAL 100% 100% 100%
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9. Sports competitions

The attendance of sports competitions 
as a spectator is primarily specific to the 
respondents living in an urban environment, to 
men, youngsters (aged under 34), as well as to 
persons with a middle education at least (see 
table 18, 19 and 20).

Graph 9.  Sports competitions attendance in 2014
Table  18. Differences in sports competitions attendance, depending on gender and residence environment

Men Women Rural Urban
Never 50.7% 71.9% 71.4% 54.3%
Rarely 22.4% 14.2% 16.3% 19.6%
once every 4-6 months 7.2% 8.3% 5.1% 9.7%
once every 2-3 months 10% 2.3% 3.8% 7.7%
Monthly 4.9% 2.3% 2% 4.8%
Weekly 4.7% 1% 1.3% 3.9%
TOTAL 100% 100% 100% 100%

Table  19. Differences in  sports competitions attendance, depending on age
18 - 34 years 

old
35 - 49 years 

old
50 - 64 years 

old
65 years old and 

above
Never 42,1% 57,3% 69,1% 86,5%
Rarely 21,6% 23,4% 16,3% 8,5%
once every 4-6 months 14,6% 6,6% 5% 3,1%
once every 2-3 months 10,8% 5,6% 5,5% 0,4%
Monthly 5,4% 4,4% 2,7% 0,8%
Weekly 5,5% 2,7% 1,4% 0,6%
TOTAL 100% 100% 100% 100%

Table  20. Differences sports competitions attendance depending on the education level
10 grades/ vocational 

school at most
High school/post-

high school Higher education

Never 75.1% 50.9% 37.1%
Rarely 13.5% 19.7% 30.9%
once every 4-6 months 4.3% 11.9% 11.4%
once every 2-3 months 3.4% 9.1% 9.1%
Monthly 2.0% 3.8% 8.3%
Weekly 1.7% 4.5% 3.1%
TOTAL 100% 100% 100%
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10. Trips

trips outside the locality are a way of leis-
ure quite common within the general popula-
tion. In this respect, 8.4% of the respondents 
perform such activities at least once a month. 

Graph 10. Going on trips out of the town in 2014. 
11. Parks and green areas

Walking in the parks and green areas is 
the most common way of leisure, at national  
level. the highest percentages are recorded in 
the “weekly” frequency (18.5%).

Graph 11. Recreation in parks and green areas  in 
2014

12. Fitness sports

Practising a fitness sport is not a common 
activity for the general population; only 5% of 
the respondents perform this activity “weekly”.

Graph 12. Practising fitness sports in 2014

CuLTuRAL CONSuMpTION 
wIThIN ThE puBLIC SpACE. 

GENERAL DATA



5858

Higher percentages of weekly frequency are 
recorded in the case of men (7.8%), urban resi- 
dents (6.9%), people aged under 34 (12.3%) 
and higher-education graduates (10.7%) (see 

table 21, 22 and 23). At general level, this ac-
tivity is mainly preferred weekly (5%) or once 
every 4-6 months (4.8%); it is less preferred 
monthly (2.5%) or every 2-3 months (3.1%). 

Table  21. Differences in  sports practising, depending on gender and residence environment

Men Women Rural Urban
Never 65,3% 76,5% 80% 64,4%
Rarely 17,5% 10,1% 12,4% 14,6%
once every 4-6 months 3,7% 5,7% 2,8% 6,2%
once every 2-3 months 3,4% 2,7% 1,4% 4,3%
Monthly 2,3% 2,6% 0,8% 3,7%
Weekly 7,8% 2,4% 2,5% 6,9%
TOTAL 100% 100% 100% 100%

Table  22. Differences in  sports practising, depending on age groups

18 - 34 years 
old

35 - 49 years 
old

50 - 64 years 
old

65 years old and 
above

Never 45,8% 68,7% 85,2% 93,4%
Rarely 19,9% 17,1% 9,1% 5,5%
once every 4-6 months 10,5% 4,5% 2,1% 0%
once every 2-3 months 6,4% 2,9% 1,3% 6%
Monthly 5,1% 3,3% 0,5% 0,1%
Weekly 12,3% 3,5% 1,8% 0,4%
TOTAL 100% 100% 100% 100%

Table  23. Differences in sports practising, depending on the education level

10 grades / vocational 
school at most

High school / post-
high school Higher education

Never 84,4% 59,9% 47,1%
Rarely 8,5% 19,6% 19,6%
once every 4-6 months 1,7% 8,9% 7,3%
once every 2-3 months 2% 3,3% 6%
Monthly 0,8% 1,9% 9,2%
Weekly 2,5% 6,4% 10,7%
TOTAL 100% 100% 100%



5959

13. Commercial centres attendance

Going shopping in commercial centres 
(malls) is in the top of the general population’s 
preferences in matters of leisure activities, 
as 24.1% perform this activity at least once a 
month (a percentage only surpassed by walking 
in the park).

Graph 13. Attendance of commercial centres 
(malls) in 2014

14. Museum and exhibition visiting

the activity of visiting museums or exhib- 
itions records a drop in the percentage of total-
ly-absent respondents, yet with a value lower 
than in the case of cinema, opera or theatre, 
i.e. approximately 6 points. Even though the 
“non-consumers” segment records a smaller 
drop, it is still inferior to the other mentioned 
cases (56.7%). In comparison to the cinema, 
opera or theatre, museum and exhibition visi- 
ting is better represented in the frequencies 
“once every 2-3 months” (5.2%) and “once  
every 4-6 months” (10.6%). Graph 14. Museum/ exhibition visiting in 2014

CoNCLUSIoNS

For all age groups, the frequency of 
philharmonics attendance and the li-
brary-books consumption record the 

lowest percentages in relation to other cultural 
consumption activities. the activities chosen by 

the general population once every few months 
can be listed in the following order: most of the 
respondents prefer local celebrations (27.2%), 
followed by trips (21.5%), music/film/theatre 
festivals (19.5%), music/entertainment shows 
(18%), mall attendance (15.8%), walking in the 
parks (16.7%) and visiting museums (15.8%). 
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Also, every few months (between 2 and 6 
months) the respondents consume cinema-re-
lated events (12,1%) theatre (12,4%) or sport 
activities (13,8) but in a lower percentage com-
pared to the activities chosen above.

As far as the monthly frequency is con-
cerned, the respondents of all ages, rural or 
urban residents, regardless of their education 
level, state that they most frequently go to parks 
(16.4%), malls (13.7%) or opera / operetta 
performances (9%). In the top of weekly pref-
erences there are: walking in the parks / green 
areas (18.5%), followed by the attendance of 
commercial centres (malls) (10.4%); the rural 
environment records “non-participation” rates 
lower than in the case of other public cultural 
consumption types or leisure activities, 58% 
respectively. 

If we compare the frequency of philharmon-
ics-concerts consumption, we notice that the re-
spondents rather prefer to attend weekly (5%) 
and monthly (5%) than once every few months 

(3.1%). this is also applicable to the consump-
tion of opera and operetta performances (6% 
of the respondents stated that they preferred to 
go weekly, 9% prefer monthly,  and only 3.1% 
of them choose to go once every few months). 

the data show that out of the 14 types of 
cultural consumption, eight record ascending 
values in the following order of the frequen-
cies: weekly, monthly, once every 2-3 months, 
once every 4-6 months. In other words, Ro-
manians prefer to consume more, but less fre-
quently, the following activities: library-related 
cultural events, sports competitions, trips, fes-
tivals, museums, local celebrations, enter-
tainment shows, theatre. Leisure activities in 
parks and malls, opera and philharmonics are 
in inverse proportion to the growth of the time  
period between two consumption sequences. 
In the case of cinema-events attendance, the 
highest percentage was recorded for the an-
swer “once every 2-3 months” (7%). 
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pERfORMING ARTS,  
BETwEEN MERE  

LITERACy AND ELITISM

INTRODUCTION

In the last years, performing arts profes-
sionals have been facing more and more 
the problem of building and keeping the 

public, on the background of European trends 
that show a decrease in the practises of attending 
theatre performances. According to the data 
published in the Eurobarometer on Cultural 
Access and Participation1, the participation in 
most of the cultural activities has  decreased 
since 2007, because of the economic and finan-
cial crisis. As regards the performing arts, the-
atre attendance has recorded a decrease by 4 
percentage points, even though there were no 
changes as regards the proportion of European 
spectators who have seen a ballet-, dance- or 
opera performance.  Ballet, dance and opera 
are deemed more difficult genres because they 
require a specialised reception and their spec-
tators are less numerous (18%), but they are a 
loyal public – no fluctuations related to the eco-
nomic changes were recorded in their number. 

The decrease of the public participation 
in the performing arts may also be explained 
through the fact that, in economically difficult 
periods, European citizens have tried to organ- 
ise their expenses, depending on their prior-
ities, giving more importance to the activities 
related to professional development or looking 
for a new job. on the other hand, the activities 

1  European Commission, ‚Special Eurobarometer 399. 
Cultural acces and participation’, (November 2013), p.4

of recreation together with family and friends 
have been gaining ground over performances2.  

As regards the non-participation in theatre 
performances, the main reason identified by 
the Europeans is the lack of interest in this form 
of artistic expression. However, the respondents 
from Bulgaria, Hungary and Greece – countries 
that were deeply affected by the economic cri-
sis – state that the high price is the most im-
portant obstacle. 

In Romania, the main reason indicated by 
the respondents in the matter of the non-par-
ticipation or low level of participation in the-
atre performances is the lack of time (30%), 
followed by a limited offer or the poor quality of 
the performances (29%).

2  Ibid, p.61
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Table 1. the main reasons indicated by Europeans as regards the low level of participation  
in theatre performances3. 

Lack of 
interest

Lack of 
time

High 
price

Limited offer or 
poor quality  of 

the offer 
Lack of 

information
Other 

reasons
Don’t 
know

Austria 44% 20% 15% 10% 3% 5% 3%
Bulgaria 23% 19% 27% 20% 2% 3% 6%

Czech Republic 29% 29% 25% 11% 2% 2% 2%
Croatia 32% 23% 20% 17% 2% 5% 1%

Germany 43% 25% 11% 10% 2% 6% 3%
Greece 23% 16% 40% 20% 0% 0% 1%
France 37% 17% 16% 14% 5% 8% 3%

Italy 41% 19% 26% 6% 3% 4% 1%
Poland 36% 24% 19% 14% 1% 5% 1%

United Kingdom of 
Great Britain and 
Northern Ireland

34% 24% 21% 8% 3% 7% 3%

Romania 19% 30% 15% 29% 3% 3% 1%
Slovakia 33% 24% 18% 19% 2% 3% 1%
Slovenia 36% 27% 18% 10% 2% 7% 0%

Spain 33% 18% 31% 11% 3% 4% 0%
Hungary 31% 20% 37% 8% 1% 2% 1%

3  Ibid, p.24

In the case of ballet, dance or opera perfor-
mances, the Romanian spectators are the only 
ones who do not invoke the lack of interest as 
the main reason for the low level of partici-
pation. In a country with seven opera institu-
tions, distributed in the great cities, and with 
a small number of dance institutions, the main 
obstacle as regards the participation is the  
limited offer or the poor quality. This trait of the 
Romanian public represents the opportunity 

which the creators and managers will prob-
ably exploit by resorting to innovative formulas 
for these genres, but their intervention will be 
verified or will appear in the quantitative mea-
surements only in the following years, and only 
if the effort for keeping the public’s interest will 
be constant. At the same time, we notice that, 
paradoxically, the interest in the performing 
arts is not directly proportional to the living 
standard or to the degree of welfare of various 
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nations. therefore, in this case, the level of cul-
ture and the level of civilisation do not have 
similar courses, although the civilisation de-
gree is directly influenced by the degree of cul-
ture. this behaviour dynamics may be the basis 
for additional sociological and anthropological 
researches, yet for the moment we only point 
out that Romania is in the fortunate situation 
of having a public that has analytical tools and 

expectations from the artistic manifestations. A 
possible explanation for these values, showing 
the interest of the public in the cultural prod-
uct, is the constant attention that Romania has 
been paying to the management of these pub-
lic cultural institutions since 2009: the profile 
of the managers does not only require special-
ised education, but also more and more applied 
managerial abilities. 

Table 2. the main reasons indicated by Europeans as regards the low level of participation  
in ballet, dance or opera performances4

Lack of 
interest

Lack of 
time

High 
price

Limited offer or 
poor quality  of the 

offer 
Lack of 

information
Other 

reasons
Don’t 
know

Austria 61% 15% 11% 6% 2% 4% 1%
Bulgaria 38% 13% 16% 23% 3% 3% 4%

Czech Republic 56% 17% 13% 10% 1% 1% 2%
Croatia 45% 18% 14% 18% 1% 3% 1%

Germany 58% 20% 7% 7% 1% 5% 2%
Greece 50% 12% 19% 17% 1% 1% 0%
France 38% 18% 18% 13% 4% 7% 2%

Italy 55% 18% 14% 6% 3% 3% 1%
Poland 47% 21% 15% 11% 2% 3% 1%

United Kingdom of 
Great Britain and 
Northern Ireland

52% 18% 16% 7% 2% 4% 1%

Romania 24% 25% 14% 30% 3% 3% 1%
Slovakia 49% 18% 12% 16% 1% 3% 1%
Slovenia 48% 19% 15% 11% 2% 5% 0%

Spain 44% 16% 21% 11% 2% 5% 1%
Hungary 60% 15% 14% 7% 1% 2% 1%

4  Ibid, p.23
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Moreover, in the case of concerts, Roma-
nians are the only Europeans that indicate the 
limited offer or the poor quality as the main rea-
son for the low level of participation. In many 

European countries, the inhabitants consider 
the lack of interest in concerts the main rea-
son for the level of participation: Italy (40%),  
Hungary (35%), Poland (34%), Austria (33%). 

Table 3. the main reasons indicated by Europeans as regards the low level of participation in concerts5. 

Lack of 
interest

Lack of 
time

High 
price

Limited offer or 
poor quality  of 

the offer 
Lack of 

information
Other 

reasons
Don’t 
know

Austria 33% 20% 20% 14% 4% 7% 2%
Bulgaria 19% 31% 16% 20% 2% 4% 8%

Czech Republic 29% 26% 26% 12% 2% 2% 3%
Croatia 25% 22% 25% 20% 1% 6% 1%

Germany 29% 21% 25% 12% 2% 7% 4%
Greece 28% 32% 15% 22% 2% 0% 1%
France 22% 28% 20% 12% 4% 10% 4%

Italy 40% 26% 17% 8% 3% 4% 2%
Poland 34% 20% 25% 12% 2% 5% 1%

United Kingdom of 
Great Britain and 
Northern Ireland

29% 27% 23% 8% 2% 8% 3%

Romania 18% 15% 28% 30% 3% 4% 2%
Slovakia 27% 22% 25% 18% 3% 4% 1%
Slovenia 22% 24% 31% 10% 3% 9% 1%

Spain 28% 33% 21% 11% 2% 5% 0%
Hungary 35% 31% 20% 7% 3% 2% 2%

5  Ibid, p.28

Europe’s cultural diversity makes it hard to 
make comparisons between countries. the trends 
referring to the performing arts are identified by 
the Eurobarometer on Cultural Access and Partici-
pation, but, unfortunately, there are few studies at 
the level of various European countries. the few 
researches made only reflect the specific traits of 

various countries and cultural systems, as well 
as some of the common features of the impact of 
these artistic manifestations. 

The lack of interest or the existence of a taste 
for the performing arts are usually correlated to 
the low level of the spectators’ education, as well 
as to the lack of actions  for audience retention. 
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David throsby sees taste as the driving force in 
the development of the demand for and supply 
 of art. “taste is shaped in time, it is acquired 
through education and difficult to modify”6.

In the last years, as the economic importance 
of arts has started to be the focus of the political 
factors, of researchers and academic environ-
ment, the cultural institutions have been forced to 
justify their existence, not only through the aes-
thetic and artistic value of their products, but also 
through these products’ economic impact. the 
introduction of the managerial elements in the 
management and administration of the cultural 
organisations has brought positive modifications, 
as well as some excessive slippages into criteria 
that do not take into account the specificity of this 
activity sector. Unfortunately, the number of sold 
tickets has started to be the main measuring unit 
for the economic justification of the cultural in-
stitutions, and the profile of the spectators is ig-
nored. Some cultural managers consider that the 
transformation of the spectators into customers 
and the focus on the customer turn the cultural 
product into a populist object influenced by eco-
nomic mechanisms7, and this is why they prefer to 
focus on selling tickets and to not perform activ- 
ities that might affect the cultural product. On the 
other side, drawing-up a coherent and integrated 
marketing strategy contributes to the achieve-
ment of both cultural and community objectives. 
6  David throsby, ‚the production and consumption of the 
arts: A view of cultural economics’, Journal of Economic 
Literature, 32, 1994, p.2
7  Francois Courvoisier & Fabienne Courvoisier, ‚Marketing 
of cultural institutions in French-speaking Switzerland’, 
International Journal of Nonprofit and Voluntary Sector 
Marketing, 12, p.199

the analysis of the spectators’ profile and the 
adaptation of the cultural supply to their needs 
contribute both to the moulding of an educated 
public, very demanding in selecting the plays they 
view, and to the consumers’ satisfaction8.

the environment where the performing arts 
organisations operate has changed a lot in the last 
decades. the demographic changes, the growing 
interest in new technologies, the less spare time 
of the spectators are only several aspects to be 
considered by the managers of the theatres, per-
formance and concert halls,  as well as by the  
artists and musicians, when building the cultural 
supply. 

Performing arts are perceived as a way of 
recreation, of escaping from the daily problems, 
a way of socialisation and spending time with 
friends and family, a way of introspection, as well 
as a method of  acknowledging one’s status as an 
intellectual person. on a second plan, the profes-
sionals of these spectaculars have never forgotten 
their fundamental educative and formative role, 
even though this objective has not been perman- 
ently  stated. yet, the above assertions do not  use 
up all the mechanisms that determine the attend- 
ance of performances, as in this process some 
subtle, less-expressed needs step in: the need to 
satisfy the thirst for imaginary, the need to escape 
from the everyday life into parallel poetic real- 
ities, as well as spiritual needs, deepened by the 
rhythm of the everyday life. 

the motivations of the performing arts  
public are not only related to the social needs 
8  Sergio Cherubini, ‚the marketing of cultural services’ 
- suport de curs, Școala de vară The economics and mana-
gement of culture, p.2
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for self-esteem, or to the desire to spend their 
spare time in a pleasant manner, with close 
people9. At the same time, the attractiveness 
of the performing arts may be also explained 
through the uniqueness of every live show, the 
closeness to famous actors or singers, through 
the feeling of participation in a unique event. 

In the field of performing arts the cultural 
supply is characterised by immateriality, non-re-
peatability, perishability, non-separability and 
variability10. Each show is a unique product, this 
is why the spectators need additional information 
to help them decide to participate and prepare an 
appropriate reception. The reputation of the in-
stitution that produces the performance, as well 
as the previous shows it put on, may influence the 
attendance of a show; usually, besides all these, 
other factors step in: the title of the play and its 
notoriety, the cast (actors, musicians, dancers), 
the fame of the artistic coordinator (director, con-
ductor, choreographer). these elements tend to 
give spectators a security which is usually absent 
from this cultural product recreated with every 
staging11. 

Practitioners and researchers in this field 
consider that many times the standstill or the de-
crease of the number of spectators are based on 
the manner the performing arts are described, 
promoted and sold, without taking into account 

9 Andreea Ciceo, ‘Exploring Audiences’ Behavior in 
the theatre Land’, FIKUSZ’12 Symposium for Young 
Researchers, p.29-36
10  Characteristics of the public services (author’s note)
11  Peter E. Earl, ‚Simon’s travel theorem and the demand 
for live music’, Journal of Economic Psychology, Vol. 22 No. 
3, pp.335-58

the changes in the public’s way of life and prefer-
ences12.

Performing arts are still tied to the classical 
conventions and do not instantly reflect the trans-
formations within the society. Furthermore, in the 
last years, due to the globalisation and techno- 
logical development, the separation between the 
working hours and  leisure hours  has been in-
creasingly fading out, which has a direct effect on 
the participation in the performing arts. At the 
same time, the instant dissemination of informa-
tion influences the spectators’ expectations re-
garding the performing arts. these are  only a few 
sensitive variables that may determine the level 
of success in the minds of the spectators, who will 
subsequently decide if and when they  repeat the 
experience of performance consumption.   

Let us not forget that the public of performing 
arts has evolved with the urban social life. there-
fore, the spectators want a  full experience; thus, 
the place and the additional services offered by 
the performance institutions become part of the 
cultural product. Moreover, the spectators tend to 
prefer those artistic forms and those ways of par-
ticipation that allow them to decide what, when 
and especially how they consume13. 

Sometimes, people who see theatre as a way 
of recreation or socialisation prefer alternative 
spaces where the etiquette is not very strict and 

12 Joanne Scheff Bernstein,  Arts Marketing Insights. The 
Dynamics of Building and Retaining Performing Arts 
Audiences
13  A. Markusen & A. Brown, ‚From audience to Participants. 
A new way of thinking for Performing Arts’ (University of 
Minnesota, 2013)
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where they can enjoy the artistic act in a comfort-
able manner. 

the education level, the family income, the 
age, the spare time, as well as the execution of cre-
ative activities are the main predictive factors for 
the level of participation in the various spectacu-
lar forms. Based on these elements we made vari-
ous segmentations of the performing arts public, 
aiming to highlight those characteristics that may 
contribute to a better understanding of this sec-
tor, as well as of the behaviour of certain groups 
in relation to it. 

Depending on the degree of interest in the 
cultural activities, we made the following differ-
entiation: consumer (consumes art constantly, 
regardless of the cultural forms), fan (the con-
sumption is influenced by the attraction towards 
certain artists or programmes), sectarian (spe-
cialised in consuming art associated with other 
social activities), enthusiast (serious interest in all 
artistic activities in a structured form), amateur 
producer (the interest in art goes farther, involving 
 the active participation from the position of pro-
ducer)14. 

Participation in arts has begun to be redefined 
by the public in the last years, as the public does 
not only view the performances, but also gets in-
volved, through active and creative activities.  In 
this context, a new typology of theatre spectators 
was drawn-up, detailing the five spectator pro-
files briefly described above, depending on the 
degree of involvement, from a common spectator 
– who plays a minor role in influencing the result 
14  A. Cicero, ‚Attending Life performing arts experiences. 
Why and how is the decision taken?’, The Annals of the 
University of Oradea. Economic Sciences

– to the point where there is no longer a public 
in the classic sense, each person being involved 
in the process of making or creating the artistic 
work. this results in using art to develop the indi-
vidual  education, to involve the sponsors,  to in-
volve the spectators in creating the performance 
or in performing as an artist15. 

The contemporary reception of the art has be-
come less and less passive in the last years. After 
a period when the consumption of the live per-
formance was characterised by an expectant in-
activity, the public has become more selective, 
abandoning or refusing the forms that do not  
meet their expectations. 

Some spectators wish to get involved actively 
and to learn something from every performance 
they watch, while others prefer a more relaxing 
experience. A segment of the public wants to be 
challenged through new techniques and novel ex-
periments, while the majority prefers to re-watch 
renowned plays or artists16.

on one hand, we deal with the modification 
of the consumption behaviour and, on the other 
hand, with a modification of the urban spiritual 
universe.  the attitude, behaviour and reaction of 
the spectators have diversified, modifying their 
manner of relating with the artistic productions. 
Moreover, the level of aesthetic expectation has 
increased, as the consumers have become more 
selective and critical towards the productions 
they view. this does not necessarily mean that 
there are automatically more spectators with a 

15  Jennifer L. Novak-Leonard & Alan S. Brown, Beyond at-
tendance: A multi-modal understanding of arts participation
16 Bernstein, OpCit. 
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single profile.  the same consumers of classical 
theatre may be found in the alternative artistic 
forms, as many times they are more prone to a di-
versified consumption. 

once the diversification of the spectator cat-
egories occurred, the performing arts profes-
sionals have had, in their turn, a need to become 
aware of, to assimilate and interpret the trans-
formations of the public, with a view to draw-up 
new strategies. on a long term, these strategies 
will have benefits for organisations/institutions, 
as well as for the people who attend these insti-
tutions. 

 MEtHoDoLoGy

This paper is a follow-up of the researches 
conducted by the National Institute for 
Research and Cultural training, which 

has constantly included information and analyses 
on the performing arts in the Cultural Consump-
tion Barometer, ever since 2005. 

the identification and understanding of the 
trends of the participation in the various sub-
fields of the performing arts are essential in 
shaping the cultural offer. Performing arts are 
public goods made mostly by means of the subsid- 
ised services supplied nationally or locally, having 
a crucial educational component, and this is why 
the responsibilities of the cultural-offer makers 
are all the more important.

This chapter has the purpose to offer a com-
prehensive view on the performing arts, including 

both the public and the independent supply. In the 
first category we included the performances put 
on by the subsidised public institutions, abiding 
by the public good regulations and determined by 
the educative side of their activity.  In the second 
category we included those productions made by 
non-governmental organisations or by the few 
private creative companies. In the last years, the 
independent cultural supply has started to come 
out of the experimental zone and to contribute 
to the building of a market in this field. In their 
trying to survive on a “market” which is merely 
emerging, the independent organisations quite 
often slip into a more “commercial” zone, but this 
is not a negative element, as any capture of the 
public can be exploited to the favour of the quality 
artistic act. 

The analysis of the types of performing arts 
public focused on three research directions. In 
a first phase, the general characteristics of the 
performing arts consumers were analysed, both 
overall and at the level of the various forms of 
manifestation. For this analysis, the following 
elements were taken into account: data on the 
evolution of the public from 2010 to 2014, the 
frequency of participation in theatre, opera/op-
eretta performances, classical music concerts, 
music / entertainment shows, festivals, as well 
as the distribution of the performing arts public 
depending on education, age, and participation in 
creative activities. 

The second theme of the research refers to the 
young public. According to the legal definitions, 
young people are persons between the ages of 
18 and 35 years. In sociology, this category is 
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culturally and socially stratified, and the included 
age intervals vary from one culture to another, 
from one historical period to another. In stratified 
sociological researches, a separation of the gen-
eral category of youth is made, depending on cri-
teria that pertain to their distinct practices and 
lifestyles: teenagers - aged 14-18, young adults - 
aged 14-25 and middle youth - aged 26-35. the 
first category faces problems pertaining to the 
transition from school to active life, the separation 
from the family, the financial independence and 
getting a job; it is deemed vulnerable from this 
point of view.   youth can be found in performance 
halls in a small number, although their behaviour 
is different, depending on their geographical area 
and town. young adults are much more active pre-
cisely due to their spare time and the educational 
environment that stimulates them in maintaining  
their contact with the cultural sphere. on the 
other hand, the second category faces problems 
specific to the “post-adolescence” period: the ten-
dency to delay their transition to maturity and 
to postpone their role as adults. Sometimes, this 
category overlaps the category of young, finan-
cially-independent professionals. Generally, the 
latter are amateurs of entertainment and cultural 
consumption, but they totally or partially lack the 
spare time they need for these activities17. 

In this analysis we chose to divide the young 
public into two categories: the first category in-
cludes the respondents aged 18-24, the second one 
includes the respondents aged 24-34. the criteria 
used for the analysis of the young public were: the 
17  The Centre for Research and Consultancy in the Field 
of Culture. ‘Sectoral strategy in the field of culture and 
cultural heritage 2014-2020’ (August 2013). 

education, the household income, the frequency of 
practising domestic cultural activities and the level 
of participation in other leisure activities. 

the last part of this chapter presents an ana- 
lysis of the performing arts public in Bucharest. 
the socio-demographic traits of the capital as 
well as its resources and infrastructure require 
a separate analysis, as the figures at national  
level are significantly different. the public cul-
tural infrastructure of Bucharest is much more 
complex than other cities’, the first independent 
experiments took place here, the level of cultural 
 festivals is much higher, and this is why it was 
necessary to make an in-depth analysis of the in-
formation on performing arts at the level of the 
capital city. 

The data presented in this report are general; 
they depict an image at a certain point in time of 
a public that suffers continuous transformations. 

the statistical analyses that we carried 
out delineate the socio-demographic and be-
havioural characteristics of the performing arts 
public. With the help of these data, the per-
forming arts professionals may get to know 
their spectators better and can estimate the 
creation of new spectator-oriented offers, cul-
tural offers that would respond to social prob-
lems. Furthermore, strategies to attract new 
categories of public can be drawn-up. one of 
the rules to observe, though, is to avoid the 
slippage into the non-consumption zone, as at-
tracting categories that lack the interest would 
not only mean an excessive financial and insti-
tutional effort, but it would also affect the per-
formance-spectator relation. 
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The information comprised in this study 
may be used by the managers of the cultural 
 institutions and organisations in order to 
construct a cultural response to the social 
problems. the knowledge on the current 
public, along with the presentation of the 
main barriers in the participation, shall fa-
cilitate the production of performances that 
would fulfil the educational and social role of 
the performing arts. 

RESULtS

Profile of the performing arts public – 
general data

In Romania, the number of respond-
ents who attended a theatre, opera or 
classical music performance at least 

once has been recording a constant growth 
in the last years. Most of these spectators, 
though, view a very small number of perfor-
mances, belonging to a certain genre, and they 
do not develop an interest in the artistic act. 
therefore, we are assisting to a phenomenon 
of attaining literacy in the performing arts con-
sumption, not to a process of spectator reten-
tion. 

The economic crisis deeply affected the cul-
tural consumption until 2010, and the respond-
ents preferred to give more importance to their 
professional development and spending their 
time with family or friends. the participation in 

the performing arts recorded a visibly declining 
trend until 200918. In the next year, the number 
of respondents who viewed at least one the-
atre, opera, entertainment or symphonic music 
performance started to grow moderately. this 
growth may be explained, on one hand, through 
the growing stability of the economic situation 
and through the changes in the consumption 
practices, on the other hand.  A very signifi-
cant part of the public deems the participation 
in the performing arts a way of spending time 
with family or friends, while the artistic value 
of the performance is less important. 

The high percentage of the respondents 
who attend at least one theatre performance, 
to the detriment of other forms of cultural con-
sumption, may be explained, as we noted above, 
through the uniqueness of each show, but there 
are still more complicated rationales that re-
quire subtle analyses and specialised researches 
that would reveal the particular seduction  
exerted by the performing arts on certain in-
dividuals. At the moment, we do not yet know 
and we cannot specify whether people go to the 
theatre to see performances of stories with an 
ending they already know, or whether they only 
go with the purpose to learn the story. In all  
cases, though, the mechanism of the perfor-
mance, regardless of its genre, operates a 
suspension of the everyday life and offers the 
possibility of altering time. As the theatre critic 
George Banu said, “the performance is fascin- 
ating because it does not intervene directly on 
18 The National Institute for Research and Cultural 
training, the ‘2010 Cultural Consumption Barometer’ 
(November 2014)
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the world, it only shows and reflects. It’s the 
creators who intervene on the world; the great 
rulers, the civilising heroes act – the theatre re-
counts.” 19

the modification of the consumption dy-
namics at the level of performing arts is the 
consequence of the consumption-practices 
replication, being an urban social mimetism, 
driven by a social-distinction driving force. the 
diversification of the marketing strategies and 
of the promotion methods used by theatres has 
often contributed to attracting new categories 
of accidental consumers, or even of non-con-
sumers. Cultural managers have many times 

19  George Banu, Conference ‚Why are we still going to the 
theatre?’, within the  Cluj Meetings, 2013

decided the implementation of Western Euro- 
pean strategies or practice models, without 
taking into account the cultural differences, the 
social basis and the de-synchronisation of the 
degree of  civilisation. this resulted in the at-
traction of a new segment of consumers, who 
have not shown any interest in these forms of 
cultural consumption so far. 

While the generally positive trend is ex-
plained through the occurrence of the segment 
of accidental consumers or through the de-
crease of the non-consumption, the degree of 
growth in the number of spectators is justified 
through each sub-field’s particular traits. 

Graph 1. Evolution of respondents’ attendance of performing arts pERfORMING ARTS,  
BETwEEN MERE  

LITERACy AND ELITISM



7474

According to NIRCt’ statistics, the number 
of performance institutions and professionals 
in the field has decreased, which in the future 
may have a direct effect on the number of spec-
tators. Even though the level of participation 
has been recording a constant growth, the size 
of the performing arts public is still reduced.

Many cultural managers compensate the 
rapid decrease of the public’s interest in a title 
 with an over-production of performances. 
this phenomenon has two consequences: on 
one hand, it manages to keep the attention of 
the communities interested in performances, 
but on the other hand it excessively consumes 
resources. Subsequent to applied qualitative 
analyses, we might notice that, although the  
attendance of theatre performances for a cer-
tain genre has increased, the “bulk” of specta-
tors has decreased in absolute values. on the 
other hand, the abundance of a certain perfor-
mance genre has rallied categories of non-con-
sumers, whose consumption reasons are not 
stated and/or motivated. the modality of  
attracting these segments of consumers does 
not provide any certainties as regards their   
retention. 

In matters of artistic performances, there 
are several accessible forms. the most com-
plex forms are those that require a special in-
frastructure and over-specialised personnel; 
for their production several artistic groups are 
gathered. this is the case of opera and operetta, 
which are dependent on the existence of an in-
stitutional frame. the offer of private opera and 
operetta performances is very rare in Europe 

and absent in Romania, which limits the pub-
lic’s options. Due to the fact that the Romani-
an public has had access to quality opera and 
ballet performances in the last years, the ex-
pectations have grown and they are no longer 
entirely met by the supply of these institutions. 

Graph no. 1 depicts the evolution of the at-
tendance of various forms of performing arts, 
from 2010 to 2014. these data reflect the per-
centage of respondents who have been to a per-
formance once or several times in the last year, 
without considering the attendance frequency.  
the positive values may be explained through 
the fact that, after the period of economic crisis, 
cultural needs have started to materialise, thus 
contributing to the increase of the attendance. 

the highest growth is recorded in the at-
tendance of music and entertainment shows 
(19 percentage points), followed by theatre 
attendance (17 percentage points), while the 
attendance rate for the opera/operetta perform- 
ances and classical concerts has increased by 
12 percentage points. 

occasional activities, such as music/enter-
tainment shows or festivals, have drawn an 
important number of respondents, when com-
pared to season-based performances (theatre 
performances, opera or classical concerts). 
Most often, the music/entertainment shows 
or the festivals present artists or artistic works 
that are not frequently available. At the same 
time, the “event” shows have the benefit of  
being intensely promoted. 

Simultaneously, the public has become more 
spontaneous in its choices, and the theatre, 
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opera/operetta performances or classical con-
certs have a slightly rigid character, unlike the 
music/entertainment shows.

As regards the festivals, they are a special 
form of manifestation, for which significant 
organising and financial efforts are made, and 
which, most of the time, are authentic commu-
nication campaigns for their organisers.  

Festivals are seen by many people as the fu-
ture of the performing arts, as they manage to 
integrate both the cultural and the economic 
component. In this context, in the last years we 
have been assisting to the growth of the num-
ber of Romanian festivals, as well as to their di-
versification from the viewpoint of the genre 
and venue. Events like the George Enescu Fes-
tival, transylvania International Film Festival, 
Sibiu Jazz Festival, National theatre Festival, 
Sibiu International theatre Festival, EuropaFest, 
Astra Film Festival have been attracting a wider 
and wider range of spectators, as we can see in 
the graphic above. 

the attractiveness of the festivals may be 
explained by the creation of a holiday atmos-
phere, the focus on a single art, the relation be-
tween the place and the identity of the festival. 
At the same time, festivals manage to attract 
both the specific public of the performing arts 
and a new public, mainly interested in the full 
experience of the festival. However, festivals 
are often less dedicated to the wide public, as 
they address professionals in particular, thus 
being occasions to share experiments, experi-
ences and to self-evaluate one’s position on the 
“market”. 

Frequency of performing arts attendance 

the growth of the number of respondents 
who attend performances has a positive im-
pact, but the development of the performing 
arts depends on the frequency of the attendance 
of various performances. At the level of per-
forming arts, the growth of the total number of 
spectators occurred simultaneously with the 
decrease of the percentage of loyal specta-
tors, which leads us to the conclusion that new 
types of public appeared in the performance 
halls, coming from other categories of consumers. 
 Keeping the new spectators is generally diffi-
cult, while ensuring the satisfaction of the loyal 
spectators may be an important part of the cul-
tural organisations’ strategies. 

Attracting new segments of consumers and 
limiting the non-consumption  are important 
aspects in the development of the performing 
arts, but the actions taken to attain this goal 
often result in costs which the cultural organ-
isations cannot afford. on a long term, main-
taining the good relationship with the current 
spectators by ensuring the artistic rigorism 
is much more beneficial for the development 
of the cultural organisation. Loyal spectators 
are those who will constantly view the perfor-
mances produced, those who will recommend 
the productions and influence the participation 
of other types of spectators, belonging to the 
potential-public category. 

The loyal spectators are attracted by the 
artistic value of the performances and they 
are much more demanding in relation to the 
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cultural organisations. on the other side, the 
accidental spectators and the non-consumers 
are attracted by means of intense promotion 
campaigns, but they do not come because of 
reasons related to their interest in the perfor-
mance, but  because of tangential reasons (out 
of curiosity at first). the divergence between 
the two categories of public makes the cultural 
managers’ mission harder; they must ensure 
that the occasional spectators they won over by 
means of their efficient marketing campaigns 
will not translate into lost loyal spectators. 

Graph 2. Frequency of music/entertainment 
shows attendance

the most attractive form of the performing 
arts is the music/entertainment show, as 43% 
of the respondents have attended at least such 
an event in 2014. the balance between the re-
spondents who rarely attend entertainment 
shows (50%) and those who attend regularly 
(several times a year – 41% or several times 
a month – 9%) may be explained through the 
growth of the interest in this form of artistic 
manifestation and its perception as a common 

way to spend one’s spare time. the music/
entertainment shows combine very well the  
loisir activity with spending time with friends 
or family, managing to attract a growing num-
ber of occasional spectators. 

Compared to 201220, a decrease is recorded in 
the number of spectators loyal to the music/en-
tertainment shows (those who attend perform- 
ances several times a month), from 14% to 9%. 

Graph 3. Frequency of theatre attendance 

the theatre’s public seems to be the most 
loyal; 18% of the spectators attend theatre per-
formances several times a month, compared 
to 9% in the case of entertainment shows, 8% 
for opera and operetta performances and 5% 
for symphonic concerts.  Even though the per-
centage of spectators who attend theatre sev-
eral times a month is much higher than in the 
case of the other forms of performing arts, it 
decreased by 1 percentage point compared to 
201221. 
20  National Institute for Research and Cultural training,   
‘2012 Cultural Consumption Barometer’ (November 2014), 
p.41-56 
21 Ibid, p.41-56
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A possible explanation for this ranking is 
the theatre’s much wider offer, compared to the  
other performance or concert institutions’. While 
theatre may have independent forms, opera and 
symphonic concerts can only perform within 
specialised institutions, as they are a type of per-
formance that requires an extremely specialised 
preparation and costly technical conditions. 

In Romania there are 65 theatres (not includ-
ing the puppets and marionette theatres), 9 opera 
houses and 17 philharmonics and / or symphonic 
orchestras22; this leads to a much higher number 
of theatre performances,  when compared to the 
other forms of artistic expression. 

the difference between the attendance level 
for theatre performances and opera or classical 
music performances is given by the modality 
 of reception – constructed and specialised in 
relation to the specific language of this type of 
performance, which requires special decoding 
instruments and a specialised language ac-
quired in time. 

Graph 4. Frequency of opera/operetta attendance

22  According to the data of the National Institute of 
Statistics for 2012 

Bourdieu places this art on the highest step 
of culture: “musical culture is something else 
than the quantity of knowledge and experi- 
ence combined with the capacity of talking 
about them. Music is the most spiritual of the 
spiritual arts and love for music is a guarantee 
for spirituality23”. Artistic works have distinct 
significances depending on the manner of per-
ception and decoding of the symbolic meanings. 
The attendance of certain performances be-
comes a form of distinction of the respondents 
over other respondents who do not have such 
preoccupations. 

In the case of the opera/operetta spectators, 
the most part of the respondents are spectators 
who rarely attend this kind of performances. the 
number of loyal spectators has dropped from 
12% in 2010 to 8% this year. Maintaining the 
segment of loyal consumers is firstly a matter of 
ensuring the artistic quality of the productions. 
the public of the opera/operetta performances 
and symphonic concerts is an educated public, 
critical towards the production they view, and 
this is why the retention of these spectators de-
pends on ensuring the artistic quality of the 
productions. By relating this trend with the 
percentage of stated discontents regarding the 
poor level of the productions (see the graphics 
at the beginning of this chapter), we shall per-
haps manage to trigger a significant alarm on re-
nouncing quality over quantity, as the behaviour 
of an uninformed audience shall affect the value 
of the production on a long term. 

23  Pierre Bourdieu, Distinction A Social Critique of the 
Judgement of Taste
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Graph 5. Frequency of attendance of philharmon-
ics classical concerts

The increase of the number of respond-
ents who have attended at least one symphon-
ic concert in 2014 may be explained by the 
desire to belong to a certain social group who 
appreciates and attends these artistic forms. 
Even though the total number of spectators 
has grown, the percentage of loyal spectators 
dropped by 6 percentage points compared to 
2012. this drop reflects an important modifica-
tion at the level of the performing arts. the con-
sumption practices of the loyal spectators of 
opera and classical music used to be based on a 
proper education, acquired within the family, as 
well as on the frequent attendance of perform- 
ances, which contributes to an in-depth know-
ledge of this field. The drop to half of the 
number of loyal spectators reflects a major 
problem of this artistic field, which may be 
explained by the limited supply or the low 
quality24. 
24  European Commission, Op.Cit, p.24

The high number of the public loyal to festi-
vals (10%) and of the occasional public (41%) 
reflects the growth in the number of festivals 
and their resistance in time from the viewpoint 
of the cultural offer and of their presence in the 
local cultural landscape.  Local authorities have 
started to encourage these artistic manifesta-
tions, by facilitating the wide public’s access to 
the cultural services. the impact of the local au-
thorities’ support is all the more visible in lo-
calities with a deficient cultural infrastructure. 

Cultural festivals are generally created with 
the purpose to promote artists or music genres, 
to present original creations or to discover new 
talents, as well as to raise the notoriety or to 
improve the image of an authority, place or in-
stitution. Driven by these various motivations, 
a great number of festivals have developed in 
the last years; therefore, the respondents bene-
fit from a generous offer as regards these peri-
odical events. 

Graph 6. Frequency of music/film festival  
attendance
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GENERAL CHARACtERIStICS oF 
tHE PERFoRMING ARtS PUBLIC 

The manner of participation in the per-
forming arts chosen by the respondents 
and their degree of involvement differ 

with age, educational level and the so-called art 
bug, defined by Hill, in 2012.  the concept of art 
bug refers to the fact that people who participate 
in a cultural activity and perceive this experience 
as a positive one are more prone to participate 
in other activities of the same type25. this way, a 
contamination takes place, which, in time, leads 
to the shaping of new consumption habits. 

Even though the education level is not the 
most decisive predictive factor in defining the 

25  Kelly Hill, ‘Audiences, markets and motivation in the 
performing arts’ – presentation at the seminar held by the 
Performing Arts Alliance in Canada (February 22nd, 2012) 

attendance of performing arts, we notice that 
the opera and classical concerts spectators are  
mostly higher education graduates. 

As regards the distribution of spectators on 
age groups, we notice that, as the respondents 
grow older, their attendance of performing arts 
decreases. 

A possible explanation for this situation is 
the more significant exposure to culture of the 
young generations, which has a direct effect on 
their attendance of performances. At the same 
time, it is necessary to carry out additional  
studies to identify the motivations at the basis of 
this distribution, of this reduction of the segments 
of consumers aged 50-64 and above 65, which in-
cluded, in the previous years, an important part 
of the loyal spectators. 

Table 4. Spectators’ distribution on education level 

Have attended at least ... 10 grades/ vocational 
school at most

High school / 
post-high school Higher education

A philharmonics concert 27% 34% 39%
An opera/operetta performance 27% 34% 39%

A theatre performance 30% 38% 32%
A music/entertainment show 35% 38% 27%

A festival 41% 35% 24%
Table 5. Distribution of spectators on age groups 

Have attended at least ... 18-25 26-34 35-49 50-64 above 65
A philharmonics concert 18% 22% 28% 22% 10%

An opera/operetta performance 20% 20% 25% 25% 11%
A theatre performance 22% 19% 28% 22% 9%

A music/entertainment show 20% 21% 30% 21% 7%
A festival 19% 21% 31% 20% 10%
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 The decrease of the performance con-
sumption after the age of 64 may be explained 
through the weakening of the mobility of the 
people in this age group, as well as through 
the access problems related to the hour of the 
performance, transportation means, urban 
crowds, financial difficulties – which are signifi- 
cant within this age-category of people, totally 
or partially retired from the active life that gen-
erates incomes. 

the good news is that the highest consump-
tion rate is recorded on the age segment 35-49 
– one of the most active age categories, which 
used to be present in a low proportion among 
the consumers – but the bad news is that this 
segment has a consumption behaviour pertain-
ing to the less educated category of respon-
dents. 

the spectators of the various forms of per-
forming arts have common characteristics, 
which may be taken into consideration by the 
cultural organisations when building their 
strategies. The most numerous common ele-
ments were identified among the spectators 
of symphonic concerts and the spectators of 
opera / operetta. these spectators share the 
following characteristics: they are primarily 
young (approximately 40% of the respondents 
who have attended the philharmonics or the 
opera in 2014 are aged between 18 and 34), 
with higher education and a high interest in 
other manifestations of the performing arts. 

Another major element in building the pro-
file of the spectators is the participation in other 
cultural events, either passively – as spectators, 

or actively –  through their involvement in vari-
ous creative activities, as amateurs.

the large majority of respondents who have 
attended at least one symphonic concert also 
attend opera/operetta performances (85%), 
theatre performances (88%), music/entertain-
ment shows (90%) and festivals (84%). 

Opera and operetta spectators show 
a greater affinity for entertainment shows 
(90%), theatre performances (89%), philhar-
monics (86%), festivals (85%).

Theatre spectators seem to be more loyal 
to this artistic form, as they show less interest 
in the other forms of performance. According 
to the 2014 survey, 79% of the theatre specta-
tors have attended at least one festival in the 
last year, while 78% attended one music/enter- 
tainment show. Symphonic concerts and opera/ 
operetta performances have attracted the same 
number of theatre spectators, i.e. 46% of the  
total respondents. the attractiveness of the 
festivals may be explained through the growth 
of the number of theatre-dedicated period-
ical events. Besides the traditional festivals, 
more and more theatre institutions have begun 
to create their own festival in the last years,  
using it as a method of promoting this art 
among a more diversified public. In this con-
text, we may say that the theatre public does 
not move away from this form of artistic mani-
festation, but chooses another modality of pre-
sentation. 

the public of the music/entertainment 
shows is the least interested in the other forms 
of performing arts: 75% of the spectators have 
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attended at least one festival, 66% - at least one 
theatre performance, 40% - a symphonic con-
cert and 39% - an opera/operetta performance. 

the active involvement of the respondents 
in the performing arts materialises through 
the practice of creative activities as a hobby. on  
average, the percentage of the general popu- 

lation who practises cultural activities as a 
hobby is 5% for each field. Even though the 
percentage is low, the correlation between the 
active and passive practice of various forms of 
the performing arts is relevant for the identifi-
cation of the factors that contribute to the de-
lineation of the public.  

Graph 7. the impact of practising creative activities upon the public’s attendance of performing arts,  
as spectators

the persons practising various creative ac-
tivities show a higher interest in the perform-
ing arts, compared to those who do not have 
such preoccupations. The number of spectators 
attending opera or classical concerts is double 
for the respondents who perform musical ac-
tivities in their spare time. this relation is much 
more significant in the case of theatre: 78% of 
the respondents who practise theatre in their 

spare time also attend theatre performances, 
compared to the 36% at the level of the entire 
analysed community. 

the practice of cultural activities as a way of 
leisure reflects the change of the form of reception 
of the cultural products at the level of spectators. 
the consumption is active, the spectators tend to 
experience various forms of artistic expression. 
the high percentage of respondents who practise 
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dance in their spare time is justified by the high 
percentage of youth among this public as well as 
by the re-definition of the loyal consumers, from 
those aged above 50 to younger respondents. 

Another positive trend is recorded for the 
practice of theatre as an active modality to inter-
act with art. the importance of theatre techniques 
in the individual development of communication, 
socialisation and relationship abilities is one of 
the factors that have contributed to the raise of 
the interest in this cultural activity. At the same 
time, educational theatre has made its way to the 
school curricula in the last years, thus contrib- 
uting to the increase of the active participation. 

Based on the differences identified in the 
public analysis on the five analysed sub-fields, 
several types of spectators were defined. We 
may say that the public of festivals and music/
entertainment shows is rather a combination 
between two segments: sectarian (specialised 
in consumption of arts with social activities) 
and fan (influenced by the attraction towards 
certain artists or programmes). The public of 
opera, theatre and classical concerts has main-
ly the characteristics of the enthusiast  segment, 
showing a serious interest in the structured art- 
istic forms – and here we speak about either 
combining various forms of artistic expression 
or choosing a single field.

the described typology reflects the general 
results, focusing on the differences between 
the sub-fields of the performing arts. For a de-
tailed description of these types of spectators, 
in-depth qualitative studies are necessary, for 
each type of performance. 

PARtICIPAtIoN oF yoUtH IN 
PERFoRMING ARtS

young spectators, aged under 35, are a 
significant part of the performing arts 
public  (approximately 40%, for all 

sub-fields). the young public was divided into 
two categories,  distinguished through the fre-
quency of performance attendance, as well as 
through their ways of leisure.

out of the respondents who have attended 
 at least one theatre performance in 2014, the 
proportion of people aged between 18 and 
25 (22%) is higher than the proportion of  
people aged between 26 and 35 (20%). this 
may be explained through the fact that the 
spectators in the first category have more spare 
time. Moreover, the cultural institutions/organ-
isations have diversified their offer, by means 
of implementing educational programmes, 
which are already ever-present in the cultural 
managers’ strategies, by means of the utilised  
facilities, as well as of price policies different 
for each targeted category.

the relation between the last school gradu- 
ated and the participation in the performing 
arts is confirmed by the increase - along with 
the education level - of the percentage of res- 
pondents who have viewed at least one per-
formance in 2014. For the respondents aged  
18-25, this correlation does not apply, as a large 
part of them are still pupils or students. 
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Table 6. Distribution of young spectators, depending on the last school graduated 

Age
10 grades / 
vocational 

school at most 

High school 
/ post-high 

school

Higher 
education

Attended at least one theatre 
performance in the previous year

18-25 32% 49% 19%
26-34 24% 31% 46%

Attended at least one 
philharmonics concert 

18-25 21% 42% 37%
26-34 25% 27% 48%

Attended at least one opera/
operetta performance

18-25 24% 41% 35%
26-34 19% 33% 48%

Attended at least one entertainment 
show 

18-25 20% 54% 22%
26-34 34% 29% 37%

the ascending trend of the graduates who 
attend theatre, music, opera or other types of 
performances confirms the effort for quality 
growth of the offer on this segment, despite the 
unfavourable economic conditions. 

Surprisingly, most of the young people who 
have viewed at least one theatre performance in 
2014 come from families with an income lower 

than 1250 lei monthly (i.e. half of the average 
income of Romania’s households).  this breaks 
the myth that performing arts are the privilege 
of people with high incomes. 

the proportion of young spectators with an 
income lower than 1250 lei/month is higher 
within the first age category (18-25 years old). 
the situation reverses as the income grows. 

Table 7: Distribution of young spectators, depending on the income of their households.  

Age
Less than 
1250 lei

1250-2500 
lei

 More than 
2501 lei

Attended at least one theatre 
performance in the previous year...

18-25 74% 12% 14%
26-34 61% 20% 18%

Attended at least one 
philharmonics concert 

18-25 59% 14% 27%
26-34 51% 26% 23%

Attended at least one opera/
operetta performance

18-25 68% 13% 19%
26-34 50% 30% 19%

Attended at least one entertainment 
show

18-25 74% 13% 12%
26-34 56% 24% 20%
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tHE yoUNG SPECtAtoR oF 
tHEAtRE

As we mentioned above, the public of the  
theatre performances is more loyal to  
this form of artistic expression, 

 compared to the other performing arts. 
In this context, we made a more detailed 
analysis of this category of espondents.

As regards the attendance frequency for 
the young theatre spectators, we notice a much 
higher interest coming from spectators aged 
18-25. A significant proportion of the res- 
pondents in this category  attend the theatre  
several times a month (18%). 

Graph 8. theatre-attendance frequency for the young public

In their spare time, the young theatre  
public practises a wide range of activities. Res- 
pondents aged 18-25 have more spare time, 
and this is why they participate more actively in  
local celebrations and events (75% compared 
to 59% within the second category of young 
public), watching films at the cinema theatre 

(68%, compared to 57%), walking in the park 
(56%, compared to 52%), visiting museums 
(53%, compared to 45%). there are two ways 
of leisure practised to a higher degree by spec-
tators aged 26-35: going to the disco/club and 
going to the library. 
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Graph 9. Activities practised by the young theatre public several times a year or more often

As regards the domestic cultural activities, 
at the level of the general population, 94% of 
the respondents watch tV daily, 74% listen to 
music daily, 61% listen to the radio daily, while 
58% watch movies daily. the domestic cultural 
consumption is much higher for the theatre 
spectators aged 26-34, a category made from 
young active, working people, who enjoy the 
cultural consumption and entertainment and 
do not have enough time for the public con-
sumption. 

Graph 10. Domestic cultural activities practised 
daily by the young theatre-public
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PERFoRMING ARtS PUBLIC IN 
BUCHARESt 

Bucharest’s cultural landscape is sig-
nificantly different from the rest of the 
country, reflecting the socio-cultural 

traits of the capital. the level of the cultural infra-
structure is much higher compared to other re-
gions, the public is more numerous and diversified, 
the degree of development of the independent sec-
tor is much higher. Hereinafter we shall present 
the general characteristics of the performing arts 
consumption, without claiming to substitute a con-
sumption study applied to the Bucharest public. 

The attendance of performing arts in  
Bucharest is on average 10% higher than the at-
tendance at national  level.  the only exception 
is the attendance of festivals, which records a 
2 percentage-points lower value than the na-
tional average. A possible explanation for this 
difference is the diversity of the cultural supply 
in Bucharest, where spectators have a wider 
range of cultural activities to choose from  and 
they do not depend on periodical events. 

Graph 11. Frequency of music/film festival attendance

the most attractive type of performance is the 
music/entertainment show. the interest of the pub-
lic may be explained through the diversity of ar-
tistic expressions gathered under this “umbrella”.  
the inhabitants of the capital attended several 
 times a year: pop/dance music concerts (22%), 

contemporary music concerts (16%), jazz-blues 
(12%), stand-up comedy (19%). 

Classical theatre attracts a large part of the 
Bucharest public. The occasional public of the-
atre performances (those respondents who 
view plays several times a year) chose to attend 
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performances of the theatre institutions (28%), 
independent theatre (17%), puppets theatre (12%). 
A high level of attendance is recorded for classical 
music concerts (11%), opera and operetta per-
formances (11%) and ballet performances (4%). 

the growth of the independent theatre offer 
 approaching themes mainly dedicated to the 
young public has generated an increase of the con-
sumption on this segment. A discussion on this 
type of offer requires in-depth analyses, though. 

Children’s theatre / puppets theatre  records 
a consumption directly influenced by the age 
groups, as well as by the policies practised by the 
suppliers of these unique services. In a similar 
manner, the children’s theatre offer is disputed 
between three subsidised public institutions and 

non-governmental organisations that  deal with 
this school-age segment on a permanent basis.  
Unfortunately, children’s consumption options 
are not the result of their own choices, but of the 
adults’ (parents and teachers who organise their 
access). The offer of these institutions is situated 
on the same segment of ages - between 3 and 10 
years old – and there is a competition between 
these institutions. However, 61% of the popula-
tion has never attended this type of performance. 

In the case of opera/operetta and symphonic 
concerts, the small number of respondents who have 
seen this type of performance is explained through 
the reduced offer,  determined by the act of reception 
and by the fact that these performances are produced 
only within a specialised institutional frame. 

Table 5: Frequency of performing arts attendance for the Bucharest public

Several times a 
month

Several times 
a year

Once every 
few years Never 

Theatre 7% 28% 28% 37%
Pop / dance music 7% 22% 25% 47%

Circus 3% 16% 30% 50%
Folklore / traditional music 4% 17% 29% 51%

Contemporary music 5% 16% 23% 57%
Traditional dance 3% 14% 25% 58%
Stand up comedy 8% 19% 15% 58%

Independent theatre 4% 17% 20% 59%
Puppets theatre, children’s theatre 5% 12% 22% 61%

Classical music 6% 11% 22% 62%
Magician’s show 5% 14% 19% 62%

Opera / operetta performance 6% 11% 20% 63%
Jazz /Blues 4% 12% 19% 65%

Contemporary dance 4% 7% 16% 73%
Ballet 4% 4% 14% 78%
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A significant proportion of the inhabitants 
of Bucharest have never been involved in the 
performing arts. 

Dance seems to be the least attractive perform-
ing art; it records high values of non-participation 
for all genres: 78% of the respondents have never 
been to a ballet performance, 73% have never at-
tended a contemporary dance performance and 
58% have never seen a traditional folk dance per-
formance.  Jazz concerts (65%) or classical music 
(62%) have a high level of non-participation, and 
this is partially explained through the low pro-
portion of population who appreciates these mu-
sical genres. 

We notice a drop in the percentages of trad- 
itional folk music consumers,  as compared 
to the previous years, which is a signal for a 
migration towards the urban consumption, 
although the figures are not yet comparable 
with the rest of the European capitals.

Except for theatre, the rest of the perfor-
mance genres are attended by less than half 
of the Bucharest public. the high level of 

non-participation for the other forms of perfor-
mance (ballet or contemporary dance) requires 
a more detailed analysis of the locally-imple-
mented cultural strategies. 

A possible explanation for the low atten-
dance of performing arts is the cost related to 
this attendance. the attraction of new consumer 
segments meets the preconception that tickets 
for performing arts are very expensive. When 
the respondents were asked to state their opin-
ion about the ticket price on a scale from 1 (very 
cheap) to 7 (very expensive), the average was 
6.31. In this context, the respondents’ percep-
tion on the ticket price becomes a barrier for the 
attendance of performances in Bucharest. 

Besides the high price of the tickets, another 
reason for the non-attendance is the limited 
time. Among the factors that might facilitate the 
attendance of more performances, the respon-
dents mention the following: having more spare 
time (36%), knowing the performance schedule 
on a long term (10%), and the scheduling of the 
performance at accessible hours (9%).
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Graph 12. Factors that might determine the increase of performing arts attendance 

Except for the ticket price and some as-
pects related to the scheduling of the perform- 
ances, the respondents generally seem con-
tent with the offer of the performing arts in  
Bucharest. This is strengthened by the respon-
dents’ opinion on the last viewed play. the ques-
tion On a scale from 1 to 5, how much did you enjoy 
the last performance you saw? got an average 
of 4.41 in the answers, which shows a high 
degree of appreciation for the performances 
offered by the cultural organisations in  
Bucharest. this average takes into account 
the opinions of all spectator categories, either 

loyal consumers – who are familiar with the 
artistic act and give a critical opinion on the 
viewed play – or accidental consumers, who 
did not have a clear expectation. 

Bucharest’s cultural offer is very wide, in-
cluding a significant number of performance 
and concert institutions, as well as numerous 
independent initiatives. It has been constant-
ly growing, and many times it has included 
the staging of the same play by two different 
theatres in the same season, counting on an 
aggressive, often non-cultural marketing.
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the respondents showed through their an-
swers that the public institutions are still pre-
ferred over the independent ones, but this trend 
is declining and deserves a separate research. 
The top of the most attended performance insti-
tutions in Bucharest is dominated by traditional 

theatres, with a long history, which maintain a 
strong image, even though they do not have a 
distinct identity or a repertoire strategy expli- 
citly oriented towards categories of public: the  
National theatre of Bucharest, Bulandra the-
atre, Comedy theatre and Nottara theatre. 

Graph 13. Attendance degree for the main performance institutions in Bucharest

Bucharest’s main independent theatres – 
Elisabeta theatre, Act theatre, Godot Café the-
atre, Unteatru – attracted less than 1% of the 
respondents, on average. A possible explan- 
ation for the difference between the audience 
of the public institutions and the audience of 

the independent sector is the degree of novelty 
of the independent theatres’ offer, which man-
aged to attract a loyal public, prone to discover 
another experience. At the same time, the public 
loyal to theatre is less willing to leave the pub-
lic institutions. Another motivation pertains to 
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the fact that the consumption habit takes shape 
and comes to prominence quite slowly. At first, 
the young public will go to places where they 
were taught to go or where the offer remains 
within “secure” limits. only after becoming a 
frequent consumer shall the theatre specta-
tor choose the alternative forms. At the same 
time, the theatre consumption in Romania is 

still framed within the Swedish Buffet-type of 
consumption (as some theorists call it): the 
spectators are used to choose from an assorted 
repertoire. In a similar manner, the loyal or ac-
cidental theatre spectator will choose various 
genres and themes; they prefer an open offer, 
precisely because they do not know quite well 
or surely what to expect. 

Graph 14.  Theatre preferences of the public in Bucharest

the theatre audience is more conservative, 
they prefer classical theatre (36%) and com-
edies (55%) staged within performance insti-
tutions (62%) or outdoors (27%). At the same 

time, more and more cafes and bars hosting 
theatre performances are emerging, attracting 
a significant 19% of the total respondents. 
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Graph 15.  Bucharest public’s preferences for performance locations

the independent sector is much more vis-
ible within festivals organised in Bucharest. 
Most of the events presented below are insti-
tutionally supported, yet the set-up is most-
ly made by non-governmental organisations. 
While the first place in the top of the Bucharest 
public’s participation in festivals is taken by the 
already traditional George Enescu Festival, the 
second and third places are taken by two pri-
vate music festivals. the festivals presented be-
low use a wide range of marketing techniques 
to attract a diverse public, made both from the 
spectators loyal to an artistic genre, and from 
accidental spectators. For the public of these 

festivals, the artistic act is less important, as 
compared to the entire experience of participa-
tion, a unique experience, shared with people 
having the same preferences. 

Compared to the performances organised 
within institutions, where the theatre genre at-
tracts the most part of the public, festivals focus 
more on the musical genre. Many successful  
Bucharest festivals have appeared as a response 
to the lack of an institution which should pres-
ent certain forms of artistic expression, and 
they manage to attract a significant public for 
a short period. 
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Graph 16.  Attendance degree for the main festivals in Bucharest

the festivals presented in Graph 16 focus 
on various artistic genres, and this is why their 
public is different. the 8% attendance of the 
George Enescu Festival is explained through its 
status as the most promoted Romanian festival. 
the percentages of respondents who attend 
the other music festivals reflect their interest 
in the musical genres. 

the main sources of information when de-
ciding to view or not to view a performance 
are: mass media (43%), family and friends’ rec-
ommendations (42%).

the high percentage of respondents who 
use these two information channels may be ex-
plained through the unpredictability of the cul-
tural product – unlike other goods or services, 
which can be tested, each staging is unique, 
and this is why the respondents prefer either 
to choose plays intensely promoted by the 
mass media, or to count on the opinions of fam-
ily and friends.  The decision to attend based 
on reliable information is safer and faster.  The 
medium level of using the Internet as informa-
tion source (including the theatre’s website), 
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compared to the other sources of information, 
may be explained through the lack of informa-
tion at the level of this source, or through the 

fact that respondents in a certain category of 
age do not have the habit of Internet searching. 

Graph 17.  Information sources of the performing arts public

We notice the low degree of utilisation of 
cultural magazines (2%) and leisure guides 
(4%) as information sources, which may be 
explained through the drastic decrease in the 
number of this type of magazines in the last five 
years. the absence of specialised critique, the 
importance of which does not seem to count 
anymore, produces effects at this moment 

when there are very few official, objective in-
formation sources. the few existing sources 
are perceived as means of promotion, not as 
sources of information and grounding of an 
adequate reception. The use of an affected lan-
guage and the (often non-justified) valuing of 
some performances – which are frequent prac-
tices of the specialised critique – have made it 
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hard for the wide public to receive the critical 
approaches and to perceive them as an infor-
mation source when deciding to attend or not 
to attend a performance. 

CoNCLUSIoNS

The increase of the attendance degree 
for the various forms of performing 
arts within certain public categories 

reflects the constant curiosity of the respon-
dents, who continue to give a significant impor-
tance to cultural needs. the general positive 
trend is based on the phenomenon of respon-
dents’ attaining literacy in the field, not on the 
increase of the attendance frequency.

the percentage of loyal spectators, more 
selective and critical towards the productions 
they view, has decreased. this may be a chal-
lenge for the professionals, who risk being con-
tent with the increased number of spectators, 
but will not benefit from an active, critical re-
ception. 

The increase of the percentage of accidental 
spectators and the decrease of the loyal public 
may have negative effects on the public cultural 
institutions, as well as on other cultural organ-
isations. It is true that a quantitative growth of 
the consumption may lead to a qualitative leap, 
but there is a danger of losing the loyal public, 
because the used messages have changed. 

the success of an organisation in the field 
of performing arts is quite frequently meas-
ured depending on the number of spectators 

of a performance, while ignoring the decrease 
of the number of performances per play or the 
low percentage of spectators who attend sev-
eral plays. In their attempt to attract more and 
more spectators, the cultural managers seem to 
have reduced the rigorism of the artistic act. 

on a short and medium term, the cultural 
managers should be concerned with ensuring 
a balance between  keeping the loyal audience 
and educating new segments of spectators. 
Maintaining the high quality of the productions 
contributes to the spectator retention. On the 
other hand, the offers addressing the non-con-
sumers should be correlated with appropriate 
educational programmes. Regardless of the ob-
jectives pursued, the cultural managers should 
build a strategy grounded on applied studies 
and analyses. otherwise, they risk to excessive-
ly spend the organisational resources, which 
may result in a lack of balance between efforts 
and results that will turn the performing arts 
into a very expensive artistic form.

After years and years of continually signal-
ling the importance of attracting consumers 
from the youth categories, after having motiv- 
ated them directly by means of introducing the 
educational programmes as a direct obliga-
tion of the cultural managers, we are assisting 
to a significant growth of the number of youth 
among the consumers of performances. This is 
an extremely positive signal for the efficiency 
of having introduced management in the field 
of culture, as well as for the actual effects of 
some of the legislative proposals of the previ-
ous years. At the same time, the landscape of 
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the performing arts does not seem to include 
concerns for the ages when the consumption 
habits are shaped (14-18), as our analyses 

show that there is no explicit offer for these age 
categories.  
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The topic of the cultural heritage has 
been analysed by the disciplines 
dealing with the heritage preser-

vation and protection for a long time. We are 
referring particularly to history, archaeology, 
architecture, urbanism, museology, restoration 
etc. In the economic sciences, the cultural heri- 
tage is a matter of interest from the viewpoint 
of tourism and its contribution to the local de-
velopment. In this approach, the value of the ob- 
jects and places classified as cultural heritage 
is established by experts and it is the result of 
detailed researches focused on establishing 
the age, the elements of uniqueness and the 
essential characteristics of the heritage. The 
heritage elements are classified, in order to be 
preserved and protected, so that the historical 
information might be transmitted to the next 
generations. From this point of view, the heri- 
tage is an element of identity, connecting the 
past, the present and the future, as well as an 
element of unity, which results in the feeling of 
belonging to a community of ideas and values. 

taking this last characteristic of the heri-
tage as a starting point, the perspective of the 
social sciences is focused on the local commu-
nity, favouring the common people’s percep-
tion on the heritage. therefore, the approach 
of the heritage becomes a contemporary one 
and aims at establishing the value of the heri- 
tage sites, not in relation to the history and past, 
but to the present and the significances which 

people give them, regardless of their value es-
tablished by the experts in the field. the main 
reason is the relationship built in time between 
the local community and the heritage sites,  re-
flecting the connection between the present 
and the past, which generates values like iden-
tity, tradition, the feeling of belonging, social co-
hesion. The starting premises of the analyses 
specific to the social sciences are that the heri- 
tage sites  are interconnected with the social  
tissue, and their significances and value change 
concurrently with the transformations in the 
society that produced them. 

The cultural heritage is an abstract con-
cept, and its meanings often escape common 
understanding; this is why it is important that 
we present in short the main definitions used 
by the experts in the field. Although each pre-
viously mentioned discipline operates with its 
own definitions of the heritage, we consider 
that the most representative for our analysis 
are those used in the international treaties and 
declarations in the field, which tend towards a 
universal and pluralistic dimension of the idea 
of cultural heritage. 

thus, according to the UNESCo Convention 
of 1972, the cultural heritage includes the arte-
facts specific to the material culture in partic-
ular: „monuments:	architectural works, works 
of monumental sculpture and painting, elements 
or structures of an archaeological nature, in-
scriptions, cave dwellings and combinations of 
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features, which are of outstanding universal val-
ue from the point of view of history, art or sci-
ence; groups of buildings:	groups of separate 
or connected buildings which, because of their 
architecture, their homogeneity or their place in 
the landscape, are of outstanding universal val-
ue from the point of view of history, art or sci-
ence; sites:	works of man or the combined works 
of nature and man, and areas including archae-
ological sites which are of outstanding universal 
value from the historical, aesthetic, ethnologi-
cal or anthropological point of view.”1 this defi-
nition of the heritage is the expression of the 
period between the end of the 19th and the be-
ginning of the 20th century, which generated the 
occurrence of the national states; it was a peri-
od when the cultural heritage was a political in-
strument for the shaping and strengthening of 
the national conscience and identity, but in the 
21st century’s society this definition is obsolete 
and surpassed by the realities of the globalised 
society. 

As a consequence of the European Land-
scape Convention (Florence, 2000), where 
the cultural landscape (understood as an area 
perceived by the people as a result of the na-
ture-human interaction) was included in the 
definition of the cultural heritage, this defini-
tion tends to be more anthropological and an-
thropocentric.  

the Faro Convention (2005), comes with a 
more extended definition,  including the local 
1  Unesco, Convention Concerning the Protection of the 
World Cultural and Natural Heritage (adopted by the 
General Conference at its seventeenth session Paris, 16 
november 1972)

community as a reference factor. According to 
the official document, „cultural heritage is a 
group of resources inherited from the past which 
people identify, independently of ownership, as 
a reflection and expression of their constantly 
evolving values, beliefs, knowledge and tradi-
tions. It includes all aspects of the environment 
resulting from the interaction between people 
and places through time; a heritage communi-
ty consists of people who value specific aspects 
of cultural heritage which they wish, within the 
framework of public action, to sustain and trans-
mit to future generations.”2

this change in the definition of the cultural 
heritage also brought a change in the policies 
and strategies of the heritage management, 
which started to use more and more new con-
cepts, such as “social value” and “cultural sig-
nificance” – attributed to the heritage sites 3. 
Subsequent to the Faro Convention, the role of 
the experts in the identification of heritage sites  
has been decreasing, concurrently with the  
ever-increasing attention paid to the opinions 
of the people within the communities to which 
these sites belong. The taxonomy of the heri-
tage elements is being criticised because it only 
could reflects the dominant culture and thus it 
may be discriminatory or may perpetuate preju- 
dices and stereotypes. At the same time, the 
matter of the  intangible heritage is more and 
more debated, as without it the tangible culture 
would be much poorer. 
2  Council of Europe, European Landscape Convention and 
reference documents
3  Lisanne Gibson, ‚Cultural Landscapes and Identity’ în 
Valuing Historic Environments, p.73
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In this context of the change of paradigm in 
the definition and classification of the heritage 
elements, this analysis aims at making a “radi-
ography” of the population’s perceptions on the 
heritage sites, from the viewpoint of the defini-
tions that common people give to the national 
cultural heritage. The premise of the research 
was the recognition of the importance of the 
public perceptions on the situation and role of 
the cultural heritage. We analysed the stimula-
tion of the population’s involvement in the pro-
tection and promotion of the heritage sites, as 
well as the encouragement of the cooperation 
between the local community and the local and 
central public policymakers.  Our analysis is  
an emic approach, favouring the locals’ way of 
thinking and the meanings they give to history, 
culture and social facts, as opposed to the etic 
approach of the experts. 

The main themes of the analysis focused on 
the definitions used by the population when re-
ferring to the national cultural heritage, the im-
portance the people give to the heritage sites, 
the latter’s evaluation as being the most im-
portant or the most endangered, the visiting 
behaviour, the participatory budgeting, the so-
cial responsibility and the civic involvement in 
conservation or restoration activities. Further-
more, our analysis also includes a case study on 
how the youngsters relate to the national cul-
tural heritage. 

CULtURAL HERItAGE 
MANAGEMENt, WoRKING 
INStRUMENtS AND 
tHEoREtICAL PERSPECtIVES 

Following the International Charter for 
the Conservation and Restoration of 
Monuments and Sites, known as the 

Venice Charter, adopted in 1964, a series of 
international documents were initiated by 
organisations like the United Nations, UNESCo, or 
the International Council for Monuments and Sites 
(ICoMoS). these documents include principles 
and measures for the conservation and protection 
of the built cultural heritage, making up an  
integrated system of heritage mana- gement. though 
universal in their philosophy, each and all cultural 
spaces were free to adapt the Charter’s principles 
to their own definitions and components of the 
cultural heritage4. 

The integrated heritage management re-
quires the wide participation of all the policy-
makers and stakeholders, from the public and 
private sphere, as well as from the civil society.   
this is why the process often involves political 
decisions, thus becoming a field for debates, 
challenges and contradictions. According to 
Elene Negussie, it is “a process through which 
buildings, structures or areas with heritage  
value (due to the aesthetic, historical, envir- 
onmental, economic, ideological, touristic or 

4 yahaya Ahmad, ‘the Scope and Definitions of Heritage: 
From tangible to Intangible’, International Journal of 
Heritage Studies, Vol. 12, No. 3, May 2006, pp.292–300
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cultural values) are recorded, protected and 
recognised as built heritage”5. 

We have seen above how the change of para- 
digm in the system of heritage management 
was produced, by shifting the attention towards 
what we call “cultural significance”, deemed a 
collection of values, associated with a place of 
cultural importance. the cultural significance 
resides primarily in the identity aura specific to 
every place, and it is made particularly from the 
social and cultural values which it represents 
and materialises within the conscience of the 
community or society6. 

In this approach of the heritage, the prem-
ise is the identification of the reasons and man-
ner that a place is deemed culturally important. 
On this basis a protection system can be built 
against the natural and human factors that 
might be a danger for the survival of the cultural  
sites.  the diversity of the elements, places and 
landscapes deemed cultural heritage makes it 
difficult to include them in an integrated man-
agement system, but an important step is the 
identification of the values they are associated 
with at the level of individuals, communities 
and societies on the whole. the range of values 
that make up the “cultural significance” is quite 
large and it includes historical, archaeological, 
architectural, technological, associational, aes-
thetical, educational, recreational, economic, 

5  Elene Negussie, ‚Implications of Neo-liberalism for 
Built Heritage Management: Institutional and ownership 
Structures in Ireland and Sweden’, in Urban Studies, 43: 
1803, 2006
6  Derek Worthing & Stephen Bond, Managing Built 
Heritage The Role of Cultural Significance, p.2

social, commemorative, symbolic, spiritual or 
ecological meanings7. 

the cultural and social significance gives 
the cultural heritage an intrinsic value, beyond 
 the economic value recently acknowledged by 
researches in the field, particularly from the 
viewpoint of the tourist potential of the heri-
tage sites. As the Communication from the 
European Commission to the European Par-
liament Towards an integrated approach to 
cultural heritage for Europe acknowledged in 
July 2014, local stories make the heritage and 
all together make up the European history, or 
even mankind’s history: Heritage is made up 
of local stories that together make the history 
of Europe.”8 Being at the crossroads of various 
fields, the most appropriate approach for the 
heritage management is an integrated and in-
terdisciplinary one, putting together a series of 
instruments and principles with the purpose 
to promote a sustainable, long-term vision on 
heritage, oriented towards the legacy left for 
the future generations. 

this approach reflects a trend of democra-
tisation of the participation in the process of 
heritage management, in all its stages: from 
its invention to its authentication, to education 
and promotion. Moreover, the democratisation 
also extends to the common people’s and the 
communities’ ownership, access to informa-
tion and economic benefits deriving from the 
7  Ibid. p12
8 Communication From The Commission To The European 
Parliament, the Council, the European Economic And 
Social Committee And the Committee of the Regions, 
Brussels, Towards an integrated approach to cultural  
heritage for Europe (22.7.2014 CoM(2014) 477 final)
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exploitation of the heritage sites.  In this con-
text, John Schofield proposes a symmetrical ap-
proach in the heritage management practices, 
which would grant the local communities the 
conscience of the local heritage and give it back 
to its everyday uses. 

The democratisation trend also includes 
the use of new management instruments, such 
as mapping the public opinions on the cultural 
heritage. In this sense, the mapping is used with-
in the integrated management system with the 
purpose to identify the best means of protec-
tion, conservation and promotion of the heri- 
tage, with the help of experts in various fields, 
as well as through a public consultation of the 
local communities. Our research is  framed 
within this context, and the purpose of the ana- 
lysis is to highlight the population’s perceptions 
on the build cultural heritage at national level, 
as well as at the level of development regions. 

 MEtHoDoLoGy

The analysis of the population’s per-
ception on the built cultural heritage 
was carried out on several research 

directions. the first theme aimed at identifying 
the definitions used by common people when 
speaking about the built cultural heritage. In 
order to attain this objective, the respondents 
were given a definition used by experts, as ref-
erence (The cultural heritage may comprise 
the buildings inherited by a society or a group 
of people from previous generations, kept in 
the present and passed on to the future gener-
ations). Starting from this definition, we asked 
the respondents to choose from the possible 
answers those categories that in their opinion 
may be included in the category of cultural heri- 
tage. Furthermore, we asked for the analysed 
population’s opinion on the essential elements 
that determine the inclusion of a building in the 
category of the heritage sites. 

the objective of the second theme was to 
identify the importance that people give to 
heritage sites, through items that included as-
pects related to the importance and the bene- 
fits of protecting the built cultural heritage, 
as well as to the ( indentitary, historical, tour-
istic, functional) value given to heritage sites. 
The third theme aimed at identifying the de-
gree of knowledge on the local heritage sites, 
as well as the manner of interaction of the local 
 community with these sites, and in case of 
non-interaction, we aimed at identifying the 
reasons that generate the disregard of the local 
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heritage. The fourth theme used in the analysis 
focused on the identification of a list of heritage 
sites, deemed the most important or the most 
endangered by respondents, in their residence 
area. An important methodological aspect is 
the fact that the answers to the questions cor-
responding to this theme were re-coded, and 
the heritage landmark  were reduced to several 
categories representative for the analysis. 

A special theme was the analysis of the habit 
of visiting the heritage sites, as part of the tour-
ist behaviour. thus, we analysed the frequency 
 of heritage-sites visiting at national level, in 
the last year, the manner of using the informa-
tion sources for this purpose and the context of  
visiting heritage sites. 

Another theme refers to the participatory 
budgeting – a type of decisional process with-
in which the members of the local community 
decide on the manner of spending the money 
from the local budget. the respondents were 
asked to imagine that the authorities in their 
locality would receive more money in the  
budget and they were asked for their opinion 
as regards the manner of spending the pub-
lic money; among the answers we included 
the protection, preservation or restoration of 
the historical buildings, monuments, archaeo- 
logical sites, fortresses etc. Furthermore, the 
respondents were asked to identify, in a given 
list, the public institutions, the organisations or 
persons that should be in charge of taking care 
of and financing the heritage sites. 

other analysed themes were the social 
responsibility and the civic involvement in 

conservation or restoration activities. the re-
spondents were asked whether they were will-
ing to contribute with cash donations to the 
restoration of a heritage site within the area 
of their residence locality. In the case of posi-
tive answers, we tried to identify how big the 
generosity of the inhabitants was and to what 
heritage sites  their financial support would be 
directed. Moreover, we aimed for the identifi-
cation of the respondents’ availability to vol-
unteer for the restoration of a heritage site and 
the degree of involvement of the civil society in 
this kind of activities. 

An important section of the analysis included  
a case study on the manner that the youngsters 
relate to the national cultural heritage, from the 
viewpoint of the definitions they use, of the im-
portance they give to heritage protection, of the 
frequency of visiting the heritage sites, of the 
information sources they use for the visit, of 
the context within which the visit takes place. 
Furthermore, this section had the purpose to 
identify the manner that the youngsters relate 
to the process of participatory budgeting and 
the degree of social responsibility and civic in-
volvement in conservation and restoration ac-
tivities. 
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Definitions of the built cultural heritage, 
from the viewpoint of the analysed 
population

As aforementioned, any radiography 
of the population’s perceptions on 
the heritage sites  cannot be made 

without identifying the definitions common 
people give to the national cultural heritage. 
This is because it is possible that in certain  
cases the definitions used by the experts may 
not correspond to the definitions used by the 
analysed population, which would result in 
false outcomes or in a mystification of the real- 
ity at worst. Hereinafter we shall present the 
definitions of the built  cultural heritage used 
by the analysed population, as well as the es-
sential elements for a building to be included 
in this category, following the distribution of 
the answers, at national level on one hand and 
on the level of the development region on the  
other hand. 

At national level, from the viewpoint of the  
population, the category of the built cultural 
heritage mainly includes buildings and archi- 
tectural ensembles, as well as fortresses, cas-
tles/palaces, cult monuments and establish- 
ments and monuments (other than cult monu-
ments). These categories included in the built 
cultural heritage by the common people are 

very close to the taxonomy used by the experts 
in the field. 

However, there are differences between the 
categories of buildings included in the defin- 
ition of the heritage, depending on the devel-
opment region where the respondents live. For 
instance, the inhabitants from the West and 
Centre Regions include the houses in the urban 
environment in the first five options mentioned, 
while the respondents from the Northwest  
Region consider that the blocks of flats belong 
to the built cultural heritage. therefore, we  
notice that certain categories of buildings  
ignored by the experts or local authorities  
when dealing with the protection and exploit- 
ation are included by the local community in 
the definition of the built heritage. It is notable 
that among the best ranked types of buildings, 
other than those traditionally included in the 
heritage by the experts, there are the houses 
in the rural environment in the North-East and 
South-East Regions, the recreation, transpor-
tation and telecommunication infrastructures 
in the South-Muntenia Regions, the industrial 
buildings in the South-West oltenia and Centre 
Regions. 
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Graph 1. Definition of the built cultural heritage – types of buildings

The essential elements for the buildings 
belonging to the category of the built cultural 
heritage are all the more surprising as they 
are totally different from those used by the ex-
perts. thus, from the population’s viewpoint, 
in order for a building to be recognised as be-
longing to the heritage, it must be functional 
and useable in the first place,  it must be well 
taken care of and recognised at community 
level, and the inhabitants in the area should 

be attached to it. Only after the buildings meet 
these criteria will the population take into 
consideration their aesthetical or architec-
tural value, confirmed by the experts, or their 
historical or identity representativeness, their 
age or potential to attract tourists. The order 
of priorities in recognising the heritage value 
of a building is thus reversed when compared  
to that used by the experts in the field and  
local public authorities.  
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Graph 2. Definition of the built cultural heritage – essential elements

the top of a building’s essential characteris-
tics is different depending on the development 
region. While the inhabitants of the North-East 
and South-East give more importance to its func-
tionality, to the local community’s emotional at-
tachment to it and its value confirmed by experts, 
those living in the South-Muntenia and West  
Regions also focus on its elements of uniqueness. 
Furthermore, the respondents of the South-West 
oltenia and Bucharest-Ilfov Regions give impor-
tance to the building’s age and tourist poten-
tial, while the inhabitants of the North-West and 

Centre primarily value the building’s identity and 
its connection with history. 

the most important benefits identified by 
the respondents refer to the tourism develop-
ment, the safeguard of local identity, tradition 
and pride and their conveyance to the future 
generations. the economic benefits related to 
the quality of life are less perceived by the ana-
lysed population, which should be a signal for 
the local public authorities to develop aware-
ness campaigns focused on these benefits for 
the local development. 
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Graph 3. Benefits of the built cultural heritage 

the aims of the population at national level 
as regards the built cultural heritage are related 
to its protection, its exploitation with a view to 
attracting tourists as well as to educating the 
children to protect the heritage. The built cul-
tural heritage is a reason for national and local 
pride in the North-West and Centre Regions, and 
the inhabitants of the North-East and South-
East Regions primarily want its protection, 
while the respondents from South-Muntenia, 

South-West oltenia, West and Bucharest-Ilfov 
need more information on the subject or con-
sider that the protection of the built cultural 
heritage is everybody’s duty. Moreover, the 
inhabitants of the North-West and Centre  
Regions consider that people should be legally 
responsible for the destruction of the built cul-
tural heritage and that the authorities should 
offer benefits to those people who protect the 
heritage. 
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Graph 4. Aims of the respondents as regards the built cultural heritage 

Importance given to the heritage sites 

At national level, the degree of awareness on 
the issue of the nearby heritage sites  is quite 
high, as almost 50% of the interviewed popula-
tion stated that they knew about the existence of 
a heritage site in the surrounding area of their 
residence town. the distribution of the answers 
on development regions highlights a higher  
degree of knowledge and awareness on the cul-
tural heritage in the North-West and Centre Re-
gions and a lower degree in the South-Muntenia 

and West Regions. The most frequently men-
tioned types of heritage sites  identified by the re-
spondents within and near their residence town 
were: museums (9.3%), religious buildings or 
sites (8.5%), historical sites (6.7%), monuments 
(6.3%) and fortresses or old centres (3.8%).

the majority of the respondents (36.2%) ap-
preciate the state of the identified heritage sites 
as good and very good, while only 8% consider 
they are in a poor and very poor condition. 
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Graph 5. Degree of awareness on the existence of heritage sites  at local level

The top of the most important categories of 
heritage sites  mentioned by respondents at na-
tional level includes on the first five places: mu-
seums, cult establishments and monuments, art 
monuments and objects, castles or palaces and 
memorial houses. 

The distribution of the most important types 
of heritage sites  identified by the respondents 
highlights the major differences between the de-
velopment regions. As abovementioned in the 
methodology section, the identified heritage land-
marks  were limited to a list of site types that in-
cluded both buildings with a cultural component, 
such as museums, cultural institutions and estab-
lishments (theatre, opera, cultural centres etc.), 
memorial houses, castles or palaces, art monu-
ments and objects (statues, sculptures etc.), and 
recreation infrastructure (parks, open-air swim-
ming pools, thermal baths), administrative build-
ings (town hall buildings, schools, hospitals), 

rural houses, farm houses and outbuildings 
(mills, barns) or natural objectives (caves, natural 
reservations, water springs etc.)

While in the North-East, South-East and 
South-Muntenia Regions the cult establishments 
and the museums take the first two positions, 
the museums and fortresses take the first pos-
itions in the West and Centre Regions, while in 
the South-West, North-West and Bucharest-Ilfov 
Regions these positions are taken by museums, 
art objects, castles or palaces and administrative 
buildings, respectively.  the presence of the ad-
ministrative buildings in the top of the heritage 
sites  in Bucharest may be explained through 
the fact that many public institutions operate 
in buildings that are at the same time heritage 
sites, identified as such by means of plates indi-
cating their status and, consequently, the degree 
of knowledge on the heritage sites  is higher for 
the inhabitants of this region. 
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Table 1. Distribution or development regions of the most important heritage sites 

N-e Region 
Cult establishments and monuments 30%
Museums 20%
Memorial houses 13%
S-e Region 
Cult establishments and monuments 26%
Museums 18%
Cultural institutions and establishments (theatres, opera, cultural centres etc.) 15%
S-Muntenia Region 
Museums 24%
Cult establishments and monuments 7%
Memorial houses 4%
S-W Region 
Art monuments and objects (e.g. statues, sculptures etc.) 20%
Museums 17%
Cult establishments and monuments 16%
West Region 
Museums 18%
Fortresses 14%
Cult establishments and monuments 7%
N-W Region 
Castles / Palaces 26%
Museums 18%
Art monuments and objects (e.g. statues, sculptures etc.) 18%
Centre Region 
Fortresses 35%
Museums 34%
Cult establishments and monuments 26%
Bucharest-Ilfov Region 
Museums 15%
Administrative buildings (town halls, schools, hospitals) 13%
Recreation infrastructure (parks, open-air swimming pools, thermal baths etc.) 12%
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the first three categories of heritage sites  
deemed endangered by the respondents at 
national level were cult establishments and 
monuments, fortresses and museums. the dis-
tribution of the answers on development re-
gions highlights the same regional differences, 
whose possible explanations pertain to the 
specific socioeconomic, historical and cultural 

characteristics. While in the previous sections 
there were certain similarities between the re-
gions, in this section the answers are very differ-
ent from one region to another and, moreover, 
the categories of endangered heritage sites  cor-
respond only to a low extent to the categories of 
heritage sites  deemed the most important by 
the respondents in their residence area. 

Table 2. Distribution of the heritage sites  deemed endangered, on development regions

N-e Region 
Cultural institutions (theatres, philharmonics, cultural centres etc.) 6,3%
Memorial houses 6,2%
Cult establishments and monuments 5%

S-e Region 
other objectives 8,9%
Castles/Palaces 5,3%
Memorial houses 5%

S-Muntenia Region 
Museums 5,7%
Cult establishments and monuments 3,1%
Something else 2%

S-W Region 
Cult establishments and monuments 7,4%
Art monuments and objects (e.g. historical monuments, sculptures etc.) 6,2%
Old buildings and old architecture 3,8%

West Region 
Fortresses 7,7%
Museums 3,3%
Recreation infrastructure (parks, open-air swimming pools, thermal baths etc.) 3,2%

N-W Region 
None / no need for restoration (they were restored) 6%
Cult establishments and monuments 4,3%
Something else 2,4%
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Centre Region 
Fortresses 24,5%
Museums 6,5%
Cult establishments and monuments 6,4%

Bucharest-Ilfov Region 
Art monuments and objects (e.g. historical monuments, sculptures etc.) 3,1%
Recreation infrastructure (parks, open-air swimming pools, thermal baths etc.) 2,5%
old buildings / old architecture 2,4%

In the top of tourist attractions identified by 
the respondents as the most important in their 
area there are: natural tourist  attractions, cult 
monuments and establishments and museums.  
the distribution on development regions 

highlights a high diversity, similar to the heri-
tage sites  deemed endangered. We note that 
the heritage sites  and the cultural institutions 
are on the first positions in this top, in most of 
the development regions. 

Table 3. Distribution of the most important tourist attractions on development regions 

N-e Region 
Cult establishments and monuments 33%
Museums 21%
tourist attractions and infrastructure (e.g. tourist resorts, boarding houses, cabins) 16%

S-e Region 
Natural tourist-attractions (e.g. lakes, forests, caves, canyons, mountain peaks etc.) 64%
Art monuments and objects (e.g. statues, scuptures etc.) 19%
Cultural institutions and establishments (theatres, opera, cultural centres etc.) 17%

S-Muntenia Region 
Museums 21%
Natural tourist-attractions (e.g. lakes, forests, caves, canyons, mountain peaks etc.) 21%
Cult establishments and monuments 15%

S-W Region 
Natural tourist-attractions (e.g. lakes, forests, caves, canyons, mountain peaks etc.) 22%
Recreation infrastructure (parks, open-air swimming pools etc.) 16%
Cult establishments and monuments 11%

West Region 
Natural tourist- attractions (e.g. lakes, forests, caves, canyons, mountain peaks etc.) 35%
Leisure and treatment resorts (e.g. thermal and saline baths etc.) 34%
Something else 17%
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N-W Region 
Natural tourist- attractions (e.g. lakes, forests, caves, canyons, mountain peaks etc.) 35%

Recreation infrastructure (parks, open-air swimming pools etc.) 18%
Museums 17%

Centre Region 
Natural tourist- attractions (e.g. lakes, forests, caves, canyons, mountain peaks etc.) 45%

Fortresses 41%
Museums 33%

Bucharest-Ilfov Region 
Museums 27%

Administrative buildings (e.g. town halls, schools, hospitals etc.) 23%
Recreation infrastructure (parks, open-air swimming pools etc.) 20%

Heritage sites  visiting 

According to the results, very few respon-
dents have visited heritage sites  in the last 

year, outside their residence town, and the  
visiting frequency is low. 

Graph 6. Heritage sites  visiting in the last year
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A possible explanation is the absence of the 
habit of visiting cultural objectives, as part of the 
tourist trips. the habit of visiting heritage sites  
is a component of the lifestyle, being determined 
by economic and education factors, as well as by 
what sociologists call habitus or by the environ-
ment where the visitors come from. Like any cul-
tural consumption behaviour or cultural activity, 
heritage sites  visiting pertains to the economic, 
social and cultural capital of the population and 
it is an indicator of the welfare or life quality of 
citizens or inhabitants of certain regions. 

The results presented may be useful for the 
national touristic policies or for the local de-
velopment strategies, because, despite a large 
mass of non-visitors, there is category of vis-
itors who, if stimulated to increase the number 
of their visits, may become behaviour replica-
tors at community level. this is because, from 

the sociological viewpoint, it is known that cer-
tain key-persons of the community may act as 
models, imitated by the rest of the inhabitants, 
and the stimulation of these behaviours may 
have a snow-ball effect. 

this is why it is important for us to know the 
profile of the heritage sites’ visitors, their sources 
of information in their choice of tourist desti-
nations and the context within which the visit 
to the heritage sites  takes place. According to 
the analyses, the main information sources are 
friends, mass media and the Internet. A possible 
explanation is the level of trust, the interactivi-
ty of the information process and the degree of  
detail which acquaintances generate when 
transmitting information on the subject in view. 
the viral dissemination of the information may 
be also explained through the practice of social 
imitation, which we spoke about earlier. 

Graph 7. Information sources for heritage sites  visiting

THe BUILT  
CultuRal 

HeRItage. aN 
ANALySIS OF THe 

POPULATION’S 
PeRCePtIoN



118118

For most of the respondents who visit heri-
tage sites  when they travel, this is an important 
part of the trip, but not the only one.  Higher 
percentages are recorded for women – com-
pared to men visitors –, for the category of 
age above 65 and for the respondents living 
in an urban environment, compared to those  
living in rural areas. It is possible that this type 

of tourism – that combines leisure activities re-
lated to natural resources, spending time out-
doors and visiting cultural sites – defines most 
of the population’s behaviour. the occurrence 
of the recreation infrastructure in the top of 
tourist attractions and even in the tops of the 
endangered or most important heritage sites  
may be explained in the same manner.

Graph 8. the context of visiting heritage sites  as part of the trip – version 1
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As far as the visiting context is concerned, 
most of the respondents mainly prefer to  
visit heritage sites  alone or together with 
close people during a trip, as compared to 
the situations when they receive the visit of 
family or friends. In other words, hospitality 

does not also include the presentation of 
the local heritage landmarks except for few  
cases, the trend towards this type of be-
haviour being more significant for persons 
with higher education. 

Graph 9. Context of visiting the heritage sites  as part of the trip – version 2
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Participatory budgeting

As aforementioned, participatory budget-
ing is a type of decisional process at the level 
of the public resources management, within 
which members of the local community decide 
on the manner of spending the local budget  
money.  This type of decisional process has 
been used many times as a simple instrument 
for the community planning and development, 
but in reality it is a more complex phenomenon: 
the citizens get involved voluntarily, as part of 
their citizen’s duty to contribute to the welfare 
of the community9. Participatory budgeting has 
often been connected to the exploitation of the 
towns’ tourist potential, in the attempt to bal-
ance the needs for economic development with 
the preservation of the past and of the environ-
ment quality. This process is subsumed to the 
trend of  balancing the power and control of 
various groups of interests, in the sphere of the 
public decisions on the exploitation of the local 
resources. Furthermore, participatory budget-
ing corresponds to a trend of democratisation 
and transparency of the process of spending 
the public money10, being an instrument which 
gives a voice and intervention tools to the com-
mon people who contribute to the local budget 
through taxes and duties.

9  Hung, Sirakaya-turk & Ingram, ‘testing the Efficacy of 
an Integrative Model for Community Participation’, Jour-
nal of travel Research, 50: 276, 2011
10  Gianpaolo Baiocchi  & Ernesto Ganuza, ‚Participatory 
Budgeting as if Emancipation Mattered’, Politics & Society  
42: 29, 2014

When asked to imagine that the town au-
thorities received more money in the budget, 
the respondents expressed their opinion on 
the manner of spending the public money and 
many of them considered that the best inter-
ventions should be the repair or modernisa-
tion of the medical infrastructure. However, it 
is remarkable that in a country with a relatively 
high unemployment rate (5.18% in November 
2014, according to ANoFM)11, the percentage 
of respondents who considered that money 
should be allocated for the protection, preser-
vation or restoration of the historical buildings, 
monuments, archaeological sites, fortresses 
was equal to the percentage of respondents 
who considered that the money should be 
spent on professional training programmes for 
the unemployed. 

11  Ministry of Labour, Family, Social Protection and 
Elderly Persons, ‘Statistic Situation of the Unemployment  
on November 30th 2014’. 
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Graph 10. Population’s preferences for the destination of the local budget
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the profile of the respondents who chose 
the allocation of money for heritage sites  falls 
mainly in the category of youngsters, graduated 

or still attending a vocational school or a high 
school, mainly men and primarily from the  
urban environment. 

Graph 11. Population’s preferences for the destination of the local budget, depending on age

Most of the respondents who want public 
money to be allocated to the heritage sites   

come mainly from the North-East and South-
West oltenia Development Regions. 

Graph 12. Population’s preferences for the destination of the local budget, depending on the development region
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As regards the allocation of public money for 
activities that would include the protection and 
exploitation of the built cultural heritage, most 
of the respondents want this money to be spent 
on the development of information and aware-
ness programmes regarding the importance 
of the built cultural heritage. this answer may 
be translated through the locals’ need to learn 
more information on the heritage sites  in their 

community and the risks of losing them. The 
order of the answers highlights the need for fi-
nancing mainly in the field of education and of 
the exploitation of the heritage landmarks with 
the purpose of tourism development. the pro-
tection, preservation or restoration of the deteri-
orated heritage is not a priority for the analysed 
population, out of predictable reasons of lack of 
knowledge on the danger of its irretrievable loss.

Graph 13. Population’s preferences for the destination of the budget allocated to the heritage
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the distribution of the answers on devel-
opment regions highlights the high ranking of 
budget allocations for activities concerned with 
the protection, preservation or restoration of 
the endangered heritage in the North-East, 
West and Centre Regions. It is noteworthy that 
the respondents from the South-East, North-
East and Centre Regions also want money to be 
allocated primarily to the development of tour-
ist/theme routes, while the respondents from 
the West region want investments in promo-
tion materials for the tourists (websites, bro-
chures, maps etc.).

the investments in the visiting infrastructure 
(modernisation of access routes, information 
boards etc.) were mentioned primarily by the 

respondents from Bucharest-Ilfov, South-Mun-
tenia and North-East.

As regards the public institutions, the or-
ganisations or people who should be in charge 
of financing and taking care of the heritage 
sites, most of the respondents at national  
level consider that these issues are the respon-
sibility of the local and county authorities, as 
well as of the Ministry of Culture. Depending 
on the development region, the answers were 
approximately the same, with some exceptions 
in the South-Muntenia, Sud-West oltenia and  
Bucharest-Ilfov regions, where the respond-
ents mainly considered that the inhabitants 
should be in charge with financing and taking 
care of the heritage sites. 

Graph 14. organisations/persons responsible for the protection of the cultural heritage
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the distribution of the answers on the resi- 
dence environment highlights higher percent-
ages for the responsibility of the local author-
ities and inhabitants in the rural environment, 
while in the urban environment higher per-
centages were recorded for the responsibility 
of the county authorities and of the Ministry of 
Culture. 

Depending on the respondent’s level of edu- 
cation, the local and county authorities are 
deemed responsible for financing and taking 
care of the heritage sites  mainly by persons 
with high school education (at most), while 
the Ministry of Culture is deemed responsible 
mainly by persons with higher education. 

Graph 15. organisations/persons responsible for the protection of the cultural heritage  
depending on residence environment
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Graph 16. organisations / persons responsible for the protection of the cultural heritage  
depending on the level of education

Social responsibility and civic involvement 

the social responsibility and civic involve-
ment of the analysed population as regards the 
protection and restoration of the heritage sites  
is quite low, which may be explained through 
the low level of information on the built cultural 
heritage, as we highlighted in the previous sec-
tions. 

only 30% of the respondents would contrib-
ute with cash donations to the restoration of a 
heritage within their town or its surrounding 
area, and out of the generous ones the majority 
would donate up to 50 lei (around 10 Euros). 
However, it is noteworthy that there are quite 
many respondents who would donate a signifi-
cant amount of up to 100 lei (around 20 Euros). 
the profile of the donor is a young person, high 
school graduated or still in school. 
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Graph 17. Availability to donate money for the protection of the cultural heritage

Graph 18. Amount of money that might be donated for the protection of the cultural heritage
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While a low number of respondents stated 
that they would donate money for the cultural 
 heritage, an even lower percentage would in-
volve in volunteer activities for the protection 
and restoration of the heritage sites. the profile 

of the volunteer is similar to that of the donor: 
a young person, high school-graduated or still 
in school, mainly from the urban environment 
and most probably a woman.

Graph 19. Availability to volunteer for the protection of the cultural heritage

the map of the civic involvement highlights 
the higher availability of the inhabitants from 
the South-East and North-East Regions to con-
tribute to the protection and restoration of the 
heritage with money and labour; these regions 
are two of the poorest development regions, 

according to the INSSE statistics on the total in-
comes of the households in 201112. 

12  National Institute of Statistics,  ‚Regional economic and 
social landmarks: territorial Statistics’ (2013)
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Graph 20. Distribution of civic involvement on development regions

the activity of the Nongovernmental or-
ganisations for the protection, maintenance 
and restoration of the built cultural heritage is 
poorly known by the respondents, as only 8% 
of them state that they know about the exist- 
ence of such organisations or initiative groups 
within their locality.

However, the majority of the respondents 
who stated that they know about the existence 

of such organisations consider that their activi- 
ty is beneficial for the heritage sites  and that 
these organisations develop useful activities 
in the field of people’s education regarding the 
cultural heritage, as well as activities of restor-
ation and maintenance. The respondents also 
state that there should be more such NGos or 
groups. 
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Graph 21. Visibility of NGos’ activities in the field of cultural heritage

youth and heritage 

In this section of the analysis we shall pres-
ent a case study on the manner that young  
people relate to the national cultural heritage, 
as, from the viewpoint of the Sectoral Strategy 
in the Field of Culture and National Heritage, 
they represent a major strategic transversal 
target. 13 In an increasingly globalised society, 
in a Europe that is getting older and older, the 
youth are the hope of safeguarding the local 
values and identities. they become bearers of 

13  NIRCt, Sectoral stragegy in the field of cul-
ture and national heritage for the period 2014-2020, 
Bucharest, 2013.

message and significance for the future gener-
ations, and the survival of the local memory – 
expressed in the built heritage sites  – depends 
on them.

Being the main users of new technologies, 
youngsters are a distinct social group in terms 
of cultural practices; they are more active than 
other categories of population due to a higher 
access to information, to a relative economic 
and social independence and to their greater 
flexibility and adaptability. It may not be an ac-
cident that the new generation is in search for 
its roots, in an ever-changing society, where 
identities are not socially defined anymore, 
but permanently built through interaction with 
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the other. And the traditions forgotten by the 
previous generations, along with the cultural 
heritage, stir young people’s imagination, de-
termining them to relate to these traditions and 
heritage sites  in a manner different from other 
social categories. 

As we have previously seen, young people 
are distinct from the rest of the age categories 
as regards the definitions they use, the impor-
tance given to the heritage, the frequency of  
visiting heritage sites. Furthermore, youngsters 
are more active in the process of participatory 
budgeting and civic involvement in activities of 
preservation or restoration of heritage sites. 

From the viewpoint of the legal defini-
tion, youngsters are people aged 18-35. From  
anthropological and social viewpoint, young-
sters are a socially and culturally-constructed  
category, and the age varies from one culture to 
another, from one historical period to another. 
In the contemporary society, sociologists di-
vide the general category of youth into several 
sub-categories, on criteria pertaining to dis-
tinct practices and lifestyles: teenagers – aged 

14-20, young adults – aged 20-30 and middle 
youth – aged 30-40. In some cases, the differ-
ences between these sub-categories are quite 
significant and pertain to various problems 
that young people face. In the case of the first 
two categories – teenagers and young adults 
– the problems pertain to the transition from 
school to the active live, the separation from 
their family, the financial independence and 
employment. the third category, specific to the 
“post-adolescence” period, faces problems re-
lated to the delay of the transition to maturity. 

Considering these characteristics, we used 
in our analysis two categories of youth, one 
comprising the respondents aged 18-24, the 
other including the respondents aged 25-34. 
the differences between these two categories 
are not very significant as regards the category 
 of buildings belonging to the built cultural 
heritage; however, as we may notice from the 
graph below, there are quite important differ-
ences between the percentages of the answers. 
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Graph 22. Definition of the built cultural heritage from the viewpoint of youngsters – types of buildings

Moreover, there are significant differences 
between the two categories as regards the im-
portance given by the youth to the  built heri-
tage, as 37% of the respondents aged 18-24 
consider that it is very important to protect the 

heritage, while only 29% of the respondents 
aged 25-34 share this opinion.  As regards the 
heritage sites  visiting, the difference between 
these two categories is quite significant, as de-
picted in the following graph.  
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Graph 23. Frequency of visiting heritage sites  in the last year, on youth categories

Furthermore, there are major differences 
between the two sub-categories in terms of the 
main information sources used for visiting the 
heritage sites: the Internet and mass media for 

the 18-24 years category and cultural maga-
zines or leisure guides and mass media for the 
respondents aged 25-34. 
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Graph 24. Information sources for visiting heritage sites, on youth categories

As regards the context of visiting the heri-
tage sites, we notice major differences between 
the percentage of respondents aged 18-24 who 
stated that this activity represented an import-
ant part of the trip, but not the only one (83%) 
and the percentage of respondents aged 25-34. 
Moreover, youth in this category state that visit-
ing heritage sites  is only one of the things they 
do. Although the differences between the two 
categories are not very significant when the 

respondents state that they visit heritage land-
marks, when they travel alone, with friends or 
family, the youth in the second category state to 
a higher degree (41%) that they visit heritage 
sites  when they receive the visit of family or 
friends from out of town. 

When asked to imagine that authorities in 
their town received more money in the budget, 
the youth’s answers were not different, depend-
ing on their age category. However, the top of 
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the preferences for spending the money on the 
protection and exploitation of the built cultural 
heritage is different: developing tourist / theme 
routes, developing educational programmes 
on the protection of the built cultural heritage 
among pupils,  programmes of information and 
awareness on the importance of the built cul-
tural heritage – in the case of the respondents 
aged 18-24 and protection, preservation and 
restoration of the deteriorated heritage, infor-
mation and awareness programmes and devel-
oping tourist/theme routes – in the case of the 
respondents aged 25-34. 

CoNCLUSIoNS

This analysis had the purpose to iden-
tify and explain the population’s per-
ceptions on the built cultural heritage 

at national level and at development regions 
level, from the viewpoint of using the results 
of the research within an integrated manage-
ment system. We wanted this research to meet 
the needs of the organisations involved in the 
heritage management for access to updated in-
formation on the local communities’ attitude  
towards the built cultural heritage. More-
over, we wanted to give a voice to the common  
people, in order to convey to the experts their opin-
ions on the usefulness of the heritage sites  and the 
order of priorities on the local public agenda. 

One of the main themes of the analysis fo-
cused on the identification of the definitions 
used by the population when referring to the 

national cultural heritage. thus, quite surpris-
ingly, we found out that certain categories of 
buildings are included by the local communi-
ty in the definition of the built heritage, even 
though the experts or local public authorities 
do not include them in the official definition. 
Furthermore, the criteria used by the popula-
tion when including a building in the category 
of heritage sites  are different from those used 
by the experts. The analysed population main-
ly appreciates functionality, usefulness, com-
munity recognition and inhabitants’ emotional 
attachment. At national level, the respondents 
primarily want the protection of the built cul-
tural heritage, its touristic exploitation, as well 
as education for the heritage protection. 

Another theme of the analysis was the im-
portance that people give to heritage sites: 
the degree of awareness on the heritage land-
marks  in the vicinity is quite high. the most 
mentioned types of heritage sites  identified by 
the respondents within their locality were: mu-
seums, religious buildings or sites, historical 
sites, monuments and fortresses and old cen-
tres. the state of the identified heritage sites  is 
generally deemed good and very good. the top 
of the most important categories of heritage 
sites  largely included the same categories: mu-
seums, cult establishments and monuments, 
art monuments and objects, castles/palaces  
and memorial houses. The distribution of the 
most important types of heritage sites  or of 
the heritage sites  deemed endangered by the 
respondents highlights major differences be-
tween development regions, with possible 
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explanations pertaining to the specific socio-
economic, historical and cultural characteris-
tics. 

As regards the visiting behaviour, very few 
respondents have visited heritage sites outside 
their town in the last year. A possible explana-
tion is the absence of the habit of visiting cultur-
al landmarks, as part of the tourist trips. Most 
of the respondents are more used to visit heri- 
tage sites  alone or with close people during a 
trip than when receiving visits from family or 
friends.

Participatory budgeting was another ana-
lysed theme and it highlighted the respondents’ 
wish that public money should be allocated for 
developing information and awareness pro-
grammes regarding the importance of the 
built cultural heritage. The local and coun-
ty authorities and the Ministry of Culture are 
deemed responsible for financing and taking 
care of the heritage sites  by the majority of 
the respondents at national level. the analysed 

population’s social responsibility and civic in-
volvement in the protection and restoration of 
the heritage landmarks  is quite low; a possible 
explanation is the low level of information on 
the built cultural heritage.

The case study on the manner that the 
young people relate to the national cultural 
heritage highlighted differences between this 
category and the rest of the age categories as 
regards the used definitions, the importance 
given to the heritage protection, the frequency 
 of visiting heritage sites  and the degree of  
social responsibility and civic involvement in 
the activities of preservation or restoration of 
the heritage sites. 

Note: The text of this article is mainly based 
on the results of the analyses carried out by 
the research team of the National Institute for  
Research and Cultural Training (Ştefania Voicu, 
Andrei Crăciun, Ioana Ceobanu, tatiana Cristea 
and Bogdan Pălici).
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ChApTER 5
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VISITING pRACTICES AND puBLIC’S pROfILE
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INTRODUCTION

Museum visiting, alongside other 
cultural practices, such as 
attending theatre performances, 

classical music concerts and reading, is 
primarily associated with the elitist culture, 
although authors like DiMaggio and Mukhtar1  
consider that a high degree of popularity of 
the museums may be an indicator for the 
enhancement of the segment of omnivorous 
cultural consumers. omnivorous consumers 
have eclectic, diversified tastes and show 
interest in a wide range of cultural practices, 
specific both to mass and high culture. 

Museums’ public is generally made from 
visitors and participants in the museums’ 
educational programmes, who aim at satisfying 
certain cultural and educational needs, desires 
and curiosities. therefore, satisfying the needs, 
desires and interests of the public should be 
a key element in achieving the cultural and 
educational role of the museums. 

Nowadays, museums have visitors who are 
permanently running out of time, shaped by 
society to adopt an ever-changing culture, a 
consumer culture. this is why, in the analysis 
of visiting practices, we should consider the 
growth of the competition for the population’s 
spare time, too. As people have access to ever 
more diversified services, the battle for the 
consumer’s/public’s/visitor’s time is more 
1  Paul DiMaggio & tocqir Mukhtar, ‘Arts participation 
as cultural capital in the United States, 1982–2002: 
Signs of decline? Poetics 32: 169–194, 2004

and more intense. Under the circumstances 
of a diversified cultural offer, the individual 
faces difficult choices, especially in the context 
of limited time and financial resources.

In a period marked by globalisation, 
museum managers should find innovative 
solutions to attract visitors belonging more 
and more to this profile. For this reason, an 
approach of museum management in terms 
of efficiency and profitability – not only 
economic, but also cultural and educational – 
is already a current practice in many western 
countries. 

the most important elements that influence 
the visit of a museum or the participation in its 
public programmes are the motivations, the 
needs, the concepts on life, culture and spare 
time. the visiting motivations may vary from 
one person to another. these motivations, along 
with the spare time and the accessibility, are 
the main factors that determine the decision 
for cultural consumption2. According to the 
analysis in the field, the main motivations that 
determine the interest in a museum and its 
public programmes are: education, spiritual 
enrichment, cultural development, pleasant 
spending of one’s spare time, curiosity, social 
prestige, being part of sociocultural activities. 
Knowing and understanding the motivation of 
the visitors, as well as of the non-visitors, are 
important factors in establishing the offer of 
the museum3. 

2  Alexandra Zbuchea & Loredana Ivan, Museum Focus: 
how to better know the museum visitors 
3  Ibid.
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In this chapter we aim at emphasising 
the characteristics of the Bucharest public 
willing to spend time in a museum, as well as 
at measuring the satisfaction related to the 
visiting experience; for this purpose we focused 
on the first six institutions in the top of the 
most visited museums: the National Museum 
of Natural History Grigore Antipa, the National 
Museum of the Romanian Peasant, the National 
Village Museum Dimitrie Gusti, the National 
History Museum of Romania, the National Art 
Museum of Romania and the National Military 
Museum King Ferdinand I. A key point in our 
analysis is the way the individuals allocate their 
resources for cultural purposes. 

The museum between heritage-collection 
space and contact zone 

According to the definition of the 
International Council of Museums, a museum 
is a non-profit, permanent institution in the 
service of society and its development, open 
to the public, which acquires, conserves, 
researches, communicates and exhibits the 
tangible and intangible heritage of humanity 
and its environment for the purposes of 
education, study and enjoyment4. 

on the whole, the contemporary society 
is revaluing and recapitalising all cultural 
traditions, of any type, as an increased 
importance is given to the vestiges of the past, 
therefore to the cultural heritage displayed 

4  International Council of Museums, ‘Museum Definition’

in museums5. the heritage – structured and 
organised in museum exhibitions -  may thus 
be seen as a set of practices or performances 
in which cultural meaning is continually 
negotiated and remade, and is, moreover, a 
process in which people emotionally invest in 
certain understandings of the past and what 
they mean for contemporary identity and sense 
of place6.

At present, the modern museum is more and 
more becoming a space of contact and mutual 
communication. James Clifford described the 
museums as contact zones, starting from Mary 
Louise Pratt’s definition of this notion (1991): 
“social spaces where distinct cultures come 
together and clash, oftentimes in contexts 
of asymmetrical power relations”. Clifford 
argues that the organisational structure of the 
museums requires a relation and a rich set of 
uninterrupted exchanges at historical, political 
and moral level7. 

Authors like Marinetti and Virilio8 propose a 
division of the museums into two categories: the 
slow museum – the sedentary museum, which 
functions as a brake for the modernisation 
within the society and the fast museum – 
strongly anchored and interconnected with the 
urban space, reflecting the impulse of modernity. 

Museums have a very important place 
in the contact between the public and the 
heritage, being considered the most veridical 
5  Zbuchea & Ivan, Op. Cit., 2008, pp. 40.
6  Laurajane Smith, ‘theorising museum and heritage  
visiting’, in Museum Theory: An Expanded Field
7   Clifford, Op. Cit., 1997,  pp. 193 
8  Virilio Paul, The vision machine
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source of information in this respect9, which 
shows a high level of guarantee as regards the 
individual’s investment of time resources in a 
visit. Museums are institutions that “translate” 
the academic discourse, making it accessible 
for a wider public10; they are less formal, which 
results in a growth of their attractiveness11. 
Any visitor wants to know that they will find 
something interesting in the museum and their 
visit is a voluntary decision to allocate a part of 
their spare time to this activity. their decision to 
visit the museum12 depends, to a great extent, on 
how the visitor is informed about the contents 
and collections of the museum as well as on 
the values the museum owns. In order to have 
a growing number of visitors on a permanent 
basis, it is necessary that the museum give 
them the opportunity of an experience to their 
liking, one that would satisfy them. Regardless 
of the value of the museum’s collections, 
regardless of the cultural and educational value 
of the programmes for the public, the visitors 

9  R. Rosenzweig & D. thelan, The presence of the past: 
Popular uses of history in American life. P. Ashton & P. 
Hamilton, ‘At home with the past: Background and initial 
findings from the national survey’, in Australian Cultural 
History 22, 20035-30. F. Cameron, ‘Moral lessons and 
reforming agendas: History museums, science muse-
ums, contentious topics and contemporary societies’, in 
Museum revolutions, 2007, pp.330-342. 
10  Mihaela Murgoci, ‘Museums and adult education’, in 
Museums’ Magazine, Vol. 4, 2005, pp. 5-8 
11  Neil Kotler, ‘New ways of experiencing culture: the role 
of museums and marketing implications’, in  Museum 
Management and Curatorship, Vol. 19, No. 4, 2001, pp. 418
12  Valentin Șchiopu-Pally, ‘the Big Challenge of Small 
Museums, in  Museums’ Magazine, vol. 4, 2005, pp. 37-41 

will only come if they know that the museum 
gives a value concordant with their interests, 
needs and desires13. Screven14 points out the 
necessity of proposing exhibitions that should 
be not only educative, but also “entertaining”. 
He thinks that museums can only survive the 
current trends and increased competition by 
adapting and offering attractive, entertaining 
programmes, without losing the focus on the 
educational component. 

Museum visiting – between learning 
experience and cultural production form

In his attempt to theorise the museum visit, 
starting from the analysis of specific socio-
political contexts, then examining the ideological 
functions of the cultural institutions, Carol 
Duncan15 considers that art museums ensure 
a frame for specific civic rituals. Duncan points 
out that the Louvre Museum – turned from a 
nobiliary collection into a public museum in 
1793 – is the first art museum where a certain 
civic ritual was born: museum visiting as specific 
civic behaviour. The main characteristics of this 
typical ritual specific to the exhibition spaces 
are: the creation of a space where visitors – far 
from their everyday practices – have a different 
experience and the manner of organisation and 
operation of the museum’s halls, which suggest 
a kind of scenario “played” by the visitors. 
13  Zbuchea & Ivan,  Op. Cit., 2008
14  Screven (1993,) cited  by Zbuchea & Ivan, p. 4-5
15  Carol Duncan, Civilizing Rituals: Inside Public Art 
Museums 
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Children and youth in general have been 
the main target of the educational programmes 
for a long time, but at present the public of 
the educational programmes has diversified. 
Museums are sites for lifelong learning16, the 
public programmes are more and more adapted 
to this new status and to the new expectations 
of the contemporary society. Museum visits 
are primarily considered learning experiences, 
wherein knowledge and information are 
acquired and reinforced. Museum visits can 
also be understood as cultural experiences, 
wherein the individual searches – consciously 
or not – for a meaning or for their own vision 
on a cultural aspect17. In a study of the Centre 
for Science and technology in Austria, Johnson 
and Reinne18 highlighted in 1995 six methods 
of learning and interaction of the visitors: 
they want to have fun and pursue pleasant 
experiences, education is not the main goal of 
the visit. the role of the museographer is to 
facilitate the understanding of the exhibits, not 
to teach. the learning process takes place when 
visitors correlate the experiences within the 
museum to those from the outside world; the 
analogies facilitate the understanding, and the 
involuntary / collateral learning, unrelated to 

16  Barbara Soren (coord.), ‘triangulation Strategies 
and Images of Museums as Sites for Lifelong Learning’ 
in  Museum Management and Curatorship, 14, 1995,  
pp. 31-46. 
17  Smith, Op. Cit., 2014
18  D. Johnston & R. Leonie J., ‘Perceptions of Visitors’ 
Learning at an Interactive Science and technology Centre 
in  Australia’, in  Museum Management and Curatorship, 
14 (3), 2006, pp. 317-325, citat de Zbuchea, 2006, pp. 41

the intentions of the presentation  often takes 
place. therefore, museum visiting is often seen 
by specialised authors as a form of cultural 
production19 and communicative action20. 

Another important aspect of the visiting 
is the dimension of active process of heritage 
creation, as the visitor pays a great attention 
to the way the museum’s cultural objects are 
displayed, as well as to the manner of conveying 
the ethical and cultural values. thus, beyond the 
material dimension, the heritage in a museum 
may be more easily understood as a frame for 
a set of cultural practices, focused on using 
the past in creating the cultural significances 
of the present21.  Many people go to museums 
to experience the contact with heritage 
elements22, which has been facilitated lately 
through the modernisation and technological 
upgrading of the museums. 

Museums in Romania – after the transition

In the communist period, museums were 
part of the political education mechanism, 
wherein the teachers and the school had an 
active role. the decline of the educational 
programmes, out of various reasons, at the 
beginning of the transition period, as well as the 
19  Barbara Kirshenblatt-Gimblett, Destination culture: 
Tourism, museums and heritage
20  Bella Dicks, Heritage, place and community 
21  Laurajane Smith, Uses of heritage (London: Routledge, 
2006)
22  Poria, Butler, & Airey, ‘the core of heritage tourism’, 
Annals of Tourism Research, Vol. 30 (1), 2003, pp. 238–
254
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teachers’ lack of interest, the financial issues 
and the general economic situation resulted 
in a low interest in culture and education23. 
During this period, museums began to face a 
dramatic quantitative decrease of the public24. 
the visitor crisis of the Romanian museums had 
various causes, among which the individuals’ 
exercise of freedom, including the freedom of 
not visiting a museum25, and the museums as 
public spaces were associated by the public 
with a lack of mobility, with a certain type of 
static culture26 or austere space, far from the 
matters of the day27. 

Subsequently, the museums in Romania 
progressively added the educational function, 
besides the functions of displaying and 
preserving the heritage. Everybody agreed that 
the role of a museum is to educate its public, 
to encourage them to know the cultural roots 
of the society, in order to understand it better. 
In the last years the situation has changed, as 
the museums have assumed their educational 
role in a dynamic and attractive manner. In 
the mid-2000s, most of Romania’s museums 
23  Alexandra Zbuchea, ‘Formal and Informal Education 
within Museums’ in Museums’ Magazine, Vol. 1(5), 2006, 
pp. 37-53
24  Virgil Ștefan Nițulescu, ‘Museum landscape after the 
transition’, in Museums’ Magazine, Vol. 1, New series, 
2014 
25   Şchiopu–Pally, Op Cit., 2005
26  Florin Balotescu, ‘Vitality of Museums’ in Museums’ 
Magazine, vol. 3, 2006, pp. 61-64
27  Coralia Costaș & Mihaela tudose, ‘A view on the muse-
um educational programmes and their integration with-
in programmes of institutional practices ‘ in Museums’ 
Magazine, vol. 4, 2006, pp. 34-53 

did not have a coherent policy regarding their 
educational function, their public discourse 
and the means to use in order to get close 
to various categories of public28, but this 
situation has improved so far29. More and more 
Romanian museums have tried in the last 
years – by means of reality-related themes – to 
attract more visitors and to familiarise them 
with the idea of an environment dedicated to 
the wide public and their education, besides 
other specific activities related to the scientific 
profile of the museums30. 

28  Zbuchea, Op Cit, 2006
29  Nițulescu, Op Cit., 2014
30  Costaș & tudose, Op. Cit., 2006
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MEtHoDoLoGy

The analysis in this chapter was 
conducted on a sub-sample of 946 
respondents, representative for the 

Bucharest population. out of these respondents, 
through the question How many times have 
you visited museums and/or memorial houses 
in Romania in the last 12 months? the 166 
(approx. 20%) cases where respondents have 

visited a museum at least once in the last year 
were selected. 

In order to achieve the objectives of the 
chapter, the analysis focused on the following 
research directions: the typology of the 
attended museums, the visitors’ level of 
satisfaction, the information sources used, the 
perception on the ticket price, the increase 
of visiting possibilities, the time resources 
allocated to the cultural consumption. 

F3. What kind of museums have you visited 
in the last 12 months in Romania?

F4. On a scale from 1 to 5 (1= “very little” and 5= 
“very much”), how much do you like to visit…

1. Archaeology (old human 
civilisations and cultures) 

yes
1

No
2 1 2 3 4 5

97 
(NF1)

99 
(DK/
WA)

Figure 1. Example of an item used to measure the degree of satisfaction,  
depending on the museum typology

In order to measure the increase of the 
visiting possibility, we used the following 
options: the extension of the visiting 
programme, the promotional tickets offers, 
a better promotion of the exhibitions/
events, parking facilities, more spare time, 
the existence of a coffee/tea shop within the 

institution, the improvement of the quality of 
the information on the exhibitions/exhibits, 
the quality of the staff, the interaction with 
the exhibits, the diversification of the activities 
available within museums (e.g. conferences, 
workshops, debates etc.), the diversification of 
ticket-buying possibilities. 
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KEy RESULtS
the profile of the museum visitor in 
Bucharest

In Bucharest there are 29 museums and 
memorial houses, and most of the national 
museums are clustered in the capital. 

Under the circumstances of a vast museum 
infrastructure, more diversified when compared 
to the rest of the country, which should directly 

influence the visiting behaviour and frequency, 
the number of museum visitors in Bucharest is 
at a level close to that of the visitors at national 
level. According to the collected data, 20% of 
the respondents have visited a museum at least 
once in the last year (see graph 1).

Graph 1. Museum visiting in Bucharest in the last year
two important aspects in understanding the 

museum visiting phenomenon are the visiting 
frequency and the level of loyal or occasional 
visitors of the museums. 

the activity of visiting museums and memorial 
houses in Bucharest is occasional and very few 
respondents repeat it on a one-year period; thus, 
the percentages are not encouraging for the 

professionals of the museums. Approximately 
56% of the respondents do not perform such 
activities at all, only 9% have been to a museum 
or memorial house in the last year, 7% have 
attended a museum twice and only 4% several 
times (see graph 2). the non-answer rate for this 
question was 24%.
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Graph 2. Frequency of museum visiting for the Bucharest public in the last year

According to the studies in the field, people 
with a high level of education and occupational 
status are the most frequent visitors of 
museums31. the frequency of museum visiting 
is also influenced by other factors, such as 
age and gender. In our case, the majority of 
the respondents (46%) are higher education 

31  DiMaggio & Mohr 1985; Ganzeboom 1989; Kirchberg 
1996 citat de Koen van Eijck., ‘Social Differentiation in 
Musical taste Patterns Source, in  Social Forces, Vol. 79, 
No. 3, 2001, pp. 1163-1185 

graduates: the preference for a certain type of 
museum or the existence of a certain type of 
visiting behaviour may be seen as being shaped 
- to a great extent - by the visitor’s level of 
education32. 

32  Crăciun, Pălici, & Racleș, ‘Audience of the National 
Museum of the Romanian Peasant. Analysis of the mu-
seum visiting experience and behaviour through the 
timing&tracking method’, in Museums’ Magazine, Vol. 1, 
new series, 2014
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Graph 3. Distribution of the museum public in Bucharest depending on the education level

Ageing is a factor that negatively influences 
the attendance of museums: only 9% of the 
respondents who have visited a museum in 
the last year are aged above 65 (see graph 4). 
Similarly to the case of other types of cultural 
consumption, youngsters visit museums to a 
higher degree - 38%, the highest percentage 
compared to other age categories, and this may 
be correlated to the educational dimension of 
the museums. 

the distribution on gender shows that 56% 
of the visitors are women and only 44% are 
men (see graph 5).

As regards the occupational status, the 
majority of the visitor respondents have a 
job (68%), while 17% are retired and 6% are 
students.  
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Graph 4. Distribution of visitors on age categories

Graph 5. Distribution of museum visitors on gender
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System of values and attitudes towards the 
heritage

An individual’s values, as part of their 
behaviour, decisions and attitudes, generally 
influence the individual’s manner of interaction 
and particularly the way they choose to visit 
museums. A value is a conception, explicit 
or implicit, distinctive of an individual or 
characteristic of a group of the desirable which 
influences the selection from available modes, 
means, and ends of action33. The same author 
also defines the notion of value orientation 
in terms of “a generalised and organised 
conception, influencing behaviour, of nature, of 
man’s place in it, of man’s relation to man, and 
of the desirable and nondesirable as they may 
relate to man-environment and interhuman 
relations”34. However, values do not exist 
disparately, they are incorporated into a system, 
which represents a long-lasting organisation 
of beliefs on the goals of the existence and the 
modes deemed desirable to attain them35. 

Within this system, each value is primarily 
oriented depending on the other values, so that 
at one point a certain value may not be a priority. 
Changing the values requires the rearrangement 
of priorities within the individual value system. 
therefore, the value system is “stable enough 

33  Clyde Kluckhohn, ‘Values and Value orientations in the 
theory of Action’, in  Toward a General theory of Action, 
pp. 395
34   Ibid., p. 441
35  Mălina Voicu & Bogdan Voicu, ‘Project of international 
research on the study of European values, in Quality of 
Life, no. 1-4/2002

to reflect the individual’s personality”, but 
at the same time “unstable enough to allow 
rearrangements of value priorities, as a result 
of changes that occurred in culture, society, 
personal experience”36.

In order to determine the respondents’ 
system of values, we used eight items in 
the 2014 Cultural Consumption Barometer: 
(1) work, (2), family, (3) school, education, 
(4) friends, (5) spare time, recreation, (6) 
culture, (7) money, (8) religion, faith, using the 
question How important are for you…?, with the 
following answering options: very important, 
quite important, not so important, not at all 
important.

the analysis resulted in similar values for 
items like work, family, friends (see table 1a. 
and 1b.). Values like school, education (77%), 
spare time, recreation (61%) and culture (48%) 
are more important for the museum visitors, 
while money and religion and faith are more 
important for the non-visitors. 

36  Milton Rokeach (1973, p. 11) cited  by Voicu and Voicu 
(2002)
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Table 1a. Importance of values depending on the consumption option

How important are for you...?
Work Family School, education Friends

Level of im-
portance Visitor Non-visitor Visitor Non- 

visitor Visitor Non- 
visitor Visitor Non- 

visitor
Very im-
portant 67% 66% 96% 90% 77% 63% 48% 50%

Quite im-
portant 30% 30% 4% 9% 19% 28% 42% 36%

Not so im-
portant 3% 3% 0% 1% 3% 7% 9% 13%

Not at all 
important 0% 1% 0% 0% 1% 2% 2% 1%

Table 1b. Importance of values depending on the consumption option

How important are for you...?
Spare time, recreation Culture Money Religion, faith

Level of  
importance Visitor Non- 

visitor Visitor Non- 
visitor Visitor Non- 

visitor Visitor Non- 
visitor

Very  
important 61% 53% 48% 32% 45% 62% 29% 36%

Quite  
important 32% 35% 39% 38% 51% 35% 44% 37%

Not so  
important 7% 11% 10% 21% 3% 3% 21% 19%

Not at all 
important 0% 2% 4% 9% 1% 0% 5% 8%
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Starting from the hypothesis that the visitor 
chooses a museum as a space of spending their 
spare time, taking into account its function 
as a heritage depositary, too, it is interesting 
to measure whether visitors have different 
attitudes when compared to non-visitors. thus, 

in tables 2 and 3, we notice that visitors pay an 
increased attention to the heritage, therefore 
visiting such sites while travelling is common to 
75% of the museum visitors in Bucharest, while 
for 25% of them this is the most important part 
of the trip. 

Table 2. Behaviour of visiting heritage sites sites

Which of the following situations applies to you when visiting heritage sites 
in Romania?

Visitors
Non-

visitors
I am used to visiting heritage sites  when I travel alone or with my family 
/ friends (on holidays, days off, leaves); 

75% 59%

I am used to visiting heritage sites  when friends or family from another 
town come to visit me;

30% 30%

I am used to visiting heritage sites  outside the trips, with my family or by 
myself;

25% 21%

Table 3. Behaviour of visiting heritage sites 

Which of the following situations best applies to you when travelling (on 
trips, voyages etc.) alone or together with friends/family, in Romania?

Visitors
Non-

visitors

Visiting heritage sites  is the most important part of the trip; 26% 20%

Visiting heritage sites  is an important part of the trip, but not the only 
one;

60% 47%

Visiting heritage sites  is only one of the things I / we do 10% 16%

Don’t know/ Won’t answer 4% 17% BuChAREST MuSEuMS:  
VISITING pRACTICES 

AND puBLIC’S pROfILE
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Typology of visited museums
As regards the preferences for a certain 

type of museum, in 2014 the hierarchy 
is: history museum, natural sciences 

museum, archaeology museum, art museum, 
ethnography museum, military history 
museum (see table 4). 

Table 4. typology of museums visited in the last year by the museum visitors in Bucharest

What kind of museums have you visited in the last 12 months?
1 History 62%
2 Natural sciences (biology, zoology, geology etc.) 56%
3 Archaeology (old human civilisations and cultures) 55%
4 Art (painting, sculpture, drawings, costumes, decorations, furniture etc.) 54%
5 Ethnography (exhibits about the life, habits and traditions of the rural communities) 51%
6 Military history 49%
7 Memorials (houses of historical, cultural personalities) 48%
8 old books (old manuscripts, rare editions etc.) 46%
9 Science and technology (objects used in industrial / scientific activities etc.) 46%

10 Numismatics (old coins collections) 43%
11 Religious art (cult objects and garments) 41%

Museum attendance in Bucharest

Hereinafter we shall present the top of 
the most visited museum institutions in 
Bucharest. the results show that the most 
visited museum in Bucharest is the National 
Museum of Natural History Grigore Antipa, 
chosen by 59% of the respondents, followed 
by the National Museum of the Romanian 
Peasant and the National History Museum 
of Romania. There are no major differences 
in the hierarchy of the most visited mu- 
seums, when compared to the previous years, 
but we notice the increase of the percentage of 
respondents who chose the National Museum of 

Natural History Grigore Antipa. This institution 
underwent a restoration and modernisation 
process in 2009, and it was re-opened for the 
public in 2011; at present, it has an impressive 
technological infrastructure. The technological 
means offer possibilities of display and 
communication different from the classical 
ones, offering visitors new ways to explore37. 
this aspect, besides the very specificity of the 
museum, attracts vis-itors in a special way. 

37  Diamantopoulou, Insulander, & Lindstrand, ‘Making 
meaning in museum exhibitions: design, agency and  
(re-) representation’, Designs for Learning, Volume 5/ No. 
1–2, 2012
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Table 5. top of the most visited museums in Bucharest

Museum/Memorial house Percentage
1 Grigore Antipa Museum 59%
2 National Museum of the Romanian Peasant 34%
3 National History Museum of Romania 23%
4 National Art Museum of Romania 21%
5 National Village Museum Dimitrie Gusti 15%
6 National Military Museum King Ferdinand I 13%
7 National Museum of Contemporary Art 8%
8 Bucharest City Museum 8%
9 the Fire tower 8%

10 National Museum of Romanian Literature 7%
11 Cotroceni National Museum 7%
12 National Museum of Geology 7%
13 Aviation Museum 7%
14 George Enescu National Museum 6%
15 Theodor Aman Museum 5%
16 Museum of Art Collection 4%
17 Jewish History Museum 4%
18 Theodor Pallady Museum 4%
19 The Royal Palace 4%
20 Cultural Centre Brâncoveanu Palaces at the Gates of Bucharest 3%
21 Curtea Veche (Old Court) Voivodal Palace Museum 3%
22 Ing. Dumitru Minovici Old Art Museum 3%
23 Kalinderu Museum 3%
24 Ion Minulescu- Claudia Millan Memorial Museum 3%
25 Vasile Grigore Museum 3%
26 C.E.C. Palace 3%
27 K.H.Zambaccian Museum 2%
28 C.I. and C.C. Notarra Memorial Museum 2%
29 National Philatelic Museum 2%
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We considered an in-depth analysis of the 
information relevant for the first six museums 
in the top, the other 23 institutions being chosen 
by an insufficient number of respondents. the 
main purpose of the following analyses is to 
delineate the target public for each of these 
museums, depending on variables like gender, 
age and parenthood.  

A central element of the analysis is the 
evaluation of the perception on the satisfaction 
and the quality of the experience that the 
visitors have in a museum. Depending on 
this, the visitor will return to the museum or 
will advise others to visit it. At the same time, 
the degree of satisfaction directly influences 
the efficiency of the cultural and educational 
dimension of the museum. the evaluation of a 
museum is made comparatively to the public’s 
expectations and their previous experiences.  

In all the selected cases, the satisfaction 
level regarding the visiting experience is high 
and very high (see table 6); the average values 
recorded are close to the maximum value38 
and this is why a museum visit seems to be a 
safe investment for the Bucharest inhabitants. 
Moreover, the higher the satisfaction level, the 
more appreciation for the museums, from the 
visitors’ point of view. Generally, the individual 
evaluation of a museum is difficult, as the 
public focuses on multiple dimensions, such as 
the themes, the spiritual value of the exhibits, 
the features of the collections, the manner of 
displaying them etc. 39 

38  on a 1 (minimum) to 5 (maximum) scale.
39  Zbuchea & Ivan, Op Cit., 2008 

Table 6. Average satisfaction of the visitors for the 
most visited museums in Bucharest

Museums Average
National Museum of Natural History 
Grigore Antipa 4.58

National Museum of the Romanian 
Peasant 4.45

National History Museum of Romania 4.67
National Art Museum of Romania 4.42
National Village Museum Dimitrie Gusti 4.56
National Military Museum King Ferdi-
nand I 4.27

The distribution on age categories of the 
respondents who attend the top six museums 
corresponds to the general profile of the 
museum visitor in Bucharest. Except for the 
National History Museum of Romania and the 
National Military Museum King Ferdinand I – 
where the public is generally aged 35-64 – the 
museums of Bucharest have mainly a young 
public (see table 7).
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Table 7.  Distribution of visitors on age categories 

Museums
18-24 

years old
35-49 

years old
50-64 

years old
above 65

National Museum of Natural History 
Grigore Antipa

46% 33% 16% 6%

National Art Museum of Romania 43% 25% 22% 11%
National Village Museum Dimitrie Gusti 40% 26% 19% 15%
National Museum of the Romanian Peasant 41% 31% 22% 6%
National History Museum of Romania 33% 32% 23% 13%
National Military Museum King Ferdinand I 19% 40% 26% 15%

In the last years, museums have developed a 
series of educational programmes dedicated to 
under-age youth, in order to attract a segment 
of loyal public. this was achieved primarily by 
means of accessing extra-budgetary funds from 
various public, private or EU funds40. In this 
regard the National Museum of Natural History 
Grigore Antipa  and the National Peasant’s 

40  Nițulescu, Op. Cit., 2014

Museum stand out through their educational 
programmes. In the analysis of the visitors’ 
distribution depending on their parenthood, 
it is interesting to notice higher percentages of 
parents among the visitors of the two museums 
(see table 8). this shows the setting of visiting 
practices with educational purposes within 
these museums. 

Table 8. Distribution of visitors depending on their parenthood 

Museums
Don’t have 

children
Have 

children
DK/WA

National Museum of Natural History 
Grigore Antipa

57% 41% 2%

National Art Museum of Romania 71% 29% 0%
National Village Museum Dimitrie Gusti 62% 32% 6%
National Museum of the Romanian Peasant 61% 40% 0%
National History Museum of Romania 64% 36% 0%
National Military Museum King Ferdinand I 65% 35% 0%

BuChAREST MuSEuMS:  
VISITING pRACTICES 

AND puBLIC’S pROfILE
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The increase of the visiting probability

In order to ensure a satisfactory experience, 
both from the viewpoint of the museum expert 
and of the visitors’, it is necessary to know 
what would make the latter increase their 
visiting frequency. For this reason, the quality 
of each visitor’s experience, their reasons and 

motivations should be a vital concern of the 
museum managers. According to the analysis, 
the factors on which museum visiting depends 
are very diverse, pertaining both to the  
socio-demographic characteristics of the  
public, their own value system, and to the way 
the visitors perceive the museum’s offer. 

Table 9. Increase of the visiting probability

Which of the following would make you go to museums more frequently? Percentage
More spare time 44%
Promotional tickets 32%
Extending the visiting hours 26%
A better promotion of exhibitions/events 17%
Staff quality 13%
Improving the quality of the information on exhibitions/exhibits 10%
Parking facilities 9%
Diversification of ticket-buying modalities 7%
the existence of a coffee/tea shop within the institution 6%
Diversification of the activities available within museums (e.g. conferences, workshops, 
debates etc.)

6%

Interaction with the exhibits 3%
None of the above 2%
Don’t know / Won’t answer 2%

Lack of time is the respondents’ main reason 
for not visiting museums: 44% of them would 
go more frequently if they had more spare time, 
while 26% want the extension of the visiting 
hours (see table 9). the youth public – the main 
visitors of museums – are in the highest need 

for this measure, and this may be a reason to 
open a debate on the possibility of adapting the 
visiting hours to the needs of the beneficiaries. 
At present, all museums use a similar visiting 
programme, with little variations: the National 
Museum of Natural History Grigore Antipa is 
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open on weekends till 7 P.M. 41, the National Art 
Museum of Romania is open between 10 A.M. 
and 7 P.M. from May to September42, the National 
Village Museum Dimitrie Gusti, the National 
History Museum of Romania and the National 
Military History Museum King Ferdinand I can 
be visited between 9 A.M. and 7 P.M43, and the 

41  National Museum of Natural History Grigore Antipa, 
Visiting Programme 
42  National Art Museum of Romania, Useful information 
43 Village Museum, Programme; National History Museum 
of Romania, Programme 

National National Museum of the Romanian 
Peasant is open between 10 A.M. and 6 P.M44. 

According to the results of the analysis, the 
youth (42%) are the age category that would 
visit museums more frequently if they had 
more spare time (see graph 6). 

44  National Museum of the Romanian Peasant, Contact 

Graph 6. Distribution on age categories of the respondents who would visit museums  
more frequently if they had more spare time
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Graph 7. Distribution on gender of respondents who would visit museums  
more frequently if they had more spare time

The distribution on gender of the 
respondents who would visit museums more 
frequently if they had more spare time shows 
a higher proportion among men (see graph 7). 

Although the cost of the museum access 
tickets is considered medium, 32% of the 
respondents would appreciate the existence 
of promotional tickets. In order to measure 

the perception on the museum admission 
tickets we used a scale with 7 values, where 
1 corresponds to “very cheap” and 7 to “very 
expensive”. the average of the answers is 4.42. 
However, most of the museum fees are not very 
high (see table 10).  
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Table 10. Bucharest Museums’ ticket prices45

Museums Adults Pupils, students
Retired 
persons

Audio 
guidance

National Museum of Natural History 
Grigore Antipa

20 5 10 12

National Art Museum of Romania 20 5 10 10
National Village Museum Dimitrie Gusti 10 2,5 5 50
National Museum of the Romanian Peasant 6 1,5 3 10
National History Museum of Romania 25 7 15 -
National Military Museum King Ferdinand I 10 2,5 2,5 -

45  Prices are in lei and the values are concordant with the official websites of the institutions, accessed in January 2015. 
Additionally, besides free access for some social categories, periodical subscriptions are also practised – it’s the case of 
the National Museum of Natural History Grigore Antipa and of the National Village Museum Dimitrie Gusti – as well as free 
access for pupils during school holidays (National Museum of Natural History Grigore Antipa).

A possible explanation is related to the 
low incomes of the population and to the 
main necessity to allocate funds for primary 
and secondary needs. The importance of 
the ticket price must be considered within 
a wider context, though, the context of the 
budget allocated to expenses on cultural 
products and goods. The budget allocated to 

cultural activities was measured through the 
question What percentage of the household 
income did you allocate in August for cultural 
activities? According to the results, museum 
visitors allocated on average more money for 
cultural services than non-visitors: 4.62% 
versus 2.34%, respectively (see graph 8). 

Graph 8. Percentage of the income allocated to cultural activities

BuChAREST MuSEuMS:  
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In understanding the high percentages of 
non-allocation of funds for cultural activities 
we must consider that the month of  August 
is usually a period dedicated more to holidays 
and less to cultural activities. 

The question Which of the following would 
make you go to a museum more frequently?, 
recorded low percentages for the following 
options: improvement of staff quality (13%), 
improvement of the quality of information on 
exhibitions/exhibits (10%), diversification of 
ticket-buying modalities (7%). the low values 
may be seen in close relation to the lack of a 
museum-visiting culture. As they do not have 
this experience, the respondents do not have 
very well defined degrees of comparison and 
quality standards. In addition, the public’s 

demand for certain cultural services is different 
depending on the social and family status, on the 
accumulated experience and on the previous 
satisfactions related to museum visiting.  

Information sources used

The information sources used by the public 
play an important role in the practice of museum 
visiting; the consumption also depends on 
the museums’ degree of information and 
promotion. As regards the information sources 
used, classic mass media is still the main channel 
preferred by the museum visitors in Bucharest, 
being recorded in 40% of the answers, while 
38% of the respondents indicated their friends 
and 36% - the Internet. 

Table 11. Information sources used by the museum visitors in Bucharest

What sources do you use to get information on the museums that you visit?

1 Mass-media (newspapers, tV, radio) 40%
2 Friends 38%
3 Internet (including the museum’s website) 36%
4 Posters 20%
5 Brochures, flyers, banners 14%
6 Cultural magazines 5%
7 Leisure guides (7seri, time out, B24 FUN) 4%
8 Underground station media screens 2%

According to the analysis on age categories 
and education level, the youngsters and higher 
education graduates mostly use the mass media 

and the Internet as information sources (see 
table 12 and table 13).



163163

Table 12. Distribution on age categories depending on the information sources used

Mass Media Internet Posters
Brochures, flyers, 

banners
18-24 years old 40% 53% 37% 38%
35-49 years old 25% 30% 38% 33%
50-64 years old 22% 12% 16% 20%

above 65 years old 13% 5% 9% 8%

Table 13. Distribution on education level, depending on the information sources used

School Mass Media Internet Posters
Brochures, flyers, 

banners
Friends

10 grades at most 15% 12% 32% 27% 27%
High school / post high school 32% 25% 26% 33% 27%
Higher education 53% 63% 35% 40% 47%

The Internet is becoming a more and more important promotion medium for the museums in 
Romania, as they pay a particular attention to their official sites46, as well as to their presence on social 
networks (see table 14). 

Table 14. Number of subscribers to the official pages of the museums on Facebook

Museums Facebook subscribers
National Museum of Natural History Grigore Antipa 2 20725

National Art Museum of Romania 3 7750
National Village Museum Dimitrie Gusti 4 9494

National Museum of the Romanian Peasant 5 70307
National History Museum of Romania 6 6280

National Military Museum King Ferdinand I 7 3151

46   An increasing number of museums make available virtual tours with various degrees of accessibility. A few examples: 
the National Art Museum of Romania (http://www.mnar.arts.ro/tur-virtual), the National Peasant’s Museum(http://www.
tur.muzeultaranuluiroman.ro/), the National History Museum of Romania (http://www.muzeulvirtual.ro/), the National 
Village Museum (https://www.google.ro/maps/@44.471092,26.07747,3a,75y,339.91h,63.08t/data=!3m5!1e1!3m3!1s-
1DLrVzmtUDGPWySF4vfEBQ!2e0!3e5?hl=ro) 
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CoNCLUSIoNS

According to the analysis, the factors 
on which the attendance of museums 
depends are very diversified, and they 

pertain both to the public’s socio-demographic 
characteristics, their own system of values, and 
to the way the visitors perceive the museum’s 
offer. At present, the large majority of the 
population does not attend museums, the act 
of visiting is not perceived by the individual as 
a normal, natural activity, mandatory for their 
development. 

However, there is a segment of informed, 
rational public, interested in the active 
consumption of culture. This category includes 
mainly young persons, who have a job and 
have a high level of education and professional 
training. they have better-defined cultural 
interests and curiosities and a culture-oriented 
system of values, and this is the reason why they 
allocate a higher budget to cultural activities 
than non-visitors. 

on the other hand, according to the results 
of the analysis, museum visitors in Bucharest 
do not entirely understand the role and the 
importance of improving the quality of the 
information and exhibitions of the museums, 
being more interested in the decrease of the 
access-ticket price. 

the visitors might be more attracted to 
museums if the institutional management 
approached a strategy in this respect. thus, we 
may identify the most appropriate means of 
displaying the heritage, so that it should become 

available to the public, without compromises as 
regards the quality of the scientific information 
conveyed. this objective of visitor retention 
may be achieved by testing various concepts 
of educational events and exhibitions, in order 
to identify those with a major impact on the 
public, allowing the better perception of the 
cultural message transmitted. 

the public’s satisfaction level as regards the 
museum experience is directly related to the 
public’s availability to spend more in a museum, 
to return and to recommend the museum to 
other people. 

The institutions in the top of the most 
visited museums in Bucharest belong to the 
category of fast museums, being well anchored 
in the everyday life: they do not operate only 
as spaces of access to theme exhibitions. 
There are museums that reach the public in 
a diversified manner, offering a wide range 
of cultural services or leisure activities: non-
formal educational programmes for children, 
season fairs, commercial spaces (coffee shops, 
restaurants, tea shops, book stores), virtual 
tours etc. 



165165

BIBLIoGRAPHy

Ashton, Paul, Hamilton, Paula, ‘At home with the past: Background and initial findings from the national 
survey’, in Australian Cultural History 22, 5-30. (Londra: Routledge, 2003) 

Balotescu, Florin, ‘Museums’ Vitality’ in Museum’s Magazine, vol. 3, pp. 61-64 (Bucharest: Centre for 
Professional training in Culture, 2006)

Bourdieu, Pierre, ‘the forms of capital’ in: Richardson J.G. (ed.) Handbook of Theory and Research for 
the Sociology of Education, pp. 241–258. (New york: Greenwood, 1986)

Clifford, James, Routes: Travel and translation in the late twentieth century.  (Cambridge: Harvard 
University Press, 1997)

Costaș, Coralia, tudose, Mihaela, ‘A view on the museum educational programmes and their integration 
within programmes of institutional practices’ in Museums’ Magazine, vol. 4, pp. 34-53 (Bucharest: 
Centre for Professional training in Culture, 2006)

Crăciun, Andrei, Pălici, Bogdan, & Racleș, Andreea, ‘’Audience of the National Museum of the Romanian 
Peasant. Analysis of the museum visiting experience and behaviour through the timing&tracking 
method’, in Museums’ Magazine, Vol. 1, New series, (Bucharest: National Institute for Research and 
Cultural training, 2014)

Diamantopoulou, Sophia, Insulander, Eva, & Lindstrand, Frederik, ‘Making meaning in museum 
exhibitions: design, agency and (re-) representation’, Designs for Learning, Volume 5/No. 1–2, 2012

Dicks, Bella, Heritage, place and community (Cardiff, University of Wales Press, 2000)
DiMaggio & Mohr 1985; Ganzeboom 1989; Kirchberg 1996 cited by Koen van Eijck, ‘Social 

Differentiation in Musical taste Patterns Source, in Social Forces, Vol. 79, No. 3, pp. 1163-1185 
(oxford University Press, 2001)

DiMaggio, Paul, Mukhtar, tocqir, ‘Arts participation as cultural capital in the United States, 1982–2002: 
Signs of decline? Poetics 32, 2004 169–194

Duncan, Carol, Civilizing Rituals: Inside Public Art Museums (East Sussex, UK: Psychology Press, 1995)
International Council of Museums, ‘Museum Definition’ <http://icom.museum/the- vision/museum-

definition/>
Johnston, David, Reine, Leonie J, ‘Perceptions of Visitors’ Learning at an Interactive Science and 

technology Centre in Australia’, in Museum Management and Curatorship, 14 (3), pp. 317-325, 
(Londra: Routledge, 1995), cited by Zbuchea, 2006, pp. 41.

Kirshenblatt-Gimblett, Barbara, Destination culture: Tourism, museums and heritage (Berkeley: 
University of California Press, 1998)

Kluckhohn, Clyde, ‘Values and Value orientations in the theory of Action’, in Parsons, talcott, Edward 
Shils (coord.) – Toward a General theory of Action, (New york: Harper & Row Publishers, 1951)

BuChAREST MuSEuMS:  
VISITING pRACTICES 

AND puBLIC’S pROfILE



166166

Kotler, Neil, ‘New ways of experiencing culture: the role of museums and marketing implications’, in 
Museum Management and Curatorship, Vol. 19, No. 4 (Londra: Routledge 2001)

Marinetti, Filippo, tommaso, ‘Foundation and manifesto of futurism’, in Stewe Edwards (Ed.), Art and 
its histories: A reader (London, England: open University Press, 1999)

Murgoci, Mihaela, ‘Museums and adult education’, in Museums’ Magazine, Vol. 4, pp. 5-8 (Bucharest: 
Centre for Professional training in Culture, 2005)

Niţulescu, Virgil, Ștefan, ‘Museum landscape after the transition’, in Museums’ Magazine, Vol. 1, New 
series (Bucharest: National Institute for Research and Cultural training, 2014)

Poria, yaniv, Butler, Richard, & Airey, David, ‘the core of heritage tourism’, Annals of Tourism Research, 
Vol. 30 (1), pp. 238–254. (Amsterdam, Elsevier, 2003)

Pratt, Mary Louise, ‘Arts of the Contact Zone’, Profession 91, 1991, 33-40  <http://learning.writing101.
net/wpcontent/readings/pratt_arts_of_the_contact_zone.pdf>

Roose, Henk, Daenekindt, S, ‘trends in Cultural Participation’, The International  Encyclopaedia of the 
Social and Behavioural Sciences, Second Edition

Rosenzweig, Roy, thelan, David, Paul, The presence of the past: Popular uses of history in American life. 
(New york: Columba University Press, 1998)

Ashton, Paul, Hamilton, Paula, ‘At home with the past: Background and initial findings from the national 
survey’, in Australian Cultural History 22, 5-30. (Londra, Routledge, 2003). 

Cameron, Fiona, ‘Moral lessons and reforming agendas: History museums, science museums, 
contentious topics and contemporary societies’, in S.J. Knell, S. 40

MacLeod and S. Watson (eds.), Museum revolutions, pp.330-342 (oxford: Blackwell, 2007)
Schorch, Philipp,  ‘Contact zones, third spaces, and the act of interpretation’, in Museum and society, vol. 

11, no. 1, pp. 68-81, (University of Leicester: Department of Museum Studies, Leicester, England, 
2013)

Smith, Laurajane, Uses of heritage (London: Routledge, 2006)
Smith, Laurajane, ‘theorising museum and heritage visiting’. in K. Message and A. Witcomb (eds) 

Museum Theory: An Expanded Field, (oxford: Blackwell Wiley, 2014)
Soren, Barbara (coord.), ‘triangulation Strategies and Images of Museums as Sites for Lifelong 

Learning’, in Museum Management and Curatorship, 14, pp. 31-46. (Londra: Routledge, 1995)
Șchiopu-Pally, Valentin, ‹the Big Challenge of Small Museums’, in  Museums’ Magazine, vol. 4, pp. 37-41 

(Bucharest: Centre for Professional training in Culture, 2005)
van Eijck, Koen, ‘Social Differentiation in Musical taste Patterns Source’, in Social Forces, Vol. 79, No. 3, 

pp. 1163-1185 (oxford University Press, 2001)
Virilio, Paul, The vision machine. (London, England: BFI Publishing, 1994)
Voicu, Mălina, Voicu, Bogdan, ‘ Project of international research on the study of European values, in 



167167

Quality of Life, nr. 1-4 (Bucharest: Institute for Research of the Quality of Life, 2002)
Zbuchea, Alexandra, Formal and Informal Education within Museums’ in Museums’ Magazine, Vol 

1(5), pp. 37-53 (Bucharest: Centre for Professional training in Culture, 2006)
Zbuchea, Alexandra, Ivan, Loredana, Museum Focus: how to better know the museum visitors (Bucharest: 

Colias, 2008)

Other accessed links:

MNIR, Facebook < https://ro-ro.facebook.com/MNIRpage>
Muzeul Antipa (Antipa Museum), Facebook <https://ro-ro.facebook.com/muzeulantipa>
Muzeul Militar (Military Museum), Facebook < https://www.facebook.com/muzeul.militar >
Muzeul Naţional de Artă al României (National Art Museum of Romania), Useful information <http://

www.mnar.arts.ro>
Muzeul Naţional de Istorie Naturală “Grigore Antipa” (National Museum of Natural History “Grigore 

Antipa, Visiting programme <http://www.antipa.ro>
Muzeul Naţional al Satului Dimitrie Gusti (National Village Museum “Dimitrie Gusti”), Facebook < 

https://ro-ro.facebook.com/pages/Muzeul-National-al-Satului-Dimitrie-Gusti/151598721549409>
Muzeul Satului (Village Museum), Programme <http://www.muzeul-satului.ro>, 
Muzeul Naţional de Istorie României (National History Museum of Romania), Programme <http://

www.mnir.ro>
Muzeul Ţăranului Român (National Museum of the Romanian Peasant), Contact <http://www.

muzeultaranuluiroman.ro>
Muzeul Ţăranului Român (National Museum of the Romanian Peasant), Facebook, <https://ro-ro.

facebook.com/Muzeultaranului>
National Museum of Art of Romania, Facebook 
<https://www.facebook.com/National.Museum.Art.of.Romania>

BuChAREST MuSEuMS:  
VISITING pRACTICES 

AND puBLIC’S pROfILE



168168



169169

ChApTER 6

 ARTISTS AND ACTIVE pERSONS IN ThE  
CuLTuRAL AND CREATIVE SECTORS: pERCEpTIONS,  
ATTITuDES AND OpINIONS wIThIN ThE pOpuLATION

ANDREI CRĂCIuN



170170



171171

INTRODUCTION

The studies regarding the artists and 
active persons in the cultural and 
creative sectors have been developing 

since the second half of the 20th century, as 
the sociological and economic approaches 
(alongside other specific disciplines – art 
history, for instance) began to allocate space 
to themes and subjects directly related to arts, 
culture or creativity.

While at the end of the ‘50s and beginning 
of the ‘60s the art field was rather of marginal 
interest for the sociologists, at the end of 
the ‘90s a new field of study occurred – the 
sociology of art, well defined and placed in the 
centre of the theoretical approaches1. After 
a period when the number of researches, 
studies, publications or conferences in this 
field increased, in the ‘70s this field of research 
was formalised and, on the background of  
television and mass media development, the 
interest in the study of the mass media, of the 
visual communication media, of the popular 
culture and popular arts grew. During this 
period the theoretic conceptual debate on the 
high versus low culture, on the elitist versus 
mass culture was revived. this debate took 
into account the context of art and culture 
production, as well as by whom or for whom this 
production takes place. The debate crossed the 
following decades: in the ‘80s, the theme of the 
1  Gladys Engel Lang, ‘Art and Society’, in International 
Encyclopedia of the Social Sciences, 2nd Edition (vol.1), 
p.171-173

”cooperative nature” of the production process 
of art and culture was added, while in the ‘90s 
there grew an interest in the marginal groups 
of art and culture, in the political aspects or the 
influence of institutions and organisations on 
the artistic and cultural act2. 

As regards the activity of economists in the 
field of culture, although there were a series 
of predecessors, it is W.J. Baumol and W.G. 
Bowen’s work Performing Arts: The Economic 
Dilemma (1966) that actually set the basis 
of a new branch of the economic science, 
which applies the theoretical and analytical 
apparatus of this discipline to culture- and art-
related issues3. the development of this field 
– similarly to that of sociology – had several 
stages, approaching themes like supply and 
demand, the market of cultural or artistic goods 
and services, the labour market, the behaviour 
of organisations and companies, the allocation 
of public budgets, determining the economic 
value of artistic or cultural goods etc.  By using 
approaches specific to  microeconomics, the 
experts in the economics of culture have carried 
out analyses of the production, consumption or 
exchange of specific goods and services, while 
at macroeconomic level the relations of art and 
culture with other economic sectors, as well 
as the impact of the public policies on these 
sectors were examined 4. 
2  Ibid.
3  David throsby, ‘Introduction And overview’ in Handbook 
of the Economics of Art and Culture (vol. 1), p.4
4  towse  cited by David throsby, ‘Introduction And 
overview’, in Handbook of the Economics of Art and 
Culture (vol. 1), p.5-6
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Strongly connected to the interests coming 
from the sociology or economy areas, another 
factor that contributed to the development of 
the studies and researches focused on the artists 
and active persons in the cultural and creative 
sectors was the public and institutional interest 
in the “creative economy” (a context wherein 
the major themes of “cultural industries” or 
“creative industries” also developed).

the concept of “creative economy” is framed 
within a new paradigm “that links the economy 
and culture, embracing economic, cultural, 
technological and social aspects of development 
at both the macro and micro levels”5. According 
to this view, creativity, knowledge and access 
to information have a great importance for the 
economic growth, as creativity pertains to “ the 
formulation of new ideas and to the application of 
these ideas to produce original works of art and 
cultural products, functional creations, scientific 
inventions and technological innovations”.  
Among the main themes approached from this 
viewpoint there are: the definition of the cultural 
and creative sectors (industries) or of the goods 
they produce,  the place of cultural production 
within the wider process of the economic 
and social development, the quantitation of 
the development of the cultural production 
sector, the space-economy-culture relation, the 
cultural economy of the cities, the legislation on 
copyrights and the characteristics of the labour 
market (within this theme we find the initiatives 
for research and analysis focused on artists 
5  United Nations, ‘the Creative Economy Report: 
the Challenge of Assessing the Creative Economy - 
towards Informed Policymaking’ (2008) p.3

and active persons in the cultural and creative 
sectors). 

Regardless of the origin of the studies on 
the artists and active persons in the cultural 
or creative sectors (i.e. the academic area of 
the social/economic research or the area of 
applicative research specific to public policies), 
these studies share the conclusion that the 
labour market specific to this field follows the 
conceptual pattern of the general labour market 
only in certain aspects, while in other aspects 
it is more complex. Variables like available job 
offers, wage motivation, income distribution or 
career paths are only a few divergent aspects as 
far as the “cultural workers” versus the rest of 
the labour market are concerned6. 

ARtIStIC AND CREAtIVE 
oCCUPAtIoNS: 
CHARACtERIStICS oF tHE 
LABOUR MARKET

In order to understand the functioning of 
the labour market specific to cultural and 
creative sectors, we must consider the 

distinction between “standard work” and “non-
standard work”, generated by  the temporal 
relation established between an employee and 
his/her employer, as well as by the working time 
schedule. 

thus, standard work is characterised by a 
permanent employment and a full-time schedule, 
6  David throsby, Economics and Culture, p.120
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while non-standard work entails a temporary 
employment and/or a part-time schedule7.  
As regards the permanent employment and 
full-time schedule, this type of work is called 
“standard” because this pattern used to be and 
still is predominant within the labour market, 
while the temporary employment and/or part-
time schedule, less significant (but growing), 
is called “non-standard” work8. Non-standard 
work comprises part-time workers, temporary 
employees, multiple jobbholders, leased 
employees9, contracted or sub-contracted 
workers, day workers, freelancers etc.; therefore 
this type of work is also called “intermittent 
work”10.

this distinction is associated with the 
transformations of the organisational frame 
of the production process within western 
economies – more precisely with the transition 
from the Fordist to the post-Fordist production 
model11, a phenomenon that began in the ‘70s. 
The Fordist production model is characterised 
by standard-work, while non-standard work is 
7  Sandra E. Gleason (ed.), The Shadow Workforce. 
Perspectives on Contingent Work in the United States, 
Japan, and Europe, p.1
8  Aldo Milohnić, ‘on flexible employment in culture’ in 
The emerging creative industries in Southeastern Europe, 
p.60
9  the companies dealing with employee leasing emerged 
in US at the end of the ‘60s; they provide services of 
externalisation of the human resources management, 
of the accounting related to remuneration or risk 
management. In Romania, some of the companies dealing 
with personnel recruitment, selection and placement 
also provide employee leasing.  
10  Gleason, Op. Cit., p.1
11  Milohnić, Op. Cit., p.60

specific to the post-Fordist model12. Studies on 
non-standard work have covered a wide range 
of themes: identification of the aspects subject 
to change and explaining the causes of this 
change, benefits and drawbacks (for employees 
and employers alike), public policies for a better 
social protection and better work conditions 
for people included in the non-standard work 
sector13. 

Non-standard work is specific to cultural and 
creative sectors. David throsby14 identifies four 
main characteristics of the artistic labour force:
•	 It comprises a small number of workers 

who choose (or are able to choose) to work 
full-time in their creative field; therefore, 
there are more part-time employees, most 
of whom also have a second job in other 
cultural or creative sectors (or even outside 
these sectors);

•	 the significant skewness of the income 
curve, because of a majority of workers with 
low incomes and a small number of “stars” 
with very high incomes; 

•	 Although very popular in explaining the 
differences in the incomes, the human capital 
model only partly applies to the artists;

•	 the attitude towards risk is considered a 
factor that influences the career choice and 
earnings level; 

12  over the years, non-standard labour has been con-
stantly used by employers, even though to a small extent. 
As the post-Fordist model is developing, non-standard 
work is more and more used. 
13  Gleason, Op. Cit., p.2-3
14  throsby, Op. Cit., 2001, p.120-121
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The causes of the predominant trend 
towards intermittent work within these 
sectors are correlated to the organisational 
characteristics specific to the cultural 
production. In this respect, the prevalence 
of the non-standard work is due to the rapid 
and constant change of the creative activities’ 
content15, as a consequence of several factors: 
the importance of originality and distinction for 
the value  of the cultural and creative products; 
the complexity of the production process that 
requires the collaboration between various 
types of professionals (employees move 
from one project to another); the evolution 
of tastes, which is highly unpredictable; the 
uncertainty – a basic feature of the creative 
process (it prevents the work from turning 
into routine, while “consumer versatility and 
taste for novelty give social and economic 
value to originality”16). Allen Scott explains the 
existence of intermittent work starting from the 
technological and organisational characteristics 
of the cultural production, too – i.e. the great 
pressure upon the labour market (demand for 
a great variety of aptitudes and skills).  this 
pressure is exerted by the structuring of cultural 
production as “small- and medium-sized, dense 
networks”17 dependent on one another through 
specialised processes or services.

15  Stinchcombe cited by Pierre-Michel Menger, ‘Artistic 
Labor Markets and Careers’, in Annual Review of Sociology, 
25, 1999, p.548
16 Pierre-Michel Menger, ‘Artistic Labor Markets and 
Careers’, Annual Review of Sociology, 25, 1999, p.548
17  Allen Scott, ‘the Cultural Economy of Cities’, International 
Journal of Urban and Regional Research, 21 (2), 1997, p.333

However, standard work is also present in 
the case of artists or other cultural/creative 
workers. As far as purely creative (artistic) 
activities are concerned, a steady job, based 
on a long-term or indefinite contract, is 
specific to large organisations, which operate 
on a multiannual basis (such as symphonic 
orchestras, opera or ballet ensembles). Small 
or temporary organisations almost exclusively 
make use of short-term contracts18.

RESEARCH CoNtExt

Even though the specified themes are 
well represented and internationally 
covered through studies on artists 

or active persons in the cultural and creative 
sectors (including comparative approaches on 
the general population or other professional or 
occupational groups), there is still an area that 
has recorded at least one imbalance – if not a 
low interest for the analysis: the public opinion 
on the field of art and culture.  

In this respect, Becky Pettit and Paul 
DiMaggio19 notice that, in the USA, most of the 
surveys or analyses conducted based on these 
data are focused on the issue of the population’s 
participation in artistic or cultural activities 
(cultural consumption), and there are few 
approaches on the attitudes or perceptions on 
art and culture. This situation is problematic 
18  Menger, Op. Cit., p.546
19 Becky Pettit & Paul DiMaggio, Public Sentiments 
Towards the Arts: A Critical Reanalysis of 13 Opinion 
Surveys, p.2-4
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within the context of public debates on the 
necessity/opportunity of supporting artistic 
and cultural activities from the public budget. 
Budgetary support is not the only “hot” issue, 
as questions also arise when it comes to the 
importance of artistic/cultural classes included 
in the school syllabus or the importance 
of artistic and cultural activities for the 
community’s life quality or when dealing with 
the variations of the population’s perceptions 
and attitudes in time or depending on socio-
demographic characteristics (education, age, 
gender, income)20. 

The situation in Europe is quite similar. In 
1978, the European Value System Study Group 
was established, with the purpose to investigate 
through quantitative methods the value 
differences among the citizens of the European 
Community (and subsequently of the European 
Union), as well as the evolution in time of the 
value trends21. thus, in 1981 the European 
Values Study was implemented -an international 
longitudinal survey, conducted every nine years 
(implemented in Romania since 1993). Its 
objective is to acquire knowledge on European 
citizens’ ideas, faiths, preferences, attitudes, 
values and opinions on religion, politics, family, 
work, sexual relations, social relations etc. 22 
Although it covers a wide range of subjects, the 
European Values Study does not monitor the 
population’s attitudes or perceptions on the 
field of arts or culture, in general or in particular. 
20  Ibid. 
21  Mălina Voicu & Bogdan Voicu, Project of International 
Research on the Study of European Values, p.1
22  Ibid., p.2

Another important European survey is 
the survey conducted by Eurostat, i.e. the 
Eurobarometer  (which also includes Romania). 
Some of the special editions of this survey 
are dedicated to the cultural sector – the 
most recent dating from 2013 (access to and 
participation in culture) and 2007 (European 
cultural values). these were mainly oriented 
towards measuring the cultural consumption, 
while de value component was shaped by the 
interest in studying the aspects pertaining to 
the European identity or citizenship.

Within this context, the 2014 edition of 
the Cultural Consumption Barometer includes 
a section dedicated to collecting data on the 
perceptions, attitudes or opinions of the general 
population of Romania as regards the activity of 
the artists or of the active persons in the cultural 
and creative sectors. the new component is 
placed as a follow-up and supplement of the 
activity of measuring the cultural consumption 
behaviour, started in 2005 with the first edition 
of the survey. 

In drawing-up this section of the Cultural 
Consumption Barometer we were guided by 
several questions, such as:

1. Which are, at the level of the general 
population, the most important aspects of a 
workplace? Within this general picture,  what 
is the position of those work aspects identified 
by the specialised literature as specific to the 
cultural and creative activities?

2. What types of work/activity are 
associated with the status of artist, at the level 
of the general population?
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3.  What societal contribution is attributed 
to the various professions/occupations within 
the cultural/creative sectors?

4.  How are the professions/occupations 
within the cultural and creative sectors 
evaluated from the parents’ viewpoint?

5. Which are the desirable cultural or 
creative activities from the viewpoint of the 
ways of leisure?

6. What is the general population’s 
perception on the economic and social effects 
of the artistic activities?

KEy RESULtS

Work-related values within the context of 
cultural and creative sectors’ development

The studies in the field of occupational or 
career mobility show that entering the 
job market is influenced by the local job-

offer structure, as well as by the worker’s individual 
characteristics – i.e. meeting the requirements 
of a job (education level, for instance), the 
individual preferences/expectations regarding 
the job or the individual resources (social capital 
comprising the network of acquaintances, access 
to information, recommendations etc.) 23 thus, 
beyond the individual abilities and performance, 
23  Margaret Mooney Marini, ‘occupational and Career 
Mobility’, in International Encyclopaedia of the Social 
Sciences, 2nd Edition (vol.3), p.1991-1992

work-related values affect the option for a job, 
they shape the career path and, at the same time, 
they may change in time (from the viewpoint of 
employment experiences). At practical level, the 
evaluation of professional training and counsel-
ling activities shows that the people having the 
highest degree of satisfaction regarding the type 
of work they perform (as well as their workplace) 
are at a point in their career where they feel their 
work values are accomplished24. On the other 
hand, the discontent with work and the workplace 
is found in cases where work values contradict 
the activity performed on a regular basis. 

As regards the importance of the work-
related values for one’s career and personal 
satisfaction with the workplace, one of the 
objectives of the 2014 Cultural Consumption 
Barometer was the investigation of the 
importance given by the general population to 
certain aspects of a workplace and primarily 
to aspects deemed specific to work within 
cultural and creative sectors. the data of the 
survey show that 90% of Romania’s general 
population aged 18 and above, evaluate work 
as being “quite important” or “very important” 
(the third position in the top of values, after 
family and money – table 1).

24  Macnab, Bakker & Fitzsimmon, Career Values Scale 
Manual and User’s Guide, p.1
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Table  1. Importance given to certain values (total population)

How important are for 
you...?

Not 
important 

at all

Not so 
important

Quite 
important

Very 
important

Don’t 
know

Won’t 
answer

Work 3% 6% 26% 64% 0% 1%
Family 1% 1% 8% 89% 0% 1%

School, education 5% 10% 26% 57% 0% 2%
Friends 3% 13% 42% 40% 1% 1%

Spare time, recreation 2% 11% 36% 49% 1% 1%
Culture 8% 24% 35% 32% 0% 1%
Politics 34% 34% 18% 12% 0% 2%
Money 1% 4% 32% 62% 0% 1%

Religion, faith 4% 10% 32% 52% 0% 2%

For the operationalisation of the work-
related values we used, on one hand, the 
specialised literature on the labour force 
specific to the cultural and creative sectors or 
to the artists’ activity. on the other hand, we 
considered the international experiences related 
to the standardised measurement of the career-
related values (such as the Career Values Scale).

The incomes play an important role in 
the study of the work and market specific to 
artists and active persons in the cultural and 
creative sectors. the focus in this case is on 
the distinction between the financial and non-
financial earnings. there is a compensating 
balance between “attractive occupations” 
and “less attractive occupations”, between 
financial and non-financial earnings25.  Artistic 

25  Menger, Op. Cit., p.554-555

activities, for instance, may have a high level 
of attractiveness due to some measurable 
characteristics, such as: the variation/diversity 
of the work content, the high level of individual 
autonomy, the opportunity of using a wide range 
of personal skills and abilities, a low level of 
routine, a feeling of belonging to a community, 
the high level of social recognition/prestige of 
the “successful” artists26. therefore, the low 
level of financial earnings is balanced through 
these benefits (non-uniformly distributed, 
similarly to financial earnings), which can make 
the difference in choosing a career in the field of 
arts or cultural and creative sectors. 

As regards the financial earnings, two 
main themes were identified, approached in 

26 Ibid.
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various studies27: the existence of distinct 
models as regards the uncertainty or 
variation of the incomes and the existence 
of various disadvantages for the cultural 
workers (when compared to other workers 
within the reference occupational category). 
thus, by analysing the situation of the US 
artists’ incomes between 1940 and 2000, 
Neil Alper and Gregory Wassall conclude 
that, on average, the artists constantly earned 
less than other workers within the same 
reference category28. At the level of the entire 
group, the differences in earnings are due 
to individuals working less hours in a year, 
as a comparison of earnings made on the 
full-time employees segment substantially 
reduces these differences. thus, intermittent 
work – predominant among artists and 
active persons in the cultural and creative 
sectors – means less working hours in a year 
and less incomes overall. Furthermore, as 
unemployment protection is absent in the 
case of intermittent work (unlike long-term 
contracted work), the workers ensure their 
social security by requesting higher wages 
for the number of working hours (higher 
income per hour) 29. 

Another characteristic of the incomes of 
the artists and active persons in the cultural or 
creative sectors is the inequality and variation 

27  Neil o. Alper şi Gregory H. Wassall, ‘Artists’ Careers 
and their Labor Markets’, in Handbook of the Economics 
of Art and Culture (vol. 1), p.836
28  Similar level of education and occupational prestige
29  Menger, Op. Cit., p.550

of the earnings30. the variation materialises 
both at the level of individuals (in the course of 
time) and at the level of the entire occupational 
group (at a certain point in time). The relation 
between the low average incomes and their 
high variation may be explained through 
a series of theories that describe the artist 
starting from their attitude towards risk31 or 
through the theories referring to the earnings 
of the superstars32. 

taking all these in consideration, the 
respondents were asked, within the 2014 
Cultural Consumption Barometer, to evaluate 
the importance of the various aspects of a job, 
and these aspects were grouped in a set of 20 
descriptive items. A 7 point scale was used 
in the evaluation, with the minimum value 1 
– “not at all important” and a maximum of 7 
–”very important”. 

the aspects submitted for evaluation were 
formulated based on the conclusions of the 
studies on the work of artists and active per-
sons in the cultural or creative sectors. Aspects 
subsumed to the three dimensions (factors) of 
30  Neil o. Alper & Gregory H. Wassall, Op. Cit., p.841
31  Artists as „risk-takers”
32  Neil o. Alper & Gregory H. Wassall, Op cit., p.835-
838. Artists (particularly artists in the performing arts) 
prefer a small chance of earning high incomes versus 
a big chance of earning very low incomes (F.P. Santos). 
As regards the earnings of the superstars (S. Rosen, M. 
Adler), the curve of income distribution becomes more 
and more asymmetrical as the technological innovations 
make higher incomes possible for superstars (a larger 
market can be covered by means of technological inno-
vation) and the volume of demand for cultural products 
rises.  
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the Career Values Scales were also considered, 
i.e.: co-working, self-expression possibilities 
and extrinsic incentives33.  

the 20 items related to the career values 
were distributed within the survey as follows:

A. Job stability and financial security (2 
items)
B. Extrinsic incentives (2 items)
C. Individual autonomy and flexibility (2 
items)
D. team working and relationships with the 
colleagues (3 items)
E. Creativity and originality (3 items)
F. Work diversity (2 items)
G. Social prestige (2 items)
H. Intrinsic incentives (2 items)
I. Level or responsibility (1 item)
J. Control position (1 item)
K. Risk level (1 item)

While instruments like the Career Values 
Scale are used in current activities specific to 
professional training and guidance services or 
human resources departments, the set of items 
used within this survey aims at illustrating 
the work-related values within the context of 
an ever-changing market (the growth of the 
flexible work phenomenon, the modification of 
the Labour Code, the efforts of stimulating the 
economic activity in the cultural-creative area 
etc.) In other words, our purpose was not to 
estimate the dimension of a certain population 
segment with increased probabilities of 

33  In this category we included incomes and facilities a 
job may offer (telephone, laptop, car). 

developing an activity within the cultural or 
creative sectors, but rather to capture the 
general attitude of the population towards new 
types of work. 

out of the 20 work-related values included in 
the survey, the following scored the best average 
values on the scale of importance: stability 
(6.62), wages level (6.61) and predictability 
/ financial security (6.42). the item “good, 
friendly relationships with colleagues” is also 
above the threshold of 6. the lowest score is 
recorded for the risk level that a job might have 
(3.52). 

When analysing the evaluations depending 
on the various dimensions they may subsume 
to, we notice that the aspects pertaining to 
stability and security remain on the first 
position (6.52), being followed by those related 
to the extrinsic incentives (6.08), team work 
and relationships with colleagues (5.95). 
Individual work-originality and creativity take 
the fourth position in the top (5.89), closely 
followed by intrinsic incentives and autonomy 
and flexibility possibilities. Work diversity is 
found in a lower position (5.58)
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Graph 1. Aspects perceived as important for a job (total population)
the values represent the average score obtained on a scale from 1 to 7  (1=not at all important, 7=very important ) 
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Table 2. Value dimensions of the job

1. Job stability and financial security (6.52)
- to offer stability (6.62)
- to offer financial security (6.42)

2. extrinsic incentives (6.08)
- to be well-paid (6.61)
- to offer certain facilities: telephone, laptop, car etc. (5.56)

3. Team work and relationships with colleagues (5.95)
- to allow good, friendly relationships with colleagues (6.07)
- to allow a good collaboration with colleagues (6.01)
- to encourage team work (5.78)

4. Creativity and originality (5.89)
- to offer the possibility of solving problems (6.22)
- to allow creativity in activities performed (5.86)
-to allow originality (5.59)

5. Intrinsic incentives (5.87)
- to allow personal and professional development (6.00)
- to be useful to other people/to society (5.74)

6. Individual autonomy and flexibility (5.76)
- to allow making independent decisions (5.70)
- to have flexible working hours (5.82)

7. Social prestige (5.70)
- to be admired by people/society (5.70)

8. Responsibility level (5.59)
- to require a high level or responsibility (5.59)

9. Work diversity (5.58)
- to require a diverse work (5.58)
- to allow meeting new people /making new acquaintances (5.58)

10. Control position (5.05)
- to allow control and influence on other people or events (5.05)

11. Risk level (3.52)
- to have a high degree of risk (3.52)
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We shall now present the variation of  
preferences for a job depending on various  
socio-demographic characteristics (tables 3 
and 4). thus:
•	 As regards the differences of gender, both 

men and women follow the same value 
pattern. Several differences (higher than 0.2) 
may be noticed in the case of work creativity 

or level or responsibility, where men obtain 
higher scores. 

•	 The differences based on the type of residence 
(rural vs. urban) show that, unlike the urban, the 
rural people give a greater importance to work 
creativity and level of responsibility, as well as to 
team work, originality, flexible working hours or 
extrinsic benefits (telephone, car, laptop etc.).

Table  3. Aspects perceived as important for a job, depending on gender and residence environment

Men Women Rural Urban
To offer stability 6.61 6.63 6.56 6.66
to offer the possibility of solving problems 6.21 6.22 6.23 6.20
to be well-paid 6.57 6.65 6.65 6.58
to allow creativity in activities performed 5.98 5.73 5.96 5.77
to require a high level or responsibility 5.70 5.48 5.75 5.47
to encourage team work 5.76 5.80 5.90 5.69
to allow originality 5.64 5.54 5.75 5.47
to offer financial security 6.41 6.42 6.39 6.43
to allow good, friendly relationships with colleagues 6.05 6.08 6.04 6.09
to allow making independent decisions 5.74 5.66 5.66 5.73
to require a diverse work 5.64 5.52 5.65 5.52
to allow meeting new people 5.65 5.50 5.69 5.49
to offer certain facilities (telephone, laptop, car etc.) 5.60 5.51 5.81 5.36
to have flexible working hours 5.73 5.90 5.98 5.69
to be admired by people/society 5.78 5.62 5.76 5.65
to allow a good collaboration with colleagues 6.02 6.00 6.06 5.97
to allow personal and professional development 6.03 5.97 6.00 6.00
to be useful to other people/to society 5.78 5.70 5.71 5.76
to allow influence on other people or events 5.09 5.00 5.04 5.05
to  have a high degree of risk 3.51 3.53 3.57 3.48

The values represent the average score obtained on a scale from 1 to 7  (1=not at all important, 7=very important )
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•	 the analysis on education level highlights that 
respondents with higher education obtain 
higher scores for the majority of the items 
included in the survey, which is consistent 
with the higher level of expectations. the 
stability that a job may offer is the most 
important aspect in their case, followed by 
the wages level, financial security, personal 
development opportunities, possibility to 
solve problems and creativity;

•	 the analysis on age groups shows decreases 
of the scores as we approach the age-group 
of 65 and above. In this case, less importance 
is given to aspects such as the possibility of 
solving problems, high level of responsibility 
and opportunity of using one’s originality 
or independence, facilities. Values like 
the possibility of being original, diverse 
work and flexible working hours are more 
appreciated within the 18-34 age group;

Table  4. Aspects perceived as important for a job, depending on education level and age 

education level
10 grades / 
vocational 

school at most
High school / 

post-high school
Higher 

education

To offer stability 6.59 6.62 6.69
to offer the possibility of solving problems 6.24 6.21 6.15
to be well-paid 6.66 6.58 6.51
to allow creativity in activities performed 5.73 5.89 6.17
to require a high level or responsibility 5.50 5.62 5.81
to encourage team work 5.73 5.85 5.80
to allow originality 5.47 5.70 5.77
to offer financial security 6.45 6.36 6.41
to allow good, friendly relationships with colleagues 6.05 6.06 6.11
to allow making independent decisions 5.55 5.75 6.07
to require a diverse work 5.46 5.60 5.89
to allow meeting new people 5.50 5.61 5.78
to offer certain facilities (telephone, laptop, car etc.) 5.59 5.53 5.49
to have flexible working hours 5.78 5.88 5.84
to be admired by people/society 5.71 5.72 5.63
to allow a good collaboration with colleagues 6.05 5.93 6.01
to allow personal and professional development 5.88 6.06 6.26
to be useful to other people/to society 5.67 5.81 5.82
to allow influence on other people or events 4.93 5.11 5.31
to  have a high degree of risk 3.38 3.61 3.80
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Age groups
18 - 34 

years old
35 - 49 

years old
50 - 64  

years old

65 years 
old and 
above

To offer stability 6.62 6.65 6.62 6.57
to offer the possibility of solving problems 6.29 6.27 6.22 6.00
to be well-paid 6.62 6.62 6.60 6.60
to allow creativity in activities performed 5.97 5.86 6.00 5.45
to require a high level or responsibility 5.61 5.60 5.75 5.32
to encourage team work 5.79 5.73 5.87 5.69
to allow originality 5.76 5.58 5.68 5.18
to offer financial security 6.45 6.25 6.49 6.50
to allow good, friendly relationships with colleagues 6.07 5.93 6.25 6.02
to allow making independent decisions 5.83 5.56 5.82 5.51
to require a diverse work 5.71 5.57 5.64 5.25
to allow meeting new people 5.62 5.65 5.62 5.34
to offer certain facilities (telephone, laptop, car etc.) 5.68 5.67 5.44 5.30
to have flexible working hours 5.91 5.81 5.80 5.69
to be admired by people/society 5.68 5.68 5.88 5.51
to allow a good collaboration with colleagues 6.00 5.92 6.18 5.90
to allow personal and professional development 5.96 6.01 6.16 5.83
to be useful to other people/to society 5.70 5.59 5.94 5.77
to allow influence on other people or events 5.20 4.85 5.17 4.92
to  have a high degree of risk 3.30 3.75 3.65 3.35

The values represent the average score obtained on a scale from 1 to 7   
(1=not at all important, 7=very important )
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Activities associated with the status of artist 
and creative occupations: public opinion 

The main methodological issues that 
occurred during the researches on the group of 
the artists (and, by extension, of active people 
in the cultural and creative sectors) are the 
definition and identification of the persons with 
this status34. 

Most of the time, in order to define an artist, 
the various meanings of art are operationalised, 
or value judgements are appealed to (such as 
the effort made, the necessary talent etc.) the 
result, in these cases, consists in categories far 
too restricted to include, for instance, culinary 
artists, acrobats, comics authors, stand-up 
comedians35. 

the issue of identification is technical 
and consists in the fact that the activity of 
artists (or of active persons in cultural and 
creative sectors) is not subject to a process of 
certification / licensing (as with physicians, 
lawyers, technicians etc.) 36.

Based on critical analysis of various studies, 
Bruno S. Frey and Wener W. Pommerehne have 
classified eight ways of identification for the artists37:
•	 Volume of time remunerated for an 

artistic activity;
•	 Earnings obtained from an artistic  

activity;
34  Donnell Butler, Studies of Artists: An Annotated 
Directory, p.3
35  Ibid. 
36  Ibid. 
37  Bruno S. Frey & Wener W. Pommerehne, Muses and 
Markets: Explorations in the Economics of the Arts, p.146

•	 Reputation/recognition within the wide 
public;

•	 Quality of the artistic work;
•	 Membership in a professional association;
•	 Professional qualifications (specialised 

education);
•	 Self-identification as artist;
the most common method of artists’ 

identification is based on their membership in 
a professional association (in Donnell Butler’s 
studies, 32% belong to this category38). The 
benefits of this method consist in the availability 
of data, while the drawbacks pertain to the 
fact that not all the artists are members of a 
professional association. 

the volume of time remunerated for an 
artistic activity is the second way to identify 
the artists (24%, according to the same 
author). Although it uses an easily-measurable 
definition, this option has the disadvantage 
of excluding a wide category or artists who 
do not obtain incomes from their activity; 
furthermore, it does not take into account the 
high discrepancies in the job supply available 
within the various artistic fields. 

Specialised education is a criterion largely 
used for the identification of artists (14% 
in Donnell Butle’s analysis) and it has the 
advantage of the possibility to compare the 
data with information on the membership 
in a professional association (comparisons 
between samples created based on lists of 
graduates and those in the databases of the 
38  Donnell Butler, Op. Cit., p.4-6
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professional associations). the main drawback 
of this method is related to the impossibility 
of collecting data on self-educated artists, who 
were not included in a specialised education 
system. 

Appealing to the artist’s reputation and 
recognition (within the wide public or within 
the occupational group) is the right method for 
the study of artists “hidden or poorly-connected 
to the institutional art forms39”. this is the case, 
for instance, of marginal or socially controversial 
art forms (such as graffiti). In this case, the social 
network or recommendations are used, and the 
main risk is to identify mainly artists with wide 
social networks. An alternative form is to select 
the winners/nominees of prizes and distinctions 
or of grants and residences in various fields 
of art. this methodology is used for 10.5% of 
the cases in Donnell Butler’s analysis40. The 
same percentage (10.5%) is found in the case 
of self-identification, a method also used and 
recommended by UNESCo41. 

For the 2014 Cultural Consumption 
Barometer we were interested to find out which 
are the types of work / activity associated by the 
general population with the status of artist. We 
also monitored the occupations associated with 
the creative work/activity.  Without subsuming 
to any of the abovementioned methodologies, 
our approach mainly focused on the visibility of 
certain artistic or creative activities.

39 Ibid. 
40  Ibid.
41  Ibid.

thus, we included in the survey two open-
answer questions (without the possibility to 
choose from predefined categories), as well as 
multiple-answer questions (several activities/
occupations could be identified), addressed to 
all the respondents in the sample:
•	 What specific work  do you think of when 

referring to artists?
•	 Considering people performing a creative 

work, which are the occupations that you 
think of?

the answers recorded by the field operators 
were processed and classified as follows:
•	 the most common answer referring to 

the type of work associated with artists 
pertains to musical activities. Either 
referring to composing or playing or to 
“high culture” fields (opera, operetta) 
or “mass culture” fields (pop vocalists, 
fiddlers), 45% of the respondents associate 
the status of artist with the field of music. 

•	 Acting and plastic art activities are placed 
on the 2nd and 3rd positions, with very close 
percentages (27% and 25%, respectively). 
As far as the plastic art activities are 
concerned, the most common answer was 
“painting”, followed by “drawing”;

•	 other significant percentages are recorded 
for the answers pertaining to the field of 
choreography (11%), sculpture or pottery 
(8%), writing (7%) or theatre (4%). 
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Table  5. types of activities associated with the status of artist
(total population, open question, multiple answers)

What specific work  do you think of when referring to artists?
Answers %

Musical activities (playing, composing) 45%
Acting 27%
Plastic arts-related activities (painting, drawing) 25%
Choreography 11%
Sculpture, pottery 8%
Writing 7%
Theatre 4%
Entertainment 2%
Film directing 2%
Film 1%
Photography 1%
Craftsmanship activities 1%
Architecture / restoration 1%
Design 1%
Creativity, originality 4%
Costumes 2%
Recreational activities 1%
talent, skills 1%
Don’t know 9%

the data in table 5 require several 
observations. Firstly, we notice that the answers 
of the respondents do not make the difference 
between artistic activities and artistic fields. 
Beyond the difficulties in measurement, inherent 
to an open question, the results may also reflect 
the obstacles that the general population face 

when trying to make an image on the artists. 
For instance, the category of answers grouped 
under “costumes” (2%) includes opinions on the 
traditional garments of traditional folk music 
vocalists; for a category of respondents, this is 
actually the element that helps identifying an 
activity as belonging to the artistic area. the 
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“recreational activities” grouped the answers 
containing value judgements on the low level of 
difficulty of the artistic work, while “creativity, 
originality” (4%) and “talent, skills” (1%) 
refer to individual characteristics perceived as 
important in the definition of artist. 

As regards the activities associated with a 
creative work, the answers are more diverse, 

covering a wide range of occupations. the 
most common answers were: painters (34%), 
followed by sculptor / potter (21%), musician 
(21%), actor (13%) and writer (11%). there 
are also more general answers, like plastic 
artist (10%) or craftsman (4%). 

Table  6. types of activities associated with creative occupations (total population, multiple answers) 

Considering people performing a creative work, which are the occupations that you think of?
Answers %
Painter 34%

Sculptor / potter 21%
Musician 21%

Actor 13%
Writer /Poet 11%
Plastic artist 10%

Architect 9%
Choreographer / dancer 6%

Teacher 4%
Craftsman 4%

Film director 4%
Scientist 4%

Fashion designer 3%
Photographer 3%

Programmer / engineer 2%
Carpenter 2%

Artist (unspecified) 2%
Archaeologist 1%

Cook 1%
Journalist 1%
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Farmer 1%
Don’t know 24%

Others 7%

Societal contribution attributed to 
occupations within cultural and  
creative sectors

the study of the groups of artists or active 
persons in the cultural and creative sectors 
may require the investigation on the societal 
contribution included in the activity they 
perform.  In the case of artists, social contribution 
materialises in fields like education, social 
capital, economic development or civic 
involvement42, their work having the potential 
to increase social cohesion and tolerance, to 
stimulate change and innovation, to make 
certain problems visible (such as the problems 
of the marginal groups) and so on.  

However, the effects of artists’ activities may 
remain “invisible” for the wide public, as long 
as their societal contribution is not sufficiently 
understood, documented or promoted43. 
Although the public may value art or culture 
or their products to a great extent, they may 
at the same time give less importance to the 
person who created the respective product. 
In other words, although artists may create 
products with impact on groups of people or on 
society on the whole, the wide public does not 

42  Maria-Rosario Jackson et al., Investing in Creativity: A 
Study of the Support Structure for U.S. Artists, p.12
43  Ibid.

necessarily make the connection between the 
product and its creator44.

In this volume we aimed at measuring the 
public opinion on the social contribution of 
certain activities within the art field or cultural 
and creative sectors. thus, the respondents 
were asked to evaluate to what extent various 
professions or occupations contribute to the 
general welfare of the society. Furthermore, 
other fields were submitted for comparative 
evaluation: science, public administration, 
politics etc. the list of evaluated activities 
included 25 items, and the respondents had to 
choose from a 5 point scale (1- “to a very small 
extent”, 5-”to a very large extent”). 

When analysing the results according to the 
distribution of the answers for the options “to 
a very large extent” and “to a large extent”, the 
activity evaluated the best from the viewpoint 
of societal contribution is the activity of 
physicians (91% - “to a large extent” and “to a 
very large extent” – table 7). the next positions 
are taken by school masters/preschool teachers 
(83%), professors (82%), engineers (81%) and 
high school teachers (79%). 

We notice that the best position taken by an 
artistic or cultural/creative activity is 10, where 
we find the architects (“to a large extent” and 
“to a very large extent” totalising 65% of the 
answers), followed by writers, who recorded the 
44  Ibid.
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same score as priests or religious leaders (59%). 
Photographers (40%) and fashion designers 
(39%) are found on the last positions of the top. 

Most of the artistic or cultural/creative ac-
tivities are grouped around 40-50%: musicians 
(54%), museographers (52%), actors (52%), 
sculptors (50%), film directors (50%), dancers 
(43%), painters (41%). 

the image on artists and active persons 
in the cultural or creative sectors that, when 
compared to other professions or occupations, 

their work contributes to the general welfare 
of the society to a smaller extent is consistent 
with the results obtained by applying other 
questions. thus, the concept of general welfare 
was operationalised in order to capture the 
social-cohesion and economic dimensions. 
In this respect, the persons included in the 
sample were questioned about the effects that 
the artistic activities have on the “relationships 
between people” and “economy” at local, 
regional and national level. 

Table  7. Evaluation of the social contribution of artistic or cultural/creative activities

To what extent do you think that the 
following professions/occupations 
contribute to the general welfare of 

society?

To a very 
small 
extent

To a 
small 
extent

Neither 
small, nor 

large

To a large 
extent

To a very 
large extent

1. Physicians 2% 1% 6% 17% 74%
2. School masters/ preschool teachers 1% 4% 12% 25% 58%
3. Professors 2% 4% 12% 23% 59%
4. Engineers 3% 5% 11% 24% 57%
5. High school teachers 5% 4% 12% 29% 50%
6. Scientist 4% 8% 11% 23% 54%
7. teachers (middle school) 5% 6% 14% 30% 45%
8. Workmen (electricians, plumbers, 
bricklayers  etc.)

2% 5% 18% 31% 44%

9. Programmers 4% 7% 21% 29% 39%
10. Architects 7% 8% 22% 27% 36%
11. Writers 5% 12% 24% 28% 31%
12. Priests or religious leaders 8% 13% 20% 27% 32%
13. Journalists 8% 10% 23% 30% 29%
14. Athletes 6% 11% 26% 29% 28%
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15. Musicians 5% 12% 29% 28% 26%
16. Actors 9% 11% 28% 29% 23%
17. Museographers 10% 11% 27% 26% 26%
18. Public officers 11% 13% 25% 27% 24%
19. Sculptors 8% 14% 28% 23% 27%
20. Film directors 8% 12% 30% 26% 24%
21. Dancers / Choreographers 11% 19% 27% 22% 21%
22. Painters 13% 18% 28% 20% 21%
23. Politicians 24% 15% 20% 18% 23%
24. Photographers 13% 17% 30% 23% 17%
25. Fashion designers 14% 18% 29% 20% 19%

Graph 2. Perceptions on the effects of artistic activities
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For the social cohesion and economy the 
answers that show positive effects of the artistic 
activities vary from a minimum of 37% (in the 
evaluation of the effects of artistic  activities 
on the regional economy) and a maximum of 
41% (in the evaluation of the effects of artistic 
activities on the local economy). there were no 
major differences as regards the reference level 
(local, regional, national). 

the next answer, in terms of statistical 
weight, is that of the people who do not know 
how to evaluate these effects (between 26% 
and 30%). the high percentage of non-answers 
may point to a poor exposure of the wide public 
to such questions, a low presence of debates on 
this theme within the public space. thus, an 
“informational void” contributes to the fact that 
a large segment of the population does not have 
an opinion (of any nature) on the effects that 
the artistic activities have on the relationships 
between people or on economy. 

Artists’ prestige

Measuring the occupational prestige is a 
key concern in the analysis of modern societies’ 
stratification, and the approaches in this field 
vary depending on the assumptions regarding 
the elements that make up the concept of prestige 
(achievements, esteem, honour, charisma)45. 
International standardised instruments for 
45  Wegener cited by Keiko Nakao, ‘occupational Prestige’ 
in International Encyclopaedia of the Social Sciences, 2nd 
Edition (vol.3), p.1996-1997

measuring the occupational prestige are based 
on subjective evaluations on the position within 
the society of the various occupations and, even 
though the definitions regarding the nature of 
the prestige or the measuring methods may 
vary, empirical researches highlight a series 
of constants46: various methods of occupation 
evaluation lead to similar prestige hierarchies, 
prestige hierarchies are stable in time and they 
have a high degree of comparability between 
distinct societies, the main factors associated 
with occupational prestige are the education 
level and the income. 

Including in the surveys questions that 
collect data on the public image or trust 
associated with the various occupations 
supports the interest in the improvement of 
certain occupations’ status. this is the case, 
for instance, of the public policies initiated in 
1997 in the United Kingdom with the purpose 
to improve the status of the teachers and 
educators47. 

46  Keiko Nakao, ‘occupational Prestige’ in International 
Encyclopaedia of the Social Sciences, 2nd Edition (vol.3), 
p.1997-2000
47  Linda Hargreaves et al., ‘the Status of teachers and the 
teaching Profession: Views from Inside and outside the 
Profession’, in Interim Findings from the Teacher Status 
Project, p.V



193193

Graph 3. Perceptions on the artists’ prestige

The data of the 2014 Cultural Consumption 
Barometer show a higher statistical weight for 
those who think that artists are respected in 
Romania (11% of the interviewed population 
think that they are “very respected”, while 45% 
think they are “respected”).

As regards the data distribution on socio-
demographic characteristics (tables 7-9) there 
are not many deviations from this trend:
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•	 We find a higher percentage of women (12%) and persons living in the rural environment (15%) 
who think that Romanian artists are “very respected”;

Table  7. Perceptions on the artists’ social prestige, depending on gender and residence environment

Men Women Rural Urban
Very respected 9% 12% 15% 8%
Quite respected 47% 44% 44% 46%
Not so respected 37% 42% 36% 42%

Not at all respected 7% 2% 5% 4%
TOTAL 100% 100% 100% 100%

•	 As far as age is concerned, we find more persons who choose the same answer (15%) in the group 
of people aged 50-64;

Table  8. Perceptions on the artists’ social prestige, depending on age

18 - 34  
years old

35 - 49  
 years old

50 - 64  
 years old

65  years old and 
above

Very respected 9% 8% 15% 11%
Quite respected 48% 50% 38% 44%
Not so respected 40% 37% 41% 41%

Not at all respected 3% 5% 6% 4%
TOTAL 100% 100% 100% 100%

•	 Persons with an education level of 10 grades or vocational school  think to the highest degree 
(13%) that Romanian artists are very respected.

Table  9. Perceptions on the artists’ social prestige, depending on education level

10 grades / vocational 
school at most

High school / post-
high school Higher education

Very respected 13% 9% 6%
Quite respected 45% 45% 47%
Not so respected 37% 42% 43%

Not at all respected 4% 4% 3%
TOTAL 100% 100% 100%
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Attractiveness of an artistic career or of a 
career in the cultural and creative sectors

table 10 shows the results obtained as 
regards the attractiveness, from the parents’ 
viewpoint, of a profession / occupation in the 
cultural or creative sectors. Respondents who 
had children aged under 18 at the time of the 

interview were asked to choose from a list of 
26 items those professions/occupations they 
wished their child/children would practice. 
In the top of the most attractive professions 
from the parents’ viewpoint the first five 
positions are taken by actor /actress (14%), It 
programmer (13%), architect (12%), journalist 
(10%) and musician/composer (9%). 

Table  10. Attractiveness of cultural or creative activities from the parents’ viewpoint

Which of the following professions would you like your child/children to practise? (only for 
respondents who have children aged under 18, multiple answers)

Answers %

Actor / actress 14%
IT programmer 13%

Architect 12%
Journalist 10%

Musician/Composer 9%
Photographer 7%

Dancer 6%
Film director 6%

Member in a music band 6%
tV show producer 5%

Vocalist/singer 5%
Painter 5%

Publisher/Publishing house owner 5%
Fashion designer 4%

Illustrator 4%
Instrumental music performer 4%
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Art agent 4%
Writer 3%

Industrial designer / interior designer 3%
Theatre director 3%

Copywriter in an advertising company 2%
Cultural manager 2%

Sculptor 1%
Orchestra  conductor 1%

Art restorer 1%
Museographer 1%

When comparing these results with the 
attractiveness of creative professions measured 
among youth, we notice a partial overlap 
of the two views. thus, similar survey data 
focused on the description of youth’s interest 
in creative professions48 show that in the top of 
youth’s preferences there are the professions 
of journalist (12.2%), photographer (11.8%), 
architect (10.9%), It programmer (9.0%) and 
fashion designer (8.3%). 

48 Gabriel Jderu & Darie Cristea, Attractiveness of creative 
professions and entrepreneurship orientations of youth in 
creative fields, p.2

Proximity of the artists and active persons 
in cultural and creative sectors

Approximately 13% of the respondents state 
that in the town they live in there are no artists 
(graph 4), which may point both to the rarity of 
this occupation and to the latter’s low visibility. 
the next major category, from the viewpoint of 
the frequency of the answers, is the category of 
respondents who state that in their town there 
are few artists (21%) or several artists (19%). 
the lowest percentage (14%) is recorded for 
the answers stating that there are many artists 
at local level. 
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Graph 4. Perceived proximity of the artists

the data show that the size of the locality is 
directly proportional to the number of artists in 
the respondents’ perception on local level. thus, 
if we exclude Bucharest, where a large part of 
the artistic and creative activities are clustered  
(which also reflects in the public opinion, as 
73% of the respondents state that there are 
many people with artistic/creative activities in 

Bucharest), we find that, for towns with 30,000-
100,000 and 100,000-200,000 inhabitants, 16% 
(the highest percentage) of the respondents 
think that in their town there are many artists. 
Villages with up to 2,500 inhabitants score the 
poorest results, 80% of the answers stating that 
there are no local artists. 

 ARTISTS AND ACTIVE 
pERSONS IN ThE  
CuLTuRAL AND  

CREATIVE SECTORS: 
pERCEpTIONS,  

ATTITuDES AND  
OpINIONS wIThIN ThE 

pOpuLATION



198198

Table  11.  Perceived proximity of the artists, depending on the type of locality

Many Several
Neither 

many, nor 
few

Few None Total

Rural <2500 inhabitants 1% 6% 4% 9% 80% 100%
Rural >2500 inhabitants 3% 14% 5% 25% 53% 100%
Urban < 30 thousand inhabitants 3% 14% 15% 35% 33% 100%
Urban 30,000-100,000 inhabitants 16% 22% 20% 29% 13% 100%
Urban 100,000-200,000 inhabitants 16% 41% 21% 15% 7% 100%
Urban >200,000 inhabitants 12% 35% 28% 22% 3% 100%
Bucharest 73% 6% 19% 2% 0% 100%

Table  12. Artists and active persons in cultural or creative sectors within the personal social network

Do you know in person or do you have friends with the following professions?
Answers %

Photographer 30%
IT programmer 22%

Journalist 20%
Architect 16%

Vocalist/singer 16%
Dancer 14%

Instrumental music performer 14%
Musician/Composer 13%

Member in a music band 12%
Actor / actress 11%

Writer 9%
Industrial designer / interior designer 9%

Painter 8%
Sculptor 7%

Fashion designer 6%
tV show producer 6%

Illustrator 5%
Copywriter in an advertising company 5%
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Theatre director 5%
Art agent 5%

Film director 4%
Publisher/Publishing house owner 4%

Art restorer 4%
Museographer 4%

Orchestra  conductor 3%
Cultural manager 3%

the subjective measurements on the local 
level were supplemented within the survey with 
a question on the existence of artists or persons 
active in the cultural and creative sectors within 
the social network of respondents. 

thus, the top of the most common professions 
within the wide public’s social network (friends 
or acquaintances) includes: photographers 
(30%), It programmers (22%), journalists (20%), 
architects (16%) or vocalists (16%). 

Direct contact with art and cultural or 
creative activities

Musical products have the highest impact 
on the wide public, as 77% of the respondents 
state they are impressed with or inspired by 
songs or tunes. The next positions are taken by 
movies (57%), books (42%) or plays (30%). 

Table  12.  Impact of cultural products on individuals 

Are you impressed with or inspired by...? Multiple answer
Answers %

A song/a tune 77%
A movie 57%
A book 42%
A play 30%

A magazine / newspaper 26%
A painting / sculpture / photography 26%

A music concert 25%
A dance performance 24%

A building / a heritage landmark 16%
A handicraft 12%
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As regards the practice, as leisure, of certain 
activities with artistic or creative content, the 
most common option is drawing or painting 
(6%), followed by music or dance (each scoring 
4%). As we may notice (table 13, column A), 
the frequency of these activities in the leisure 
programme of the general population is very 
low (particularly if we consider the comparison 
with other activities performed within the 
domestic space, such as tV consumption – see 
the section on  the cultural consumption within 
domestic space). 

Even though they are not used to practise 
such activities, the percentage of respondents 
who would like to spend their spare time 
practising artistic or creative activities is 
much higher (table 13, column B). thus, a 
musical activity would be to the liking of 

22% of the respondents, while drawing/ 
painting and dance would attract 15% of them. 
Furthermore, active involvement in the field of 
theatre is attractive for 12% of the population 
represented by this survey. 

these differences recorded between the 
place occupied by activities with artistic and 
creative content within the population’s 
preoccupations and the place they might 
occupy are quite significant. For example, the 
spread of educational or cultural programmes  
of active involvement in the artistic and creative 
process (as opposed to passive involvement 
– attendance, listening, viewing etc.) may be 
an option to be taken into account (from the 
viewpoint of the impact) for the initiatives 
that aim for the development of audiences, the 
growth of the cultural consumption etc.  

Table  13. Artistic and creative practice

Which of the following activities...
... do you practise as leisure? 

Multiple answer (A)
... would you like to practise as leisure ? 

Multiple answer (B)
Answers % Answers %

Drawing/painting 6% Music 22%
Music 4% Drawing/painting 15%
Dance 4% Dance 15%

Creative writing 2% Theatre 12%
Theatre 2% Sculpture 8%

Craftsmanship 2% Design 7%
Sculpture 1% Craftsmanship 7%

Computer graphics 1% Computer graphics 6%
Design 1% Creative writing 5%
Graffiti 1% Journalism 4%

Journalism 1% Graffiti 2%
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Depending on the socio-demographic  
characteristics of gender and residence 
environment (table 14), we notice that:
•	 Drawing/painting is the most common 

artistic/creative activity practised as leisure, 
for both men and women, and musical 

activity is on the first position when it 
comes to other possible preferences. Slight 
differences in preferences occur on the third 
position (column B), where women more 
often choose dance (19%), while men prefer 
sculpture (10%);

Table  14. Artistic and creative practice, depending on gender and residence environment 

Which of the following activities do you practise (column A) or would you like to practise (column B) 
 as leisure? Multiple answer

Men Women Rural Urban
A B A B A B A B

Drawing/
painting

5% 14% 7% 16% 6% 18% 6% 13%

Sculpture 1% 10% 1% 6% 1% 6% 1% 9%
Creative writing 2% 6% 3% 5% 3% 4% 2% 6%

Music 5% 21% 3% 22% 3% 24% 4% 20%
Theatre 1% 11% 3% 14% 1% 11% 2% 14%
Dance 3% 11% 5% 19% 2% 17% 6% 14%

Computer 
graphics

2% 7% 1% 5% 1% 3% 2% 8%

Design 1% 6% 2% 8% 1% 5% 2% 8%
Graffiti 1% 3% 1% 1% 1% 1% 1% 3%

Craftsmanship 1% 6% 2% 7% 2% 6% 2% 7%
Journalism 1% 5% 1% 3% 1% 3% 1% 5%

•	 As regards the tipe of residence, the general 
picture is the same, with the observation 
that people living in towns score slightly 
higher percentages for computer graphics 
(8%) and design (8%), when asked about 
possible leisure activities; 

In terms of age (table 15), the interest in 
artistic or creative practice as leisure decreases 
for the age group of 65 and above. While at 
European level this age group is of public 
interest from the viewpoint of initiatives 
developed around the concept of active ageing, 
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the seniors of Romania have few desires or 
expectations as regards spending their time 
in activities beneficial for  their state of mind 

or health. only music (16%) and drawing/
painting (9%) stand out as possible activities. 

Table  15. Artistic and creative practice, depending on age 

Which of the following activities do you practise (column A) or would you like to practise  
(column B) as leisure? 

18 - 34 years old 35 - 49 years old 50 - 64 years old 65 years old and 
above

A B A B A B A B
Drawing/
painting

15% 17% 3% 19% 3% 14% 1% 9%

Sculpture 1% 10% 1% 10% 1% 5% 1% 6%
Creative writing 2% 8% 4% 7% 2% 5% 2% 2%

Music 6% 29% 3% 23% 3% 17% 2% 16%
Theatre 4% 16% 1% 13% 1% 13% 1% 6%
Dance 10% 22% 3% 18% 1% 12% 1% 5%

Computer 
graphics

3% 13% 1% 4% 1% 4% 1% 2%

Design 4% 16% 1% 6% 1% 2% 1% 2%
Graffiti 0% 5% 0% 1% 1% 1% 1% 1%

Craftsmanship 1% 7% 2% 6% 2% 7% 1% 6%
Journalism 1% 6% 1% 5% 1% 2% 1% 2%

Public support for artists and artistic 
activities

For the majority of the wide public, the central 
authorities (88% - the Government) and local 
authorities (87% - local public administrations) 
are the entities that should support Romanian 
artists and artistic activities (graph 5). It 

is interesting that the third answer in this 
ranking is “local communities” (67%), which 
shows a type of awareness of the importance 
and role that such activities may have at local 
level. the private organisations and the civil 
society (NGos) score similar percentages: 56% 
- multinational companies, 52% - other types 
of companies, 51% - non-profit organisations. 
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Graph 5. Public support for artists and artistic activities 

the differences on gender show that women 
give a higher importance to multinational 
companies (57%) and professional associations 
(53%), after central or local authorities. the 

rural environment gives a higher importance 
both to the involvement of authorities and 
to the involvement of the local community or 
private organisations (table 16). 
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Table  16. Public support for artists and artistic activities depending on gender and residence environment 

In your opinion, who should support Romanian artists and artistic activities?  
(Multiple answer)

Men Women Rural Urban
the government 86% 90% 93% 85%
Local public administrations (town halls) 85% 89% 90% 85%
Private companies 51% 53% 54% 50%
Non-profit organisations (NGos) 52% 50% 53% 50%
Local communities 64% 70% 71% 64%
Professional associations 44% 53% 50% 48%
Labour unions 42% 44% 44% 42%
Sponsors (individuals) 49% 45% 49% 45%
Multinational companies 54% 57% 62% 51%

As regards the differences on age groups, 
the expectations from authorities keep their 
position in the top of preferences, with almost 
90%. the percentage of people aged 65 and 
above who think that the local community 

should be responsible for supporting artists 
and arts is low, while people aged 50-54 
mainly choose the private companies and non-
governmental organisations (60%).

Table  17. Public support for artists and artistic activities, depending on age

18 - 34 
years old

35 - 49  
years old

50 - 64  
years old

65  years old  
and above

the government 88% 87% 90% 89%
Local public administrations (town halls) 88% 87% 89% 84%
Private companies 49% 48% 60% 50%
Non-profit organisations (NGos) 46% 52% 60% 47%
Local communities 69% 70% 69% 59%
Professional associations 49% 45% 54% 48%
Labour unions 41% 44% 45% 41%
Sponsors (individuals) 42% 42% 54% 53%
Multinational companies 51% 56% 59% 58%
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Even though they follow the authority-
oriented pattern, persons with higher education 
more frequently attribute responsibility to local 

communities (70%), multinational companies 
(62%), professional associations (54%) and 
sponsors (individuals) – 54%. 

Table  18. Public support for artists and artistic activities, depending on education level

10 grades / 
vocational school 

at most 

High school 
/ post-high 

school
Higher 

education

the government 90% 88% 83%
Local public administrations (town halls) 88% 85% 88%
Private companies 53% 50% 52%
Non-profit organisations (NGos) 52% 47% 56%
Local communities 67% 65% 70%
Professional associations 48% 47% 54%
Labour unions 45% 39% 42%
Sponsors (individuals) 50% 37% 54%
Multinational companies 57% 50% 62%

CoNCLUSIoNS

The context of devising and drawing up 
this chapter refers to the necessity to 
supplement the studies and analyses 

in the cultural field (particularly in the area of 
the cultural consumption), with approaches 
aiming for the perceptions, attitudes or opinions 
of the wide public as regards the activity of the 
artists or of the active persons in the cultural 
and creative sectors. While the data available 
at national level largely cover the dimension of 
cultural consumption and behaviour, the 2014 
Cultural Consumption Barometer includes this 
section dedicated to collecting answers referring 

to several issues related to the status of the artists 
and creative occupations. the analysis primarily 
focused on the importance given – at general 
level – to those characteristics of the occupations 
within the cultural and creative sectors, on the 
associations made – at the level of the wide 
public – between the status of artist and artistic 
activities (or associations between creativity 
and various activities / occupations), on the 
contribution of the artists and active persons in 
the cultural and creative sectors to the welfare of 
the society, on the parents’ viewpoint on cultural 
and creative occupations, on the direct contact 
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of the population with art and creative activities 
and on the social responsibility regarding the 
situation of the artists and artistic activities. 

We tried to place our questions within 
the wider area of international research and 
interest in the field of art or cultural and 
creative sectors, providing, when possible, 
descriptions of the context wherein such 
preoccupations developed. Besides the input to 
the “theoretical” knowledge, such approaches 
may be of help for the understanding of the 
usefulness of the studies on artists or active 
persons in the cultural and creative sectors. 

One of the conclusions of the analysis is 
that certain aspects of the work, identified in 
similar studies or in the specialised literature 
as being specific to the artists or active persons 
in the cultural and creative sectors, are less 
valued at the level of the general population. 
thus, creativity and originality, flexibility or 
individual autonomy, work diversity and risk 
are less appreciated job-characteristics, when 
compared to stability and financial security, 
extrinsic incentives or work relationships. 

Musical activities or plastic arts-related 
activities (painting, drawing), acting and 
choreography are associated with the status of 
artist most frequently. As regards the creative 
activities, the main associations made at the 
level of the general population are related to 
painters, sculptors or potters, musicians, actors 
and writers or poets. 

According to the analysed population’s 
perception, the artists or creative persons in 
the cultural and creative sectors contribute to 

the general welfare of the society to a smaller 
extent than physicians, teachers, engineers 
or scientists. A very high percentage of the 
population (between 26% and 30%) cannot 
appreciate the effects of the artistic activities 
on the social cohesion or economy. The poor 
adequacy of the public opinion on these 
subjects suggests a poor exposure to questions 
and debates on the role and importance of the 
artistic activities for the society on the whole 

For 56% of the population, artists are “quite 
respected” or “very respected” in Romania. yet, 
this relatively high percentage is not consistent 
with the parents’ viewpoint when it comes to 
their own child/children following a career in a 
cultural or creative field. thus, for the question 
“Which of the following (cultural or creative) 
professions would you like your child/children 
to practise?”, the most common answer (scoring 
only 14%) was actor / actress. 

out of reasons of visibility issues or a weak 
representation of the profession / occupation, 
31% of the respondents state that in their 
residence locality there are no artists. The 
rural environment of the villages with less 
than 2500 inhabitants seems to be the most 
underprivileged from this point of view, as 80% 
of the respondents within these areas state that 
in their locality there are no persons with such 
a profession/occupation. 

the active participation of the general 
population in art or the access to other creative 
leisure ways record very low values, despite the 
fact that the stated interest in such activities is 
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much higher (the options for music, painting, 
dance or theatre being the most frequent). 

As regards the social responsibility for the 
situation of the artists and artistic activities, 

most of the answers point to the central or local 
authorities, but the capacity and responsibility 
of the local communities is not neglected, as it 
is on the third position. 
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ChApTER 7

 DOMESTIC NETwORk Of ELECTRONIC CuLTuRAL GOODS  
AND DOMESTIC CuLTuRAL CONSuMpTION
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The analysis of the domestic network of 
electronic cultural goods is necessary 
in order to understand how cultural 

consumption takes place within the domestic 
space. In a globalised society, where new 
technologies are taking over, depicting the 
level of hardware and software equipment 
of the households is all the more important 
as there is a trend for consumption practices 
to take place within the familiar, comfortable 
space of the household. Hereinafter we shall 
present an analysis of the Cultural Consumption 
Barometer’s results in 2014, compared to the 
results of 2012, with the purpose to identify how 
the domestic infrastructure of cultural goods 
and products has been modified. At the same 
time, this analysis also explains the way people 
use technology and interact with it, as far as 
the cultural consumption within the household 
is concerned. The taxonomy and theoretical 
basis of this analysis are similar to those used 
in the study “Domestic Network of Electronic 
Cultural Goods” – 2012 Cultural Consumption 
Barometer. In 2014 three new cultural goods 
were introduced in the interactive electronic 
goods section (tablet, e-book reader and GPS).

As regards the domestic cultural consumption 
level and practices, they were analysed from the 
viewpoint of the consumption of tV shows, movies, 
music, radio programmes, books and specialised 
literature, newspapers and magazines. In order to 
obtain a complex image of the domestic cultural 
consumption, we analysed the consumers’ profile 

from the viewpoint of age, development region, 
type of locality and, last but not least, respondents’  
level of education.

In order to better understand the context of 
the domestic cultural consumption, we need a 
definition and a classification of the electronic 
cultural goods, as part of the domestic cultural 
infrastructure. thus, the electronic goods within 
a household are divided into electronic goods 
and household appliances. they are classified 
depending on their purpose. The most common 
terms for this type of goods in the specialised 
literature are electronic goods1 and digital 
products. This separation is generally made 
depending on their physical structure. thus, 
there are physical cultural goods and objects 
and non-physical2 digital cultural products. The 
electronic cultural goods may be divided into 
several categories of goods, by two criteria: the 
multimedia-complexity degree of the electronic 
goods and their autonomy degree . The goods 
that require a lower degree of interactivity 
are the tV set, the radio set, the tape recorder, 
while the goods that require a higher degree 
of interactivity are the telephone, the IPod, the 
MP3 player, the photo camera etc. 3 

the domestic network of electronic 
cultural goods includes several categories. 
1  Jeffery, Barclay & Grosvenor, Green Living For Dummies
2 Stefania Lionetti & Roberto Patuelli, Trading Cultural 
Goods in the Era of Digital
3  Hieran Healy, ‘Survey Article: Digital technology and 
Cultural Goods’, The Journal of  Political Philosophy, Vol. 
10, 2002, pp.478 – 500
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The first category is that of the complex 
(multimedia) electronic goods – the tV set 
and the computer/laptop, which fulfil most 
of the media functions (audio, video etc.). 
The second category is that of the audio 
electronic goods – which mainly serve this 
purpose (audio play): the radio set, the tape 
recorder, the record player, the CD player, the 
MP3 player and the IPod. the third category 
is that of the video electronic goods and 
it includes the DVD player and the home 
cinema system. The fourth category is that 
of the interactive electronic goods and it 
includes the mobile telephone, the video 
camera, the MP3 player, the  iPod, the film 
photo camera, the Smartphone, the GPS, the 
e-book reader and the tablet, regardless of 
their main function. The category of digital 
services existing in a household includes the 
(simple or satellite) tV antenna, the tV cable 
and the Internet. These are complementary 
services whose purpose is to supplement 
other existing electronic goods in order to 
multiply or enhance their basic functions 
(the 2012 Cultural Consumption Barometer). 

MEtHoDoLoGy

The analysis focused on the 
identification of the changes that 
have occurred in the last two years 

within the structure of the domestic network of 
cultural goods and products, and, furthermore, 
another set of analyses were made, which aim 
at pointing out the way people use the new 
technologies and the frequency of using them, 
depending on socio-demographic variables 
and on the frequency of performing certain 
types of activities.  the main hypothesis we 
started from is that the network of physical 
cultural goods and products is constantly 
changing via the gradual inclusion of new 
types of goods, due to the rapid technological 
development and constant emergence of new 
goods and products, which either supplement 
the old network of goods or replace other 
dated goods. The second hypothesis is 
related to the use of technology and digital 
applications that tend to replace the classical 
cultural consumption behaviours (e.g. reading 
electronic books versus reading paper books). 
The third hypothesis refers to the consumption 
behaviour of youth, who use the Internet more 
frequently, with different purposes than the 
other age groups. Furthermore, another work 
hypothesis was that the profile of the domestic 
cultural consumer is different, depending on 
their socio-demographic characteristics.
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DoMEStIC NEtWoRK oF 
PHySICAL CULtURAL GooDS

The most common good within the 
physical domestic network is the 
classic tV set (81%). the mobile 

phone is on the second position, with 72%, 
followed by the radio set – found in 59% of the 
households. Compared to 2012, the structure of 
the physical goods network remains largely the 
same; we find major changes only in the case of 
the simple tV antenna, which may be explained 

through the rapid development of technology. 
However, we have to highlight the lower 
percentages of 2014, compared to 2012, in the 
case of laptops, CDs and DVD players, mobile 
phones, digital photo cameras, simple tV 
antennae, Internet connection, tV cable, which 
may be explained through their replacement 
with other, more advanced electronic goods. 

Table 1. Domestic network of physical cultural goods. Data comparison: 2014 versus 2012  
(* non-existent items in the 2012 survey)

Domestic network of electronic goods 
2014 2012

Complex (multimedia) electronic goods
Flat-screen tV set (LCD, plasma, LED) 42% -*

Classic tV set 81% 98,5%
Smart tV (Internet-connected tV set) 12% -*

Computer (PC)/Laptop 52% 59%
Audio electronic goods

Radio set 59% 64,5%
Tape recorder 35% 31,6%
Record player 8% 6,5%

CD-player 20% 32%
Video electronic goods

DVD player 31% 46,9%
Home-cinema system 13% 14,7%

Interactive electronic goods
Mobile phone 72% 87,1%

DOMESTIC NETwORk Of 
ELECTRONIC CuLTuRAL 
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Video camera 17% 15,1%
MP3 player 18% 19,5%

iPod 8% 6,7%
Film photo camera 15% 19,3%

Digital photo camera 35% 38,8%
Smartphone 25% 13,5%

Tablet 16% -*
E-book reader 3% -*

GPS 8% -*
Digital services

Internet connection (fixed line) 55% 84%
Internet connection (mobile) 38% -*

Simple  tV antenna 15% 85,3%
Satellite antenna 16% 14,2%

tV cable 73% 85,3%

Network of interactive electronic goods 

The mobile phone is the most common 
good within the interactive electronic goods 
infrastructure (72%), followed by the digital 
photo camera (35%) and the Smartphone 
(25%). these three types of goods are the 
most used, considering the functions they fulfil 
and the population’s cultural consumption 
behaviour. 

Compared to 2012, the households with 
a mobile phone are fewer, but the number of 
households owning Smartphones has increased. 
Moreover, fewer households own digital photo 
or video cameras. A possible explanation is that 
there are more and more goods with multiple 

functions, which substitute other goods. An 
example is the telephone or Smartphone, which 
may be used as a photo or video camera. 

these electronic goods, particularly the 
complex, audio-video goods facilitate the 
users’ access to topical cultural products and 
stimulate the cultural consumption. In the case 
of interactive electronic goods (the Smartphone, 
tablet, MP3 player, iPod or e-book reader) we 
may consider less their cultural consumption 
function and more their creativity-stimulation 
function, which turns the cultural consumer 
(the user) into a cultural producer. They may 
be used by both professionals and amateurs in 
the creation process (the case of the video or 
film/digital photo cameras).
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Figure 1. Domestic network of interactive electronic goods
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USING tECHNoLoGy IN tHE 
CULtURAL CoNSUMPtIoN 

The use of technology within the house-
hold depends on the infrastructure, as 
well as on the frequency of using de-

vices, software and applications. As regards the 
applications, they are used most frequently to ac-
cess social networks (43%), to watch movies and 
listen to music (40%), to read newspapers, maga-
zines, books and other online publications (28%). 
The least frequent use is recorded for graphic 

processing applications and software (10%). We 
must emphasise that the frequency of using cer-
tain types of applications also depends on their 
purpose. While using applications to access social 
networks is usually an entertainment, commu-
nication and leisure activity, graphic processing 
applications are primarily used for professional 
purposes. 

Table 2. Using digital applications and software within the household

Do you currently have/use on your computer/
tablet/e-book reader/phone applications for...

I have and 
use

I have, but 
don’t use I neither have, nor use

1.  Reading newspapers, magazines, books or other 
online publications 28% 20% 52%

2. Cultural events (programmes of theatres, cinema 
theatres, museums, festivals etc.) 17% 24% 59%

3. tourist information (trips, holidays, tourist 
packages) 24% 21% 55%

4. Watching online movies, listening to music 40% 16% 44%
5. Social and communication networks (Facebook, 
twitter, Messenger etc.) 43% 15% 42%

6. Photo and video content editing 23% 22% 55%
7. Audio content editing 18% 24% 58%
8. Graphic processing (digital graphics) 10% 25% 65%
9. Games 27% 22% 51%
10. Maps, transport etc. 20% 24% 56%
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NEtWoRK oF CoMPLEx 
(MULtIMEDIA) ELECtRoNIC 
GooDS – INFRAStRUCtURE 
AND USE

The classic tV set is the most common 
within the domestic network of 
electronic cultural goods: 82% of the 

households own such a good. However, many 
households (42.3%) also own a flat-screen tV 
set, this type of good belonging to the category 
of new technologies. the computer/laptop is 
found in 51.8% of Romania’s households. 

Modifications in the structure of the 
network of complex electronic goods in the 
last two years

When compared to 2012 (98.5%), the 
classic tV set is less present in the households 
(81.2%) in 2014. A possible explanation is the 
wide spread of the wide-screen tV set. We also 
notice a decrease in the number of computers/
laptops. In 2012, 59% of the households had 
a computer/laptop, while in 2014 only 51.8% 
own such a good. A possible explanation for 
this decrease is related to the acquisition of 
other types of electronic goods that replace the 
computer (e.g. the electronic tablet). 

NEtWoRK oF VIDEo 
ELECtRoNIC GooDS 

In the structure of the video electronic 
goods network, the DVD player is found 
in 32.2% of the households, and the 

home-cinema system is found in 13.4% of 
Romania’s households. Compared to 2012, the 
number of households owning a DVD player is 
14.4% lower. For the home-cinema system the 
percentage is only 1.3% lower. In this context 
of the infrastructure specific to the audio-visual 
field, it is important to highlight the manner and 
frequency of using the electronic goods within 
the household and the users’ profiles. 

Television and movies

Watching movies and tV shows are very 
frequent domestic activities – 98% and 88% 
of the respondents, respectively, stated they 
watched movies and tV shows monthly. When 
analysing the distribution of the answers on 
age groups, we notice that people aged 18-34 
watch movies monthly (34%), while 48% of the 
respondents aged 50-64 stated they watched 
movies annually. As regards the tV shows, the 
results are equal, both the respondents aged 
18-34 (50%) and those aged above 65 (50%) 
watch tV annually. DOMESTIC NETwORk Of 

ELECTRONIC CuLTuRAL 
GOODS AND DOMESTIC 

CuLTuRAL  
CONSuMpTION
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Graph 1. Distribution of respondents who choose movies, depending on age 

When considering the respondents’ level 
of education and their cultural activities 
within the domestic space, we find out that 
respondents with higher education watch tV 
less (24%); they also watch movies less (26%), 
compared to those with 10 grades or vocational 
school at most, who spend most of their time 
watching tV shows (43%) or movies (40%). 
These analyses lead us to the conclusion that 
a higher level of education determines a lower 
consumption of tV shows and tV movies. 

As regards movie watching depending 
on the residence environment, 47% of the 
respondents who live in the urban environment 
watch movies monthly, compared to those in 
the rural environment, who watch movies less 
(43%). there are no differences between the 
rural and urban environment, as regards the 
tV shows consumption (45% for both rural 
and urban).
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Graph 2. Distribution of respondents who choose tV shows, depending on age

Television and movies – Bucharest

the monthly frequency of watching tV or 
movies in Bucharest is not very different from the 
monthly frequency at national level. the majority 
of the respondents (97%) stated they watched tV 
monthly, while 89% of the respondents stated they 
watched movies. 

Bucharest inhabitants aged between 18 and 
34 watch tV more frequently (32% monthly) 

than respondents aged 65 and above (17%). 
As regards the education level, the situation 
is different from the analysis made at national 
level: in Bucharest, high school or post-high 
school graduates (35%) watch tV more than 
people with only 10 grades or vocational 
school (32%). Movies are preferred more by 
people aged 18-34 (35%), then by people aged 
35-54 (28%); on the last position we find the 
respondents aged 65 and above. these results 

DOMESTIC NETwORk Of 
ELECTRONIC CuLTuRAL 
GOODS AND DOMESTIC 

CuLTuRAL  
CONSuMpTION



220220

show that one of the young people’s favourite 
activities in Bucharest is watching movies, at 
the cinema theatre or at home, online. 

When considering the education level and 
movie watching, we notice that movies are 
watched by high school or post-high school 
graduates (36%), followed by people with 
higher education (35%). tV shows are also 
preferred by high school / post-high school 
graduates (35%), followed by people with 
higher education (34%). 

NETWORK OF AUDIO 
ELECtRoNIC GooDS 

As regards the audio electronic goods, 
59.3% of the households own a radio 
set and 35.3% own a tape recorder. 

the lowest percentages are recorded for audio 
goods like record player (7.8%) and CD-player 
(20.5%). A possible explanation is that these 
goods are technologically outdated. 

Graph 3. Frequency of watching tV or movies for respondents in Bucharest 
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Modifications in the structure of the 
network of video electronic goods in the 
last two years. 

Compared to 2012, we notice a decrease 
of the number of households that own a radio 
set: 64.5% in 2012 and 59.3% in 2014. the 
number of households owning a CD-player also 
decreased: 32% in 2012 and 20.5% in 2014. 

Radio and music

two activities facilitated by the audio electronic 
goods, in terms of domestic consumption, are 
listening to radio programmes and listening to 
music, which are very far from each other in terms 
of consumption level for the analysed population.  
An average of 90% of the respondents listen 
to music monthly, while listening to the radio 
monthly is an activity preferred by 76% of the 
respondents. 

Graph 4 Distribution of respondents who listen to music, on age groups
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At national level, in terms of age, we notice 
that youngsters aged 18-34 listen to music and 
radio the most (33% both for music and radio), 
which highlights that radio or tV music is 
preferred by youngsters. 

When analysing the distribution of the 
music and radio consumption depending on 
the respondents’ level of education, we notice 
that people with 10 grades / vocational school 
at most listen to music and radio more (70% 
and 61%, respectively) than people with higher 
education, who do not find music or radio 
attractive. As regards music and radio, the urban 
area is in a top position this time, too (47%). 

Radio and music – Bucharest

At the level of Bucharest, the situation is 
approximately the same as that at national 
level. Music is preferred monthly by 91% of the 
Bucharest respondents, while radio is preferred 
by 78%. 

In Bucharest, the situation is not different 
from that at national level. In terms of age, 
youngsters are still those who prefer this 
type of activity the most (35%-music and 
33%-radio, for people aged 18-34), followed by 
people aged 35-49 who listen to radio (27%) or 
music (29%). 

Graph 5. Distribution of respondents who choose radio programmes, on age groups
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Graph 6. Frequency of listening to music or radio, for respondents living in Bucharest

the difference occurs when we consider 
the education level. While at national level 
these activities are preferred by people with 
10 grades/vocational school, in Bucharest the 
situation is entirely different, music and radio 
are preferred by those with higher education 
(35% - music and 37% - radio), followed by 
high school/post-high school graduates (35% - 
music and 36% - radio). this may be explained 
through the fact that people living in Bucharest 
have an easier access to music websites, as well 
as through the fact that they use the radio when 
driving or working.  

II. DoMEStIC NEtWoRK oF 
NoN-PHySICAL CULtURAL 
GooDS

W ithin the non-physical cultural 
goods network, music in 
electronic format has the 

highest frequency (43%). on the second 
position we find electronic-format photos 
(43%), followed, on the third position, by 
electronic-format movies (36%). A possible 
explanation is the fact that these cultural 
goods can be found on the Internet for 
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free, and people do not have to pay to own 
them. the least frequent are paid software/

applications. only 12% of the households 
own such goods. 

Table 3. Non-physical cultural goods network

Domestic network of non-physical goods
Do you have at home, in your household?  

(on computer, smart TV, tablet, e-book reader or phone): yeS

1. Books/articles (including scientific articles)/dictionaries in electronic format 26%
2. Collections of photos in electronic format 43%
3. Movies in electronic format 36%
4. Music in electronic format 45%
5. Games in electronic format 34%
6. Documentaries in electronic format 24%
7. Video clips in electronic format 26%
8. Free software / applications in electronic format 23%
9. Paid software / applications (paid at download/ purchase) in electronic format 12%

Books and specialised literature

the activity of reading books and 
specialised literature is relevant for the 
analysis of the domestic cultural consumption, 
as the results highlight a lower consumption, 
compared to the other types of consumption 
that we have analysed so far. Most of the 
respondents (65%) stated that they never 
read specialised literature, while 36% of them 
stated they never read books. 

A surprising aspect highlighted by the 
analysis is that 37% of the youngsters aged 
18-34 read books and 42% of them read 

specialised literature monthly, which shows 
that young people read books more and more 
and they are passionate about specialised 
literature. People aged 65 and above stated 
they had never read (27%), and those of them 
who read annually or monthly count for a 
quarter of the total respondents participating 
in the study. 
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Graph 7. Frequency of reading books or specialised literature 

When considering the education level in the 
analysis of the reading behaviour, we notice 
that people with 10 grades / vocational school 
never read (66%), followed by those who read 
annually (42%) and monthly (29%). As regards 
the specialised literature, the situation is 
different where the higher education graduates 
are predominant, as they choose this genre 
monthly (54%). this shows that the reading 
level for specialised literature increases with 
the level of education.

 

In terms of locality type, the reading behaviour 
is higher within the urban environment, where 
most of the respondents stated they read a book 
(48%) or specialised literature (52%) monthly, 
compared to the rural inhabitants, who never 
read. A possible explanation is that the access to 
books is easier in the urban area than in the rural 
one, where people do not have access to libraries 
or where there is only one library, a situation 
different from the urban area, where people have 
access to book stores, libraries and other places 
that could offer the publications they need. 
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Graph 8. Distribution of respondents who read books, on age groups

Graph 9.  Distribution of respondents who read specialised literature, on age groups
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At the level of Bucharest, the results are 
not very different from the results at national 
level, when  we consider reading specialised 
literature; 66% of the respondents stated 
they never read specialised literature, while 

30% never read any other type of books. 
As regards reading books, this activity is 
chosen monthly by 54% of the respondents, 
while only 24% choose to read specialised 
literature monthly. 

Graph 10. Frequency of reading books or specialised literature, for Bucharest respondents

Respondents aged 18-34 read books monthly 
(34%), followed by respondents aged 35-49 
(30%). As regards the specialised literature, it is 
preferred by young respondents in Bucharest, 
too; 43% of them prefer to read specialised 
literature. the education level highlights the 
fact that respondents with higher education 

read a book (47%) or specialised literature 
(57%) monthly – the highest percentage of 
reading books or specialised literature; the 
higher the education level, the more interested 
and willing to read the respondents are. 
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Newspapers and magazines

As regards the respondents’ reading prefer-
ences, books and specialised literature rank first, 
followed by newspapers and magazines. the 

respondents stated they read newspapers (55%) 
and magazines (50%) monthly. this shows that 
mass media are still in the top of respondents’ 
preferences. 

Graph 11. Frequency of reading newspapers or magazines

those who choose to read magazines 
the most frequently are youngsters aged 
18-34, who read a magazine monthly 
(37%); youngsters are in the top of reading 
newspapers monthly, too (33%). these 

results show that newspapers and magazines 
are part of people’s preferences when they 
want to keep in touch with the news, either 
on the Internet or on paper. 
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Graph 12. Distribution of respondents who read newspapers, on age groups

Graph 13. Distribution of respondents who read magazines, on age groups
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Newspapers (36%) and magazines (37%) 
are chosen mainly by respondents with high 
school or post-high school, while people with 
higher education (34% - magazines and 31% 
- newspapers) choose this type of reading to 
a lower degree, which shows that they prefer 
to read books or other types of literature more 
than they do newspapers and magazines. In 
terms of locality type, both magazines (48%) 
and newspapers (48%) are preferred monthly 
by people living in the urban environment, 
while in the rural areas 40% of the respondents 
read newspapers monthly and 39% prefer 
magazines. the access to the mass media is 
more limited in the rural areas compared to the 
urban ones, and this explains the differences 
between the two types of localities. 

Newspapers and magazines – Bucharest

the analysis made at the level of Bucharest 
shows that there is quite a big difference from 
the analysis at national level, as Bucharest 
respondents prefer to read newspapers 
(61%) and magazines (58%) monthly.  the 
education level makes the difference between 
Bucharest and the rest of the country in 
that Bucharest respondents with higher 
education read more newspapers (40%) and 
magazines (42%) monthly.  the interest in 
the mass media increases with the level of 
education, at the level of Bucharest. In terms 
of age, youngsters (18-34 years old) read 
newspapers (38%) and magazines (35%) the 
most. 

Graph 14. Frequency of reading newspapers or magazines, for Bucharest respondents
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USING tECHNoLoGy IN tHE 
CULtURAL CoNSUMPtIoN, 
DEPENDING oN AGE

The youth use applications and software 
for various types of consumption 
more frequently than the other age 

categories. The most frequent use of applications 
and software is recorded for social and 
communication networks (Facebook, twitter, 
Messenger etc.), as well as for watching movies, 

listening to music, digital games. young people 
are also the most familiar with everything that 
pertains to the new technologies.  Adults use the 
applications largely for the same purposes as 
youngsters. Elderly people most frequently use 
applications for listening to music and watching 
movies. 

Table 4. Using technology in the cultural consumption, depending on age

AGeD 18-34

Do you currently have/use on your computer/tablet/e-
book reader/phone applications for...

I have and use I have, but 
don’t use

I neither have, nor 
use

1.  Reading newspapers, magazines, books or other 
online publications 35% 23% 42%

2. Cultural events (programmes of theatres, cinema 
theatres, museums, festivals etc.) 24% 25% 50%

3. tourist information (trips, holidays, tourist 
packages) 34% 21% 45%

4. Watching online movies, listening to music 64% 12% 24%
5. Social and communication networks (Facebook, 
twitter, Messenger etc.) 75% 8% 17%

6. Photo and video content editing 39% 25% 36%
7. Audio content editing 30% 28% 42%
8. Graphic processing (digital graphics) 16% 31% 53%
9. Games 48% 21% 31%
10. Maps, transport etc. 32% 30% 38%
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AGeD 35-49
Do you currently have/use on your computer/tablet/ 

e-book reader/phone applications for...
I have and 

use
I have, but 
don’t use

I neither have, nor 
use

1.  Reading newspapers, magazines, books or other online 
publications 33% 29% 38%

2. Cultural events (programmes of theatres, cinema 
theatres, museums, festivals etc.) 22% 32% 46%

3. tourist information (trips, holidays, tourist packages) 26% 30% 44%
4. Watching online movies, listening to music 42% 24% 34%
5. Social and communication networks (Facebook, twitter, 
Messenger etc.) 42% 27% 31%

6. Photo and video content editing 22% 32% 46%
7. Audio content editing 17% 32% 51%
8. Graphic processing (digital graphics) 9% 33% 58%
9. Games 25% 32% 43%
10. Maps, transport etc. 24% 29% 47%

AGeD 50-64
Do you currently have/use on your computer/tablet/e-book 

reader/phone applications for...
I have and 

use
I have, but 
don’t use

I neither have, nor 
use

1.  Reading newspapers, magazines, books or other online 
publications 22% 15% 63%

2. Cultural events (programmes of theatres, cinema 
theatres, museums, festivals etc.) 12% 22% 66%

3. tourist information (trips, holidays, tourist packages) 22% 17% 61%
4. Watching online movies, listening to music 25% 16% 59%
5. Social and communication networks (Facebook, twitter, 
Messenger etc.) 24% 15% 61%

6. Photo and video content editing 14% 17% 69%
7. Audio content editing 12% 20% 68%
8. Graphic processing (digital graphics) 8% 20% 72%
9. Games 14% 21% 65%

10. Maps, transport etc. 13% 19% 68%
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AGeD 65 AND ABOVe
Do you currently have/use on your computer/tablet/e-

book reader/phone applications for...
I have and use I have, but 

don’t use
I neither have, nor 

use
1.  Reading newspapers, magazines, books or other 
online publications 8% 6% 86%

2. Cultural events (programmes of theatres, cinema 
theatres, museums, festivals etc.) 2% 10% 88%

3. tourist information (trips, holidays, tourist 
packages) 4% 9% 87%

4. Watching online movies, listening to music 6% 8% 86%
5. Social and communication networks (Facebook, 
twitter, Messenger etc.) 5% 8% 87%

6. Photo and video content editing 2% 9% 89%
7. Audio content editing 3% 8% 89%
8. Graphic processing (digital graphics) 2% 9% 89%
9. Games 3% 8% 89%
10. Maps, transport etc. 4% 5% 91%

CoNCLUSIoNS

Television (98%), books (50%), music 
(90%) and magazines (55%) are in 
the top of respondents’ preferences 

in terms of domestic cultural consumption. 
Movies (88%), specialised literature (23%), 
radio (76%) and newspapers (50%) take the 
next positions in this top and are related – to a 
certain extent – to the preferences on the first 
positions. A possible explanation might be given 
by the Internet consumption, which offers the 
possibility to download music, movies, to buy 
specialised literature in digital format, to read 
the newspapers online. tV-broadcast movies are 
not generally the latest, therefore respondents 

prefer to download movies from the websites 
hosting a large number of the newest movies or 
they prefer going to the cinema theatre to watch 
the premiere of a new movie. 

Music surpasses radio shows, a possible cause 
for this being the large number of ads within 
radio programmes, which drive the consumers 
towards searching music on the Internet, more 
diversified and without advertising breaks. 
Books are more preferred than specialised 
literature because, in the last years, books have 
been distributed along with various newspapers 
and thus people have had the opportunity to buy 
and re-read them. 
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INTRODUCTION

National and foreign culture within the 
context of globalisation

In the last years, various types of discourses, 
from the institutional, politic, academic or 
public-policy discourse to the mass-media 

and everyday cultural discourse (i.e. on the concept 
of national culture) have been focused on towards 
concepts like cultural diversity and cultural unity, 
national and/vs. European culture or globalisation, 
national/local vs. European values, interculturality 
and multiculturality, intercultural dialogue. 

These concepts entered the discourse on 
culture, once Romania moved towards the 
European system, after its accession into the 
European Union. Furthermore, if we consider that 
“the integration within the European space is a step 
in the integration in the circuit of globalisation”1, the 
discourse on the preservation and enhancement 
of the national cultural values refers also to the 
context of the globalisation process.

Hereinafter we shall briefly analyse the concepts 
related to culture (cultural identity, cultural 
diversity etc.) and globalisation, by selecting the 
general ideas that define these concepts, as well as 
the particular ideas that help us better understand 
the conceptual frame used in our research theme. 

An overall review of the specialised papers 
that use concepts on cultural values and debate 
1  Delia Suiogan, ‘Cultural Identity Within the Framework 
of Globalization’, Memoria ethnologica, Nr. 38–39, 2011, 
p.84

on the influence, effects and interaction between 
the national and the European culture/identity 
or globalisation shall reveal the common idea 
that globalisation must not be viewed as a 
standardisation of the cultural values and practices, 
but as their enhancer at local and national level, 
which does not affect the cultural identity, while 
cultural diversity co-exists with the concept of 
cultural unity. 

Besides the international political structures, 
which are the main mechanisms that enforce 
norms in the process of globalisation, this process 
was considerably facilitated by the free flow of 
information within the contemporary societies, 
which also brought along the current fear of 
cultural standardisation2. According to Robins, 
globalisation has facilitated people’s mobility and 
cultural exchanges, but globalisation itself does 
not contribute directly to the cultural citizenship. 
on the contrary, “the technological changes and 
globalisation are more likely to contribute to 
the increase of the need for policies and, where 
necessary, even to the regulations that promote 
cultural diversity and pluralism at local, regional, 
national or global level”3. 

As we have mentioned above, one of the 
most frequently used concepts within the 
discourse on the national values versus the 
European/global values is the concept of cul-
tural diversity. This refers to the cultural 
differences both at micro level (the level of individ- 
uals and communities within a society) and at 
2 Mohamed Zayani, ‘Media, Cultural Diversity and 
Globalization: Challenges and opportunities’, Journal of 
Cultural Diversity, 18(2), 2011, p.48
3 Ibid., p.52
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macro level (the level of the entire population 
of a country). According to Delia Suiogan, “cul-
tural diversity depicts a basic phenomenon of 
the present society. It focuses on existing cul-
tural differences between people, as well as be-
tween various groups, as multiple identities: 
traditions, customs, manners of approaching 
education and society from the intercultural 
viewpoint. Cultural Europe between transition 
and modernity is not only diversity, but also 
unity”4. 

The European cultural agenda comprises 
three major objectives5, which have in common 
the cultural diversity and unity:

1. Promoting cultural diversity and intercul-
tural dialogue (but it is pointed out that as 
far as this objective is concerned, we deal 
with a wider meaning of culture, which 
absorbs culture sensu stricto  and refers 
to inter-ethnical exchanges, beyond the 
mere promotion of cultural products);

2. Promoting cultures as creativity accelera-
tors (terms like “art” or “culture” are not 
used in the documents issued by the Euro- 
pean Union);

3. Promoting culture as a very important 
element in the external relations of the 
European Union.

For some of the countries that have recently 
entered the European community, such as 
Romania and Bulgaria, the western traditions of 
drawing up and implementing cultural policies 
4  Suiogan, OpCit., p.85
5  Mircea Brie, ‘European Culture Between Diversity and 
Unity’, International Relations and European Studies, No. 
2, 2010, pp.80-81

are regarded as a model in their own attempt to 
draw up new instruments for a cultural policy, 
and there is a risk of not succeeding in their 
effort to preserve and develop the priorities 
of their national cultural policies6. For the new 
member states, the context of the integration 
came with challenges and restrictions not only 
in the economic sector, but also in the artistic 
and cultural sectors7. 

Another major concept in the debate on 
the national versus foreign culture, within the 
context of globalisation, is the concept of cultural 
identity. In the paper La culture au coeur8, 
cultural identity is defined through behaviour 
and specific communication elements (such 
as language, customs, traditions, costumes 
and traditional structures, arts, religion etc.) 
and provides national cohesion and continuity 
of the generations. Identity is a pluralistic 
construct, wherein each individual is defined 
in an actual or potential manner, through a 
multiple affiliation: either to the immediate 
environments (family and close friends), or to 
the primary local or social levels of ethnicity, 
religion, wherein affiliation is formed. 

The special report Europeans in 2014 within 
the 2014 EuroBarometer of the European 
Commission shows that 59% of the Romanian 
6 Lidia Varbanova, ‘the European Union Enlargement 
Process: Culture in between National Policies and 
European Priorities’, The Journal of Arts Management, 
Law, and Society, 37(1), 2007, p.49
7 Ibid.
8 the European working group on culture and develop-
ment, La culture au cœur. Contribution au débat sur la 
culture et le développement en Europe, Edition for the 
European Council, 1998, p.52



239239

respondents answered “freedom to travel, study 
and work anywhere in the EU” to the question 
“What does the European Union mean to you, 
personally?” 9. For 17% of the Romanians, EU 
means cultural diversity and only 9% think 
that EU means losing their cultural identity. As 
regards the values shared by the EU member 
states, the report shows that the respondents 
within most of the member states consider 
that they are totally distant. In the case of  
Romania, 48% of the respondents considered 
that EU member states are totally distant from 
the viewpoint of shared values, while 36% 
considered them totally close10.

As in this analysis we are interested in 
culture as an ensemble of practices, values, 
preferences and characteristics of the 
population, it is relevant for the research 
context to mention the definition of culture 
given by Pham Duy Duc in the paper Cultural 
Diversity under Conditions of Globalization: 
“Culture consists of characteristics in spirit, 
knowledge, and sentiment, as well as in the 
material conditions of a society or a group of 
societies. Culture means not only literature and 
art, but also lifestyles, value systems, traditions, 
and beliefs. Every people, every nation, has its 
own culture, existing in space and time”11.

therefore, the aspects that led us to draw up 
and include the research theme about culture 
9  European Commission, ‘Special Eurobarometer 415. 
Europeans in 2014’, (July 2014) p.43
10  Ibid., pp.119-120
11  Pham D. Duc, ‘Cultural Diversity under Conditions of 
Globalization’, Nature, Society & Thought, 19(1), 2006, 
p.100

and globalisation within the 2014 Cultural 
Consumption Barometer were:
•	 The context of the debates on culture and 

globalisation, ever more present in the 
institutional, academic, mass media and 
everyday discourse;

•	 the multiplication of the European-type 
initiatives in the sphere of cultural goods, 
products and activities within the EU and 
implicitly in Romania;

•	 The fact that adopting or resisting foreign 
culture elements influences / changes the 
cultural consumption practices;

•	 the attempt to better know the way the 
Romanian population relates to culture and 
interacts with elements of national culture 
and with elements of foreign culture. 
In this research, we focused on the values 

related to the national and European culture or 
to the culture of countries outside the European 
Union, from the viewpoint of individuals, not 
from the institutional point of view. However, we 
must consider that the individual perceptions 
on the national and foreign cultures is formed 
through the contact of the individuals with the 
institutional public discourse on these issues, 
as well as through the public policies related to 
the cultural values, applied after the shift to the 
EU system. 

the objectives of our research were: 
knowing the way the population interacts with 
and relates to elements of national and foreign 
culture and globalisation aspects, as well as a 
better understanding of the degree of openness 
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or reluctance of the population towards 
the foreign culture, at the level of cultural, 
communicational and interactional practices 
and preferences.

MEtHoDoLoGy

The analysis had three main research 
directions: the first direction aimed 
at identifying the population’s 

perceptions on the national culture and on the 
foreign culture, the second direction focused on 
knowing the way the population interacts with 
elements of foreign culture, from the viewpoint 
of cultural preferences and practices, and the 
third direction had the purpose to analyse 
the degree of the population’s openness to 
the foreign culture, depending on socio-
demographic characteristics. 

The research directions may materialise in 
three work hypotheses, as follows:

1. the population is somehow resistant to 
the globalisation of cultural goods;

2. the population’s openness to foreign 
culture and globalisation depends on the field 
and forms of manifestation, as well as on the 
degree of the population’s contact with them;

3. the degree of the population’s openness 
to foreign culture and globalisation depends on 
socio-demographic characteristics.

the items we used to analyse the population’s 
perceptions and degree of interaction with 

elements of national and foreign culture were 
drawn up by taking into consideration the culture 
as a sum of practices, customs, preferences and 
attitudes of the population towards certain 
values, products, goods or activities. More 
precisely, we monitored:
•	 the population’s perceptions on other cul-

tures than the national and European ones;
•	 the interest in the national, European and 

non-EU culture and art;
•	 the interest in knowing people from other 

EU countries in person;
•	 the preference for foreign music, foreign tV 

shows and movies, compared to the prefer-
ence for Romanian ones;

•	 The preference for reading in a foreign lan-
guage;

•	 the degree of interaction with other cultures 
and languages through the contact with 
relatives, family members or friends with 
foreign residence (by means of telephone, 
Internet, visiting);

•	 the preference for other countries’ specific 
food;

•	 The contexts of using the foreign languages 
they know (professional, educational 
environment, communication with friends 
from abroad, reading, watching movies) 
and the interest in improving their level 
of knowledge, as well as the reasons that 
would drive them to learn foreign languages 
or improve the level of the languages they 
know;
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•	 the population’s opinion on the best actions 
Europeans should to take in order to better 
know each other. 
Some of the items used to analyse the 

population’s perceptions on the national and 
foreign culture refer to the degree of use and 
consumption of media products: European tV 
channels, reading newspapers and magazines 
in other languages. 

the items we used to identify at what level 
and to what degree the Romanians’ contact 
with EU and non-EU countries takes place refer 
to:
•	 Relatives / family members or friends who 

live in EU or non-EU countries;
•	 Respondents’ travels abroad (to work or as 

tourists);
•	 Watching foreign movies (feature movies or 

tV series);
•	 Communication with persons living in other 

countries (on the phone or Internet)
•	 Jobs that require contact with foreign 

companies/institutions/persons;
•	 Preference for other countries’ cuisine;
•	 Preference for reading in foreign languages. 

The analyses are statistical and aim for the 
distribution of percentages of the answers at 
national level and at the level of Bucharest, 
the distribution of percentages of the research 
sample on socio-demographic data, such as: 
age groups, gender, residence environment, 
occupational status and education level of the 
respondents.  

KEy RESULtS

Perceptions of the population  
on the foreign culture 

When asked what the first three 
things that come to their mind 
are when thinking at the syntagm 

“non-European culture”, most of the respondents 
associate non-European  culture with symbols 
of the Asian culture (e.g.: the Chinese Wall, Asian 
food, Japanese rituals and elements of Indian 
culture). Another concept associated with non-
European culture is that of exotic cultures, 
including tribal cultures, unknown or hard-
to-explore cultures. Besides the answers that 
mainly refer to cultural elements pertaining 
to ethnographic or anthropological elements 
(customs, traditions, traditional clothes, cultural 
symbols), some of the respondents associate non-
European culture with elements of culture and 
development from other countries compared 
to Romania, referring to better living standards 
and development of other countries (more 
cleanliness, better life, higher development 
than Romania’s). Approximately 14% of the 
respondents associate non-European culture 
with cultural products: movies, music, literature, 
painting, art. 
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Table 1.  Population’s perceptions on non-European culture

SPeCIFIC CultuRe aND SYMBolS
Asian culture and symbols of Asian culture (Chinese, Japanese, Indian etc.) 29%
Exotic/unknown/different (from Europe) cultures and customs 17%
American culture and symbols 14%
Egyptian culture and symbols 11%
European culture and symbols 9%
traditional culture and customs, folklore 9%
Specific types of dance and sports (Karate; African, Japanese, Indian dances etc.) 7%
Culinary culture / exotic, distinct food 5%
African culture 4%
Specific festivals and celebrations (Rio Carnival, Cherry Blossom Festival – Japan etc.) 3%
Maya/Aztec/Inca culture / civilisation 3%
Arab, oriental culture 3%
South-American culture 1%
Australian / New Zealand culture 1%
Russian culture 1%
Turkish culture 1%
Hebrew culture and symbols 1%

Muslim culture 0,2%

eLeMeNTS OF CIVILISATION AND DeVeLOPMeNT
Elements of culture and civilisation 10%
Better development/living standard / more developed countries and cultures 10%
Financial resources, funds, wealth 5%
Professional opportunities 4%
eLeMeNTS OF KNOWLeDGe, VISITING
Cultural and tourist sites (museums, natural sites, temples etc.) 6%
Elements of knowledge, information, mentality 4%
tourism/visiting/experience exchange 4%
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aRt, MuSIC, FIlM
Music and film 9%
Elements of art and creativity (literature, painting, design etc.) 5%

CHaRaCteRIStICS DIFFeReNt FRoM RoMaNIaN oNeS
Elements of education / learning 2%
things specific to Romania 2%
Peoples with other characteristics than Romanians’ (reliability, professionalism) 1%
Religious elements (Buddhism, shamanism etc.) 5%

NOVeLTy, INNOVATION, GLOBALISATION
New customs 2%
Europeanization / globalisation 2%

otHeR NotIoNS
Freedom 2%
Innovation/novelty/originality 1%
Not interested in foreign culture 1%
Secular world 1%
 Leisure/vacation/recreation 0,4%
Architectural elements 0,4%
Something else 10%
Nothing 9%

Population’s degree of interest in the  
national and foreign culture

When asked how important culture is to 
them, 35% of the respondents at national level 
said it was quite important, while 32% said it 
was very important. At the level of Bucharest, 

the percentages are slightly higher: 37% of the 
respondents consider culture quite important to 
them, while 36% deem it very important.  

NATIONAL VERSuS 
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Graph 1.  Importance of culture within the population

As regards the interest of Romanians in 
the art and culture of Romania, Europe and 
other (non-European) countries, as well as 
the interest to know other people from EU, 
the data show that, both at national level and 

at Bucharest level, the respondents stated 
they were somehow interested or a little in-
terested in the national art and culture, in the 
foreign art and culture and in knowing other 
people from EU. 
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Graph 2. Degree of population’s interest in the national and foreign culture

Graph 3. Degree of population’s interest in the national and foreign culture, analysis at Bucharest level

NATIONAL VERSuS 
fOREIGN CuLTuRE  

wIThIN ThE CONTExT 
Of GLOBALISATION



246246

When performing the analysis at national 
level on age groups, we notice that, as people 
grow older, they gradually lose interest in the 

foreign culture and art, as well as in directly 
meeting people from EU. 

Graph 4. Degree of population’s interest in Romania’s culture – analysis on age groups at national level

Graph 5. Degree of population’s interest in the culture of other EU countries, analysis on age groups,  
at national level 
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Graph 6.  Degree of population’s interest in the culture of other non-EU countries,  
analysis on age groups, at national level 

Graph 7.  Degree of population’s interest in directly meeting other persons from EU,  
analysis on age groups, at national level 
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A more detailed analysis on the socio-
demographic characteristics of the respondents 
that stated they were very interested in the 
culture and art of Romania, EU and the culture 
of other countries of the world, as well as 
in meeting other people from EU in person 
shows that women are mainly interested in the 
national and EU culture and art, while men are 
mainly interested in the culture and art of other 
countries of the world, as well as in meeting 
people from EU in person. The distribution 
of the highest percentages depending on 
their education level is as follows: the highest 
percentage of people with higher education 
and those who graduated from high school or 
post-high school are very interested in the art 
and culture of other EU countries, while the 

highest percentage of people with 10 grades or 
vocational school are very interested in meeting 
other people from EU. In terms of occupational 
status, the highest percentages were recorded 
within the active (working) population. In the 
category of students, most of them are interested 
in the art and culture of other countries of the 
world (non-EU), while the highest percentage 
of retired persons are interested in the art and 
culture of Romania (as we have seen in the 
previous analyses, the interest in the foreign 
art and culture decreases with age). As regards 
the distribution on residence environment, the 
highest values are recorded at the level of the 
urban population. The highest percentage of 
rural residents were very interested in meeting 
other people from EU in person. 

Table 2.  Socio-demographic characteristics of the respondents who state they are very interested  
in the national and foreign culture, as well as in meeting other people from EU in person

.

Very 
interested 

in 
Romania’s 

art and 
culture

Very interested 
in the art and 

culture of other 
eU countries 

Very interested 
in the art and 

culture of other 
countries of the 

world

Very interested 
in meeting other 

people from eU in 
person

Gender
Men 48% 48% 53% 57.5%

Women 52% 52% 47% 42.5%
education

10 grades/vocational 
school at most 38.6% 30.9% 42% 43%

High school / Post-high 
school 39.5% 42.8% 33% 32%

Higher education 21.8% 26.2% 25% 25%
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Occupational status
Working 45% 44% 43% 45%
Retired 29% 22% 21% 14%

Homemaker 10% 11% 12% 23%
Pupil/student 11% 17% 21% 13%

Residence environment
Urban 59.5% 65.6% 66% 53%
Rural 40.5% 34.4% 34% 47%

the data analysed at the level of development 
regions show that respondents from the North-
East, South-East, South-West oltenia and 
Bucharest-Ilfov Regions are interested in the 
national and foreign (EU and non-EU) culture 
and art to a higher degree, while those in the 
South-Muntenia, West and North-West Regions 
are less interested. It is interesting that most 

of the respondents from South-Muntenia, 
West and North-West stated they were not 
interested in the art and culture of EU or non-
EU countries, nor were they interested in the 
culture of Romania, which may show a rather 
independent or maybe egocentric attitude of 
these regions both towards the EU and towards 
Romania. 

Table 3. Population’s degree of interest in the culture of Romania, analysis on development regions

Region and degree of interest Percentages recorded

N-E Region

Somehow interested 47%
Very interested 29%

A little interested 21%
Not at all interested 3%

S-E Region 

Very interested 49%
Somehow interested 34%

A little interested 16%
Not at all interested 1%

South-Muntenia Region 

Not at all interested 31%
Somehow interested 31%

A little interested 24%
Very interested 14%
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S-W oltenia Region 

Somehow interested 64%
Very interested 21%

A little interested 12%
Not at all interested 4%

West Region 

A little interested 45%
Somehow interested 38%
Not at all interested 11%

Very interested 6%

N-W Region 

A little interested 38%
Somehow interested 36%
Not at all interested 16%

Very interested 11%

Centre Region 

Somehow interested 52%
A little interested 22%

Very interested 18%
Not at all interested 8%

Bucharest-Ilfov Region

Somehow interested 49%
Very interested 31%

A little interested 12%
Not at all interested 8%

Table 4. Population’s degree of interest in the culture of other EU countries, analysis on development regions

Region and degree of interest Percentages recorded

N-E Region

Somehow interested 41%
A little interested 31%

Very interested 23%
Not at all interested 5%

S-E Region 

Somehow interested 41%
Very interested 26%

A little interested 19%
Not at all interested 13%
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South-Muntenia Region 

Not at all interested 44%
Somehow interested 23%

A little interested 22%
Very interested 11%

S-W oltenia Region 

Somehow interested 62%
Very interested 20%

A little interested 13%
Not at all interested 4%

West Region 

A little interested 44%
Somehow interested 28%
Not at all interested 24%

Very interested 4%

N-W Region 

A little interested 47%
Somehow interested 35%
Not at all interested 16%

Very interested 3%

Centre Region 

A little interested 34%
Somehow interested 34%
Not at all interested 17%

Very interested 15%

Bucharest-Ilfov Region

Somehow interested 54%
A little interested 21%

Very interested 14%
Not at all interested 11%
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Table 5. Population’s degree of interest in the culture of other non-EU countries,  
analysis on development regions

Region and degree of interest Percentages recorded

N-E Region 

Somehow interested 38%
A little interested 33%

Very interested 22%
Not at all interested 7%

S-E Region 

Somehow interested 29%
Very interested 27%

Not at all interested 23%
A little interested 21%

South-Muntenia Region 

Not at all interested 45%
Somehow interested 23%

A little interested 22%
Very interested 10%

S-W oltenia Region 

Somehow interested 54%
Very interested 24%

A little interested 18%
Not at all interested 4%

West Region 

A little interested 42%
Somehow interested 28%
Not at all interested 27%

Very interested 4%

N-W Region 

A little interested 43%
Somehow interested 35%
Not at all interested 19%

Very interested 3%

Centre Region 

Somehow interested 32%
A little interested 30%

Not at all interested 23%
Very interested 15%

Bucharest-Ilfov Region

Somehow interested 50%
A little interested 22%

Very interested 18%
Not at all interested 11%
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Table 6. Population’s degree of interest in meeting other people from EU countries in person,  
analysis on development regions

Region and degree of interest Percentages recorded

N-E Region

A little interested 40%
Somehow interested 27%

Very interested 19%
Not at all interested 15%

S-E Region 

Not at all interested 35%
Somehow interested 34%

A little interested 18%
Very interested 14%

South-Muntenia Region 

Not at all interested 34%
Very interested 25%

Somehow interested 24%
A little interested 17%

S-W oltenia Region 

Somehow interested 56%
A little interested 20%

Very interested 19%
Not at all interested 5%

West Region 

Not at all interested 35%
Somehow interested 33%

A little interested 28%
Very interested 5%

N-W Region 

A little interested 41%
Somehow interested 33%
Not at all interested 19%

Very interested 7%

Centre Region 

Somehow interested 29%
A little interested 28%

Not at all interested 25%
Very interested 18%

Bucharest-Ilfov Region

Somehow interested 48%
A little interested 24%

Not at all interested 15%
Very interested 13%
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Interaction with elements of foreign culture 

the interaction with other cultures and 
countries may take place in various ways. It 
may materialise at the level of interpersonal 
and family relationships (when family 
members or friends live abroad), at the level 
of foreign cultural products consumption 
(movies, music or books), at the level of using 
foreign languages in order to consume cultural 
products or to interact with other people, at the 
level of culinary practices (preference for food 
specific to other countries) or tourist practices 
(travels abroad). We analysed the population’s 
contact with foreign countries and foreign 
cultural elements via these types of interaction. 

According to the analysed data, the highest 
percentage of the population (47%) has contact 
with other countries and cultures via family 
members who live in another EU country.  As 
regards the forms of the population’s interaction 
with other cultures and countries, the recorded 
values were distributed as follows: 38% of 
the population watches foreign tV series 
frequently, 34% have friends from other EU 
countries, 33% watch foreign feature movies, 
while 30% like foreign traditional food. the 
rest of the percentages recorded for the forms 
of contact with foreign countries and cultures 
are  depicted in the graph below.

Another part of the analysis of the 
forms of population’s contact with foreign 
cultural elements aimed for the delineation 
of a general profile depending on socio-
demographic characteristics (respondents’  
gender, age, education, occupational status 
and residence environment) for each type of 
contact. 

the data show some differences in the 
distribution of high-value percentages 
within the population on the dimensions of  
gender, education level and age. on the gender 
dimension, a higher percentage of women 
have a family member or a close relative 
who lives in another EU or non-EU country,  
have friends from other EU countries, watch 
foreign tV series frequently, communicate 
with people from other countries on the 
Internet or phone frequently and enjoy 
eating foreign traditional food.  On the other 
hand, there are more men who have friends 
from non-EU countries, watch foreign feature 
movies frequently, have travelled abroad 
at least once in the last year, enjoy to read 
newspapers and books in foreign languages, 
to watch tV shows of foreign channels and 
there are more men than women who have a 
job that requires contact with organisations/
institutions/ companies or people from other 
countries. 
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Graph 8.  Forms of population’s contact with other countries and cultures
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Table 7. Differences in the forms of contact with other countries and cultures, on gender

Men Women

Have friends who are from other non-EU 
countries

Have a family member or a close 
relative who lives in another EU 
country

Watch foreign feature movies frequently
Have a family member or a close 
relative who lives in another non-EU 
country

Watch tV shows of European channels 
frequently

Have friends who are from other EU 
countries

Have travelled abroad at least once in 
the last year (tourism, work etc.) Watch foreign tV series frequently

Have a job that requires contact with 
organisations/institutions/companies 
or people from other countries

Communicate frequently with persons 
from other countries on the Internet 
or phone 

Sometimes read newspapers/magazines 
in foreign languages Enjoy eating foreign traditional food 

Enjoy reading books in their original 
language

the distribution of percentages on socio-
demographic characteristics for the forms of 
contact with other countries and cultures is 
depicted in the following table. Some socio-
demographic characteristics, such as urban 
versus rural residence environment or active 
(working) population versus homemakers, 
retired persons or pupils and students have 
recorded the highest values for all types of 
contact with foreign cultural elements. there 
are also differences, at the level of education, 
for example. thus, the highest values recorded 
for the respondents with higher education 

show that – compared to other categories – 
there are more such respondents who have a 
job that requires contact with organisations/
institutions/companies or people from other 
countries and they prefer to a higher degree 
to read newspapers and books in foreign 
languages. 
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Table 8. Socio-demographic characteristics of the population and forms of contact  
with other countries and cultures

A member of your family 
or a close relative lives in 

another eU country

A member of your family or a 
close relative lives in another, 

non-european country
Gender

Men 49.8% 49.3%
Women 50.2% 50.7%

Age
18-34 years old 33% 41%
35-49 years old 29% 19%
50-64 years old 22% 29%

65 years old and above 16% 11%
education

10 grades/vocational school at most 43% 36%
High school/post-high school 34% 37%

Higher education 23% 27%
Occupational status

Working 48% 50%
Retired 24% 22%

Pupil/student 12% 18%
Homemaker 7% 5%

Residence environment
Urban 66% 76.4%
Rural 34% 23.6%

you have friends who are 
from other eU countries 

you have friends who are from 
other, non-eU countries 

Gender
Men 49.3% 56.4%

Women 50.7% 43.6%
Age

18-34 years old 41.2% 26.1%
35-49 years old 31.2% 32.7%
50-64 years old 17.5% 25.6%

65 years old and above 10.1% 15.6%
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education
10 grades/vocational school at most 36% 32%

High school/post-high school 37% 37%
Higher education 27% 31%

Occupational status
Working 50% 60%
Retired 17% 23%

Pupil/student 12% 5%
Homemaker 12% 5%

Residence environment
Urban 66,7% 82%
Rural 33.3% 18%

you frequently watch 
foreign feature movies 

you frequently watch foreign TV 
series

Gender
Men 51% 43.5%

Women 49% 56.5%
Age

18-34 years old 39% 35.5%
35-49 years old 24.9% 24.8%
50-64 years old 22.2% 22.1%

65 years old and above 13.9% 17.7%
education

10 grades/vocational school at most 36% 42.4%
High school/post-high school 38% 34.1%

Higher education 26% 23.4%
Occupational status

Working 49% 45%
Retired 21% 25%

Pupil/student 11% 10%
Homemaker 9% 10%

Residence environment
Urban 79% 70%
Rural 21% 30%
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you have travelled abroad 
at least once in the last year 

(tourism, work etc.)

you frequently communicate 
with people from other 

countries on the Internet or on 
the phone

Gender
Men 53% 48%

Women 47% 52%
Age

18-34 years old 43.2% 40.1%
35-49 years old 28.6% 28%
50-64 years old 19.4% 20.2%

65 years old and above 8.8% 11.7%
education

10 grades/vocational school at most 35% 33%
High school/post-high school 38% 40%

Higher education 27% 27%
Occupational status

Working 53% 47%
Retired 14% 18%

Pupil/student 14% 12%
Homemaker 9% 12%

Residence environment
Urban 70.5% 69.3%
Rural 29.5% 30.7%

you frequently watch 
TV shows of european 

channels
you enjoy eating foreign 

traditional food

Gender
Men 52% 46%

Women 48% 54%
Age

18-34 years old 36.7% 38.2%
35-49 years old 32.9% 29.3%
50-64 years old 21.8% 20.1%

65 years old and above 8.7% 12.4%
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education
10 grades/vocational school at most 36.7% 32%

High school/post-high school 34.4% 38.8%
Higher education 28.8% 29.2%

Occupational status
Working 53% 50%
Retired 21% 19%

Pupil/student 8% 10%
Homemaker 10% 12%

Residence environment
Urban 72% 76.5%
Rural 28% 23.5%

Sometimes you read 
newspapers/magazines in 

foreign languages
you enjoy reading books in their 

original foreign language

Gender
Men 52% 60%

Women 48% 40%
Age

18-34 years old 40.3% 33.7%
35-49 years old 33.3% 34.7%
50-64 years old 23% 25.2%

65 years old and above 3.4% 6.5%
education

10 grades/vocational school at most 20.8% 24%
High school/post-high school 28% 32%

Higher education 51.2% 44%
Occupational status

Working 63% 61%
Retired 5% 14%

Pupil/student 10% 9%
Homemaker 15% 10%

Residence environment
Urban 78% 72%
Rural 22% 28%
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your job requires contact with organisations/institutions/
companies or people from other countries

Gender
Men 54%

Women 46%
Age

18-34 years old 39.7%
35-49 years old 31.5%
50-64 years old 24.1%

65 years old and above 4.7%
education

10 grades/vocational school at most 27.4%
High school/post-high school 30.2%

Higher education 42.4%
Residence environment

Urban 64%
Rural 36%

Another item of analysis aimed for the 
identification of the population’s options as 
regards initiatives that might lead to a better 
mutual knowledge of Europeans. Carrying 
out the analysis separately for Bucharest 
and for the national level highlighted some 
differences in the respondents’ choices. While 

the respondents at national level consider that 
the best measure for Europeans to know each 
other better is  developing foreign languages 
in schools, for the respondents in Bucharest 
the best measure would be the development of 
educational mobility programmes for pupils, 
students and teachers. 
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Graph 9. Measures which the population consider the most appropriate for European  
people to know each other better

Moreover, other measures that respondents 
consider appropriate for a better mutual 
knowledge of Europeans are: financial support 
for the preservation of the cultural heritage and 
organising international tours with exhibitions 
or shows. these answers chosen by the 
respondents show that a part of the population 

understood the role that cultural actions may 
have in the inter-regional and interpersonal 
relations. The cultural heritage and exhibitions 
or shows are instruments to communicate 
values that transcend the differences of 
ethnicity, language or citizenship. 



263263

Preference for foreign cultural products 
depending on socio-demographic data 

Music and movies are cultural products that 
benefit by a rapid international dissemination 
and a high degree of accessibility for a large 
number of people, through media channels. 
As cultural products – outcome of national 
or foreign productions, bearing the print 
of the sociocultural context in which they 
were made12 - their consumption may show 
the population’s preferences for products 

12  It is well-known that American movies have a differ-
ent specificity compared to European movies, the Indian 
ones also differ from the rest of productions etc. 

that belong to a certain culture/society. 
These aspects made us include items about 
the movie and music consumption in our  
analysis; we aimed at identifying the  
difference in the preferences for the national 
versus foreign productions. 

The preference for foreign cultural products 
(music, in this case) decreases with ageing. 
While the respondents in the age group 18-34 
equally prefer music in Romanian and in foreign 
languages, 64% of the respondents aged 65 
and above prefer music in Romanian. 

Graph 10. Population’s preferences for music, analysis on age groups NATIONAL VERSuS 
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As regards movie watching depending on age, 
we notice that the age groups 50-64 and 65 and 
above prefer Romanian movies in high percentages, 
while the young population (aged 18-34) prefers 
American productions. Although the category of 
international movies (other than European or 
American) has recorded low percentages for all 

age groups, we notice a slight difference within 
the population aged 50-64 and 65 and above, who 
prefer these productions to a higher degree than 
youngsters. Here we can include Korean or turkish 
tV series broadcast by Romanian tV channels 
in the last 2 years, very successful among the  
elderly. 

Graph 11. Population’s preferences for movies, analysis on age groups



265265

Population’s degree of knowledge and use 
of foreign languages 

We consider that the population’s knowledge 
and use of foreign languages is an instrument 
that facilitates interaction with other countries, 
meeting people from other countries, as well as 
the consumption of foreign culture. Our analysis 
aimed to identify: what foreign languages the 

population knows, the context of their use, 
the population’s availability to learn foreign 
languages or improve their level of knowledge - 
in the case of those people who already know a 
foreign language - and what motivations would 
make them willing to learn a new language or 
improve the level of the languages they already 
know. 

Graph 12. Foreign languages known by the population 
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the most known language, both at national 
and at Bucharest level, is English, followed by 
French and German. out of the 13% of respon-
dents who know another language – at national 
level – the answers are distributed as follows: 
85% know Russian, 5% Italian, 3% Hungarian 
 and 3% Spanish. out of the 12% who know 
another language – at the level of Bucharest – 
28% know Spanish, 28% know Russian, 27% - 
Italian, 5% - Romani and 5% - Bulgarian. 

the analysis on gender shows some differen- 
ces between the national level and Bucharest 
level in terms of languages known by the popu- 
lation. At national level, the percentages are 
distributed almost equally between the two 
genders, while at the level of Bucharest male re-
spondents know English to a higher degree, while 
female respondents know French to a higher 
degree. Furthermore, Bucharest women know  
another language to a higher degree than men. 

Graph 13. Foreign languages known by the population, analysis on gender, at national level 
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Graph 14. Foreign languages known by the population, analysis on gender, at Bucharest level 

As regards the context of using foreign lan-
guages, the population uses English and French 
primarily at school/faculty and for watching 
movies, followed by the use of work and for 

communication with friends from abroad, while 
German and other languages are used mainly 
to communicate with friends from abroad. 
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Graph 15. Context of respondents’ use of the foreign languages they know

Table 9. Population’s willingness to learn foreign languages or to improve the knowledge  
level for the languages they already know

National 
level

Bucharest 
level

No, I am not willing to learn any other foreign language or to 
improve the knowledge level for the languages I already use 42% 34%

yes, I  am willing to learn new foreign languages or to improve 
the knowledge level for the languages I already use 41% 34%

No, I think I have enough knowledge of the foreign languages 
that I need 17% 12%
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Both at Bucharest and at national level, the 
respondents are mainly motivated to learn new 
foreign languages or to improve the level of the 

languages they already know by the following 
factors:

Graph 16. Respondents’ motivations to learn a foreign language

As this analysis was mainly focused on the 
motivations directly related to the foreign culture, 
we made a general socio-demographic profile of 
the respondents who stated that they were willing 
to learn a foreign language or to improve the level 
of the languages they already knew, motivated 
by: basic communication when spending their 
holiday abroad, the possibility to meet people 
from other countries, the possibility to better 
understand other cultures and the possibility 

to read books or newspapers and watch movies 
in other languages. the table below depicts the 
distribution of percentages13.

13  The coloured cells in the table represent the highest 
percentages recorded by each socio-demographic 
characteristic related to the motivations specified. 
Example of reading: out of the four motivations listed, 
the highest percentage of men would learn a foreign 
language to meet people from other countries, while 
the highest percentage of women would do it to better 
understand other cultures. 
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Table 10. Socio-demographic characteristics of respondents who are willing to learn a new language or  
improve the level of the languages they already know and their motivations (analysis at national level)

Socio-demographic 
characteristics

Motivation

To communicate at 
basic level when I 
spend my holiday 

abroad

To meet 
people 

from other 
countries 

To better 
understand 

other 
cultures

To read books or 
newspapers and 
watch movies in 
other languages

Gender
Men 49% 57.5% 48.5% 55.5%

Women 51% 42.5% 51.5% 44.5%
Age

18-34 years old 56% 64% 47% 54%
35-49 years old 29% 24% 33% 37%
50-64 years old 13% 11% 18% 7%

Residence environment
Urban 63% 64% 63% 58%
Rural 20% 18% 23% 33%

Bucharest 17% 18% 14% 9%
education

Higher education 37% 32% 43% 44%
High school/post-high 

school 43% 37% 37% 36%

10 grades / vocational 
school at most 20% 31% 20% 20%

Occupational status
Working 66% 63% 73% 77%

Pupil or student 17% 20% 12% 14%
Homemaker 7% 9% 5% 4%

Retired 5% 3% 5% 3%
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As far as the respondents’ gender is 
concerned, women  are willing to a higher 
degree to learn a foreign language in order to 
be able to communicate at basic level when 
spending their holiday abroad and to better 
understand another culture, while a higher 
percentage of men are willing to learn a foreign 
language in order to be able to meet people from 
other countries, to read books or newspapers 
and watch movies in another language. 

In terms of age, we notice that the young 
population (aged 18-34) is the most willing 
to learn a foreign language or to improve the 
knowledge level of the languages they already 
know, regardless of the reason. We notice, 
however, an increase of the percentages for the 
35-49 age-group as regards the willingness to 
be able to read books or newspapers and watch 
movies in another language. Furthermore, 
this is the motivation that records the highest 
percentages within the rural population. 

the educational profile shows that people 
with higher education are more willing to learn 
a foreign language or to improve the level of 
their knowledge in order to better understand 
other cultures, to read books or newspapers 
and to watch movies in another language. 

CoNCLUSIoNS

Romanians’ interaction with elements 
of foreign cultures takes place in 
various ways and through various 

practices and it depends on multiple 
factors, as well as on the socio-demographic 
characteristics of the population. 

 At the level of perceptions, the analysed 
population relates to the foreign culture as to 
something interesting, exotic and different 
from the national culture (and for this reason 
they refer to specific cultural symbols, customs, 
cultural products and landmarks etc.) or 
associate the foreign culture with countries 
more developed than Romania in terms of living 
standards, social, economic system – countries 
that they consider more civilised. 

the direct contact of Romanians with 
elements of foreign culture takes place, on one 
hand, at relational level – through friends and 
family members living abroad – and, on the other 
hand, at the level of foreign cultural products 
they consume – movies, music, books, tV 
shows of foreign channels etc. other manner of 
interaction between the Romanian population 
and the foreign culture are the travels abroad – 
for  vacation  or work purposes –, the culinary 
preferences for foreign traditional food or the 
interaction with people from other countries at 
work. 

The preference for consuming foreign 
cultural products decreases with ageing. 
Furthermore, the interest in foreign culture 
(from EU countries or from other non-EU 
countries), as well as the interest in directly 
meeting people from Europe record low values 
among the elderly people. The interest in foreign 
culture also varies with the development region 
to which the respondents belong. the data 

NATIONAL VERSuS 
fOREIGN CuLTuRE  

wIThIN ThE CONTExT 
Of GLOBALISATION
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show that the West, N-W and South Muntenia 
Regions show a low interest both for the 
Romanian culture and for the foreign culture, 
for the N-E, S-E, S-W oltenia and Bucharest-
Ilfov Regions the interest is higher. 

the young population shows a greater 
openness towards foreign culture. youngsters 
communicate more frequently with people 
from other countries, they have in a higher 
percentage relatives and friends who live 
in other countries or friends and close ones 
who are from other countries, they are those 
respondents who consume foreign music and 
movies, watch tV shows of foreign channels 
and read books and newspapers in other 
languages to a higher degree, they travel more 
abroad and use foreign languages more; we 
may consider foreign languages an instrument 
that may facilitate the better knowledge and 
interaction with other countries and cultures. 

the population was open to actions 
involving the development of foreign languages 
in schools, as 74% of the respondents consider 

it a good action that might help Europeans 
better know each other, while 63% consider 
that a good action in this respect would be 
the development of educational mobility 
programmes for pupils, students and teachers. 

Furthermore, as regards the use of foreign 
languages, more than half of the interviewed 
population is willing to learn a foreign language 
or to improve their knowledge level for the 
languages they already use to communicate 
when travelling abroad, and 24% are willing 
to know a foreign language in order to 
better understand other cultures. the socio-
demographic profile of the respondents willing 
to learn a foreign language or to improve the 
level of the languages they already use shows 
that women are more willing to do this in order 
to be able to communicate at basic level when 
spending their holiday abroad and to better 
understand other cultures, while men would do 
it in order to be able to meet people from other 
countries and to read books or newspapers and 
to watch movies in other languages. 
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ANNEx 1. CULtURAL CoNSUMPtIoN WItHIN tHE PUBLIC SPACE 

Table  1. Differences in philharmonics attendance, depending on age groups

18-34 years 
old

35 - 49 years 
old

50 - 64 years 
old

65 years old and 
above

Never 72.5% 79.9% 82.7% 90.4%
Rarely 21.1% 17% 13.3% 6.9%

once every 4-6 months 2.8% 1.7% 1.4% 0.9%
once every 2-3 months 2.3% 0.7% 1.1% 1.1%

Monthly 0.7% 0.2% 0.8% 0%
Weekly 0.5% 0.5% 0.5% 0.7%
TOTAL 100% 100% 100% 100%

Table  2. Differences in  opera/operetta attendance, depending on  age groups 

18-34 years 
old

35 - 49 years 
old

50 - 64 years 
old

65 years old and 
above

Never 73. 3% 81. 9% 80. 8% 90%
Rarely 20% 13. 4% 14. 6% 5. 5%

once every 4-6 months 2. 5% 3. 3% 1. 9% 2%
once every 2-3 months 1. 9% 0. 5% 1. 1% 1. 2%

Monthly 1. 5% 0. 2% 1. 1% 0. 8%
Weekly 0. 8% 0. 7% 0. 5% 0. 6%
TOTAL 100% 100% 100% 100%

Table  3. Differences in  opera/operetta attendance, depending on  education level 

10 grades/vocational 
school at most

High school/post-
high school Higher education 

Never 90. 5% 78. 2% 53. 3%
Rarely 7. 1% 16. 8% 31. 5%

once every 4-6 months 0. 7% 2. 3% 8. 9%
once every 2-3 months 0. 8% 1. 2% 2. 7%

Monthly 0. 5% 0. 9% 2. 3%
Weekly 0. 4% 0. 7% 1. 2%
TOTAL 100% 100% 100% ANNExES
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Table  4. Differences in  festival attendance, depending on age groups 

18-34 years 
old

35 - 49 years 
old

50 - 64 years 
old

65 years old and 
above

Never 35. 4% 44. 7% 62. 5% 76. 7%
Rarely 28. 6% 28. 4% 17. 5% 15. 8%

once every 4-6 months 13. 7% 12. 3% 12. 1% 6. 1%
once every 2-3 months 13. 2% 9. 7% 5. 8% 1. 5%

Monthly 5. 4% 3. 4% 1. 4% 0%
Weekly 3. 8% 1. 7% 0. 8% 0%
TOTAL 100% 100% 100% 100%

Table  5. Differences in  festival attendance depending on education level 

10 grades/vocational 
school at most

High school/post-
high school

Higher education 

Never 64,2% 45,3% 28,3%
Rarely 19,7% 28,6% 25,3%

once every 4-6 months 9,5% 9,2% 21,9%
once every 2-3 months 4,6% 10,6% 15,1%

Monthly 1,3% 4,1% 5,6%
Weekly 0,8% 2,2% 3,9%
TOTAL 100% 100% 100%

Table  6. Differences in  performance attendance,  depending on  gender and residence environment 

Men Women Rural Urban
Never 53. 3% 59% 69. 3% 46. 4%
Rarely 24. 9% 19. 1% 15. 5% 26. 7%

once every 4-6 months 9. 3% 11. 6% 8. 6% 11. 9%
once every 2-3 months 9. 4% 5. 8% 5. 1% 9. 3%

Monthly 1. 8% 3. 4% 0. 1% 4. 6%
Weekly 1. 4% 1% 1. 4% 1%
TOTAL 100% 100% 100% 100%
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Table  7. Differences in  performance attendance,  depending on  age groups 

18-34 years 
old

35 - 49 years 
old

50 - 64 years 
old

65 years old and 
above

Never 38% 48. 4% 63% 84. 7%
Rarely 24. 9% 27% 22. 3% 10. 2%

once every 4-6 months 12. 9% 14. 1% 9% 3. 9%
once every 2-3 months 15% 7. 7% 4. 4% 0. 4%

Monthly 7. 5% 0. 5% 0. 8% 0. 9%
Weekly 1. 6% 2. 3% 0. 5% 0%
TOTAL 100% 100% 100% 100%

Table  8. Differences in  museum/exhibition visiting,  depending on  gender and residence environment 

Men Women Rural Urban
Never 54. 3% 58. 9% 72. 5% 44. 8%
Rarely 23. 4% 24. 1% 16. 5% 29. 2%

once every 4-6 months 12. 4% 8. 9% 5. 9% 14. 1%
once every 2-3 months 7. 2% 3. 3% 2. 8% 6. 9%

Monthly 1. 3% 3. 2% 1. 2% 3. 1%
Weekly 1. 5% 1. 6% 1% 2%
TOTAL 100% 100% 100% 100%

Table  9. Differences in  museum/exhibition visiting,  depending on  age groups 

18-34 years 
old

35 - 49 years 
old

50 - 64 years 
old

65 years old and 
above

Never 41. 1% 52. 9% 64. 6% 74. 2%
Rarely 28. 7% 25. 9% 21% 17%

once every 4-6 months 17. 9% 10. 6% 6. 9% 4. 5%
once every 2-3 months 7. 2% 4. 9% 4. 6% 3. 2%

Monthly 2. 8% 3. 2% 2. 5% 0%
Weekly 2. 3% 2. 4% 0. 4% 1%
TOTAL 100% 100% 100% 100% ANNExES
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Table  10. Differences in  museum/exhibition visiting,  depending on  education level 

10 grades/vocational 
school at most

High school/post-
high school Higher education 

Never 72. 3% 47. 1% 22%
Rarely 15. 8% 29. 8% 39%

once every 4-6 months 7. 1% 12. 4% 19%
once every 2-3 months 3. 3% 4. 9% 12. 1%

Monthly 1% 4. 2% 3%
Weekly 0. 6% 1. 7% 4. 8%
TOTAL 100% 100% 100%
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ANNEx 2. DoMEStIC CULtURAL CoNSUMPtIoN

Graph  1. Distribution of respondents who watch movies,  depending on education level

 
Graph  2. Distribution of respondents who watch movies,  depending on residence environment ANNExES
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Graph  3. Frequency of listening to radio and music

 
Graph  4. Distribution of respondents who listen to music,  depending on education level
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Graph  5. Distribution of respondents who read books,  depending on education level

Graph  6. Distribution of respondents who prefer specialised literature, depending on education level 
ANNExES
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Table 1. table referring to the frequency of using the Internet for various activities

How often do you use the Internet, 
approximately  

(regardless of the device: 
computer, tablet, telephone etc.)?

Daily Weekly Monthly once/twice a year or 
never

1. For online games 31% 7% 11% 51%
2. For social networks (Facebook etc.) 51.8% 8.9% 5.4% 34%
2. For e-mail 42% 13% 9% 36%
3. For visiting blogs/forums 26% 15% 11% 48%
4. For reading online newspapers or 

magazines 29% 14% 9% 48%

5. For listening to radio/music 38% 15% 8% 39%
6. For downloading free music 24% 12% 12% 52%
7. For watching online movies 28% 14% 11% 47%
8. For downloading free movies 20% 10% 12% 58%
9. For watching online tV channels 11% 9% 13% 67%
10. For watching adult materials 

(erotic, pornographic) 3% 3% 6% 88%

11. For my own website/blog/ vblog 7% 6% 7% 80%
12. For information (news) 34% 13% 11% 42%
13. For watching/downloading 

materials for my hobbies 
(documentaries, articles, online 
books)

15% 10% 12% 63%

14. For downloading  online software 
and  IT applications 12% 9% 10% 69%

15. For using  online software and  It 
applications 10% 8% 11% 71%
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ANNEx 3. NAtIoNAL CULtURE AND FoREIGN CULtURE
Table 1. Bucharest respondents’ perception on non-European culture

Asian culture (Chinese, Japanese, Indian) 41,3%
American culture 27,1%
Egyptian culture 18,3%

Exotic/distinct customs/cultures 12,0%
European culture (French, Spanish, Italian etc.) 11,9%

African culture 7,2%
Amerindian civilisations 4,9%

Music 4,4%
Buddhism 3,8%

Arab / Muslim culture 3,8%
Distinct / exotic food 3,7%

Cultures more developed than the Romanian one / 
lifestyle

3,4%

South-American culture 3,2%
Religion 2,8%

traditions / customs 2,4%
theatres/museums/monuments/temples 2,1%

turkey/Istanbul 1,5%
Development/knowledge 1,1%

Garments 0,9%
Dance 0,8%

Australian / New Zealand   culture 0,7%
Romanian cultural landmarks 0,7%

Greek culture 0,7%
Others 44,2%

Nothing 1,6% ANNExES



286286

 

Graph 1. Population’s preferences for cultural goods (music), analysis at national level
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Graph 2. Population’s preferences for cultural goods (movies), analysis at national level

ANNExES



288288




