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The connections between culture and sustainability have been in the public agenda since the 20th
century. However, whilst global sustainability programmes at international institutional levels are yet
to recognise the role of culture in its sustainability policies, the bid (albeit failed) in the early 2000s
to formally add ‘culture’ to the trilogy of sustainability pillars (economic, social and environmental)
mobilised a new discourse for the reframing of cultural policy narrative, which in turn urged a
reassessment of methods of cultural management reflecting the same concerns among the sector’s
grassroots. The idea of sustainability and culture working together and their envisioned role in
future-proofing society and human development captured the imagination of cultural commentators,
policy makers and practitioners alike, keen to fulfil these principles ‘out there’; in cultural organizations
and events mega and small, in cities and regions, local and global. The papers in this Special Issue
reflect this appeal.

They also echo the semantic journeys and complexities inherent in the concepts of sustainability
and culture and their interface. The definition of sustainability as a paradigm within which to interpret
biological and social interdependencies [1] contrasts with more descriptive temporal and spatial
accounts but provides an important clue about the (eco) systemic nature of this concept and its
contingency on the ‘interdependency’ of systems’ elements, which is what might need to be ‘managed’.
The subsequent application of the term to processes of development [1] shifted the emphasis from
sustainability to sustainable development, lending a processual connotation, if not tangibility, to the
sustainability discourse. Along similar lines, the application of these concepts to business (as to
many other disciplines), acknowledged its embeddedness, in other words, its interdependencies with
society and the environment and stressed the relevance of the sustainability vision to business (and
therefore) to management, codified in the ‘triple bottom line” framework [2]. Hence, sustainable
(business) management is concerned with attaining, amongst other things, an economically, socially,
and environmentally responsible society and in doing so with engaging in and securing sustainable
development. More specifically, a system can also be seen from an internal, organizational perspective
and the resource-based perspective that is common to sustainability and management, often focusing on
the economic “pillar” and expressing a concern for economic viability, is also studied as an organizational
subset of sustainable management.

Culture is an equally complex and multifaceted term, commonly evoked as the broad and inclusive
arts and culture sector and as ways of life and collective identities. At the height of the international
debate, a decade or so ago, over the value of culture and the (perceived development) value of a
then emergent creative economy (North and South, East and West), it was a matter of time before
the cultural and sustainability policy agendas intersected. Various theories have expounded the
relationship between culture and sustainability and, similarly, sustainable development [1,3-5], though
these invariably postulate the use of culture, its manifestations or their operation, as an instrument,
as a subject of sustainability. Culture in its various expressions resonates on many levels of people’s
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everyday lives, which makes it a perfect vehicle for social and economic mobilisation [6]. Less explored
in the extant literature, however, is an-other ontology of culture within the scope of sustainability in
which culture (in any of its dimensions) is assumed to be the object—not the subject—of sustainable
practice. This applies to culture as a way of life as to cultural undertakings, a museum, an art gallery,
a film production company, which like any other concern interact with society and the environment
as producers, consumers, social and economic actors. Still, these ultimately operate in the pursuit of
their inherent cultural, prosocial mission, collectively expressing and transforming society as aesthetic
innovators, as curators of cultural memory, as community engagement cultivators, as hubs and outlets
for cultural and creative expression. On this premise, sustainable cultural management might be aptly
described in terms of the deployment of responsible management practices and policies with the goal
to fulfil these outcomes and, more generally, to sustain a thriving culture.

The concept of sustainability offers a new framework for redesigning cultural policies and
revisiting cultural management methods through a comprehensive approach that encompasses care for
the environment, develops practices for sound management of public resources and brings the concept
of social responsibility to the forefront [7]. This concept requires an innovative approach not only to the
cultural offer and the provision of services in the field of culture, but also to the formation of long-term
relations with interested parties and investments in local communities. Cultural organizations that
introduce innovations in line with the sustainable management concept must constantly improve their
management systems, processes and tools, whilst skillfully managing their relations with various
interest groups. This consequently leads to the provision of value which combines both the economic
and social aspects [8,9].

Given this, the Special Issue on Sustainable Cultural Management fulfils a considerable gap
in the literature, and attempts to illuminate this broad and tricky field in an interesting manner.
The publication consists of fifteen separate articles. The geographical variety of individual cases is one
of the greatest strengths of the publication. Individual articles deal with different aspects of sustainable
cultural management from a variety of countries, including Poland, Czech Republic, Romania, Italy,
Spain, and Taiwan, as well as China and USA. Although the structure of the publication is not a
traditional one, it finds its rationale and contributes to the aim of the overall project. The theoretical
and empirical components of the publications are well balanced and the Special Issue on Sustainable
Cultural Management provides ample and interesting new findings. Well-referenced bibliographic
resources and their own research underpin the contents of the publication.

In the first article, titled Sustainable Management of the Offer of Cultural Institutions in the
Cross-Border Market for Cultural Services—Barriers and Conditions, by using different notions of the
market, a new definition of a cross-border market for cultural services was presented. Authors based
this on the example town divided by a border—Cieszyn (Poland) and Cesky Té&sin (Czech Republic)
indicated by barriers in the town, which made it difficult for the residents to benefit from the cultural
offer that was available on the other side of the border. The results of the authors’ research proved that
despite numerous cross-border Czech—Polish projects carried out by cultural institutions, language,
information, economical, and psychological barriers limited the full implementation and application of
the concept of sustainable cultural management in the town divided by a border.

The second article written by Lukasz Wréblewski and Zdzistawa Dacko-Pikiewicz concentrates on
the problems of sustainable consumer behaviour in the market of cultural services in Central European
countries. In this article, most of the attention was devoted to the culture service, customers’ choice of
means of transport used on the way to a cultural event. In the article, it was proven that despite various
legal regulations conducive to sustainable consumption in Poland, the majority of Polish consumers of
cultural services in the analysed area of consumer behaviour still do not follow this concept.

The next article, authored by Pier Luigi Sacco, Guido Ferilli, and Giorgio Tavano Blessi presents a
new conceptual framework to analyze the evolution of the relationship between cultural production
and different forms of economic and social value creation in terms of three alternative socio-technical
regimes that have emerged over time. Authors explain how, with the emergence of the Culture 3.0
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regime characterized by novel forms of active cultural participation, the distinction between producers
and users of cultural and creative contents is increasingly blurred, new channels of social and economic
value creation through cultural participation acquire increasing importance. Authors noticed also that,
the Culture 3.0 perspective is finding space in the EU’s strategic thinking on the role of culture in future
policies. However, having to face the urgencies posed by the many economic and social criticalities of
today, there is a constant risk that the EU marginalizes in practice the role of cultural policy rather than
upgrading it to the new level, and that would be a sign that there is still a significant gap in terms of
strategic vision and conceptual awareness of the revolutionary implications of Culture 3.0.

Article four, prepared by Lukasz Wréblewski, Katarzyna Biliriska-Reformat, and Mateusz Grzesiak,
focuses on the sustainable activity of cultural service consumers of social media users. The article
presents the results of a survey that was conducted in 2018 on a group of 1021 consumers of cultural
services, who at the same time regularly used social media. The statistical analysis carried out and the
research results obtained proved that the activity of consumers of cultural institutions on the Internet,
and in particular, on social media, stimulated the brand’s awareness/associations with the brand of a
cultural institution and the perception of its quality.

The fifth article, entitled Moving Urban Sculptures towards Sustainability: The Urban Sculpture
Planning System in China, prepared by Zhe Liu, Pieter Uyttenhove, and Xin Zheng, is based on the
review of more than 100 articles, plans, and government documents, and findings obtained from
semi-structured interviews. The article argues that urban planning strategies and policies have been
conceived as strategic instruments by the Chinese municipal governments to realize sustainable
development of urban sculptures. Findings of authors are very valuable, because they would enrich
knowledge on geographic studies of public art planning through the contextualized analysis of a
Chinese urban sculpture planning system.

A further article prepared by Hailing Wang, Libiao Bai, Ning Huang, Qiang Du, and Tingting
Zhang depicts culture as a base in new kind of management from the social aspect, termed as Social
Project Culture (SPC). Authors noticed that SPC can promote sustainable development and improve
the management level and efficiency of organizations by promoting management by project application
across society. In addition, it can reduce the communication barriers in different enterprises and improve
the success rate of cooperation. For managers, SPC can reduce the management difficulties caused
by different cultures, outdated management, and changing environments. For government, it can
indirectly promote the economic development of society by prompting the prosperity of enterprises
and organizations.

Article seven, prepared by Gail Markle, focuses on an understanding, pro-environmental behavior
in the United States. The author using insights from grid-group cultural theory and cognitive sociology,
designed a mixed-methods study, which examined the factors that influenced pro-environmental
behavior among a nationally representative U.S. sample (n = 395). Qualitative results indicated that
individuals develop culturally specific environmental socio-cognitive schemas, which they use to assign
meaning to the environment and guide their environmentally significant behavior. Quantitative results
indicate cultural orientation, pro-environmental orientation, environment identity, and environmental
influence predict pro-environmental behavior. According to the opinion of the author, applying
these combined theoretical perspectives to the social problem of environmental degradation could
facilitate the development of targeted strategies for bringing about impactful behavioral change.
This study is significant because synthesizing grid-group cultural theory and cognitive sociology
enables us to better understand obstacles to the individual and collective performance of efficacious
pro-environmental behavior.

The next article, entitled Sustainable Management of Contemporary Art Galleries: A Delphi Survey
for the Spanish Art Market, written by Alicia Mateos-Ronco and Nieves Peir6 Torralba, focuses on art
galleries, which are the most influential intermediaries in the Spanish primary contemporary fine-art
market and perform a role that goes beyond the mere distribution of works of art. This paper develops
and applies a prospective methodology based on the information compiled by twenty-five experts to
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identify and evaluate the factors that determine the current situation and future outlook for Spanish
contemporary art galleries. The results show, that the survival of these organizations will depend
on their ability to adapt to the changing conditions of the economic environment; reactivating and
internationalizing demand and redirecting their business model towards sustainable management by
implementing appropriate business management models and techniques.

Article nine, titled Filmmaking and Crowdfunding: A Right Match? written by Mina Fanea-Ivanovici,
complements the other parts of the publication in an appropriate manner. In this study, the author raises
the question of identifying alternative financial resources for filmmakers in Romania. The main aim
of the article was to study Romanian filmmakers’ attitudes towards crowdfunding and its perceived
suitability for financing film projects. The author based on the results of the study, argued that
regulating crowdfunding in Romania was a desired and necessary step in its development. Such
regulation does not primarily regard the existing forms of crowdfunding in Romania—reward-based
and donation-based—which can still be used without any intervention. However, regulation would
allow the existence and operation of crowdfunding platforms in the more advanced forms of this
financing instrument: equity-based crowdfunding, lending-based crowdfunding, invoice trading and
hybrid forms.

The tenth article written by Izabela Luiza Pop, Anca Borza, Anuta Buiga, Diana Ighian, and Rita
Toader concentrates on the achieving of cultural sustainability in museums. The main aim of the paper
was to develop econometric models that explained the influence of heritage exposure; environmental
behavior; openness to the public; and effectiveness and performance in collecting, preserving, and
researching the cultural heritage. To achieve this goal authors conducted survey research in 86 Romanian
museums. The findings of the study indicated that museums’ effectiveness and performance, openness
to the public, and heritage exposure have a positive impact on cultural sustainability.

A further article prepared by Yi-De Liu, entitled Event and Sustainable Culture-Led Regeneration:
Lessons from the 2008 European Capital of Culture, Liverpool is based on long-term and multi-faceted data.
The study aimed to contribute to the debate on urban cultural policy and management by answering
two research questions: What are the key success factors for sustainable culture-led regeneration? How
can cities strike a balance between the dilemmas of culture-led regeneration? The author’s research
revealed that incorporating events in a city’s long-term regeneration trajectory, continued support and
enhancement of local cultural processes and structures, and highlighting community involvement and
development were major factors to ensuring the cultural sustainability of the event.

The next study written by Yongchun Yang, Yan Sun, and Weiwei Wang concentrates on the
research on Tibetan folk’s contemporary Tibetan cultural adaptive differences and its influencing
factors. Authors noticed that the Tibetans’ cultural adaptive strategies tended toward integration
of modern and traditional culture in the affective, behavioral, and cognitive dimensions, whose
characteristics were especially represented in the behavioral dimension. This represents a genuinely
useful enrichment of the publication and contributes to its versatile nature as it concerns both functional
and geographical aspects of the culture.

The main purpose of article thirteen written by Jan Suchacek was to analyze and evaluate cultural
and creative industries in Ostrava, the third largest city of the country that at the same time constituted
a typical representative of old industrial urban fabrics in the Czech Republic. In this article special
attention was devoted to the emerging cultural clusters that appeared to be indispensable in terms of
sustainable cultural management. The results of the author’s research indicated that the paths towards
cultural management sustainability could differ substantially from recipes, which were well-proven in
leading developed territories. The author’s analysis confirmed some developmental effects evoked by
the concentration of cultural industries and cultural clusters in Ostrava could be identified, but genuine
qualitative transformation towards a more cultural and sustainable milieu in Ostrava undoubtedly
requires more time.
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Article fourteen, titled, The Role of Marketing in Cultural Institutions in the Context of Assumptions
of Sustainable Development Concept—A Polish Case Study, prepared by Magdalena Sobociriska, was
based on literature studies and the results of empirical and quantitative research that was conducted
on a sample of 451 people managing cultural institutions in Poland. An analysis of research results
showed that consumers of culture were ranked first as recipients of targeted actions conducted by
cultural institutions. An increase in the diversity of cultural offers, including the concept of sustainable
development, emerged as a factor stimulating the development of the culture market, being closely
related to growth of the quality of cultural offer in Poland.

In the final paper, The Sustainable Development of Social Media Contents: An Analysis of
Concrete and Abstract Information on Cultural and Creative Institutions with “Artist” and “Ordinary
People” Positioning, Yulin Chen used social media content discovery technology to analyze 9529 image
posts. The results showed that for abstract themes, for example, art or design, people could be more
easily guided by information with the help of images, which stimulated positive emotions, resulting in
more actual engagement behavior, including posting and sharing.

These constructs are common threads running through (implicitly in cases) this Issue’s articles.
In this context, the papers that follow expose and interrogate a varied range of problematics and critical
questions in the relationship between sustainability and culture and how they intersect, engaging with
them at a variety of levels, from the international to the local, from culture to cultural organizations, from
policy to management. In summary, the presented Special Issue on Sustainable Cultural Management is of
pivotal importance in the field of cultural management, as it reflects both the trans-disciplinary nature
of the field, as well as the spectrum of cultural individuality caused by geographical differentiation.
The publication covers a wide selection of issues related to sustainable cultural management, which
means that it can be recommended to a varied audience. First of all, it can be recommended to
managers experienced in cultural management, where success is measured more by the degree of
mission accomplishment and the social benefits achieved rather than by profit. Another group are the
employees of cultural organizations who want to improve their knowledge about sustainable cultural
management. Our Special Issue can also be recommended to artists, researchers, students, state and
local government employees, founders and patrons of art, and all those who want to understand
the importance of sustainable cultural management. As the editors of this Special Issue, we see this
breadth of research and exploration into sustainable cultural management as its key contribution to
current perspectives in the field.

Conflicts of Interest: The authors declare no conflicts of interest.
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Abstract: The concept of sustainable management in culture has been recognised in global strategic
documents on sustainable development for more than a decade. It is also increasingly reflected
in the cultural polices of particular states, and—very importantly—cultural managers who are
responsible for shaping the cultural offer in cities are becoming more interested in this concept.
Despite the increasing attention being paid to this topic among both practitioners and theoreticians
of management, in none of these documents or other works can we find any content that is directly
related to the possibility of applying this concept in a town which, due to political turmoil, has been
divided by a national border. Hence, this gap was the direct impulse for taking up research in this field.
In the article, by using different notions of the market, our own definition of a cross-border market for
cultural services was developed, and the conditions for the functioning of this market were presented
based on the example town of Cieszyn (Poland) and Cesky Té&sin (Czech Republic). In the opinion
of the authors of the article, the development and functioning of a cross-border market for cultural
services is essential for the application of the concept of sustainable management of the cultural offer
in a town divided by a border. For the purpose of the article, a survey and individual interviews
with experts shaping the cultural offer in Cieszyn and Cesky Tésin were conducted. The results of
the research prove that despite numerous cross-border Czech—Polish projects carried out by cultural
institutions, there are still many barriers in the town, which make it difficult for the residents to
benefit from the cultural offer that is available on the other side of the border. These barriers limit the
full implementation and application of the concept of sustainable management of the cultural offer.

Keywords: sustainable management of culture; town divided by a border; cross-border market for
cultural services; cultural offer; Cieszyn—éesky Tésin

1. Introduction

The term “sustainable development” or “sustainable resource management” is attributed to Hans
Carl von Carlowitz, who used it in relation to the treatment of forests that he managed in Saxony
(Germany) in the 18th century. His main idea was to preserve the existence of the forest; he thus
formulated and implemented such concepts as the rule of cutting only as many trees as could grow in
their place in the relevant period of time. He noticed that a forest can exist without man, whereas man
cannot exist without the forest. Hence, he protected forest resources against exploitation, although it
could have brought a significant and rapid increase in income. At the same time, he harvested timber,
not only for nurturing, but also for economic reasons, in order to obtain funds for the preservation of
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the forest [1,2]. This model quickly spread in forestry across the whole of Germany, and later it was
also adopted by other countries in Western Europe. In the 21st century, this solution is successfully
implemented in the field of culture as well. In the same way that there is no man without a forest,
there is no man without culture. One cannot measure or calculate what is existential and what forms
the basis for human existence. One cannot answer the questions: “Who am I?” and “What am I
doing here?” without culture that is understood in the broadest sense of the word. An attempt at
measuring and estimating the existential value of culture is the same kind of misunderstanding as
calculating the existential value of a forest. Hence, in accordance with the concept of the sustainable
management of culture, we must finance culture in order to exist, and not in order to earn money;
otherwise, it would lead to the degradation of humanity as a society and prevent its development,
also in terms of economy.

The first global document (signed by more than 650 cities, self-governments, and organisations
from all over the world), raising the problem of sustainable management of culture, and thus
establishing the rules and obligations of cities and self-governments in the context of cultural
development was Agenda 21 from 2008 [3]. Two years later, this document was amended by
the United Cities and Local Governments (UCLG)—a global network of cities, self-governments,
and municipal associations from the 120 countries associated in the United Nations (UN)—at the
International Congress in Mexico, where the elaboration entitled Culture: Fourth Pillar of Sustainable
Development [4] was approved. This document directly indicates the relations between culture and
sustainable development. It deals with sustainable development in the context of developing a cultural
policy in which culture is treated as a driving force for development; it also mentions the promotion
of the cultural dimension in all public policies (culture as the development factor). The third of the
global documents (and so far, the last one) was the declaration entitled Placing Culture at the Heart
of Sustainable Development Policies, also known as the Hangzhou Declaration—the name derived
from the city in China where in 2013, the International Congress of United Nations Educational,
Scientific and Cultural Organization (UNESCO) devoted to links between culture and sustainable
development was held [5]. At this congress, with the participation of the global community and the
main interested parties: cultural practitioners, managers, and scientists performing research in this
field, the ways of strengthening the role of culture in the worldwide debate on sustainable development
were discussed, as well as the adoption of culture as the driving force for all development.

The three documents mentioned above did not remain as only empty records, as they quickly
found their references in the global cultural policy. This can be proved by strategies of implementing
the concept of sustainable development in the cultural context, such as the common document of
International Federations of Arts Councils and Culture Agencies (IFACCA), Coalitions for Cultural
Diversity (IFCCD), and Agenda 21 for Culture and Culture Action Europe: Culture as a Goal in
the Post-2015 Development Agenda. In this document, which is the result of cooperation between
government and self-government organisations and cultural environments in general, there is a
statement about ensuring cultural stability for the well-being of all.

Among other important strategic documents, it is also worth mentioning the work entitled
“Culture 21: Actions-Commitments on the role of culture in sustainable cities”, which through relevant
additions, supplements Agenda 21 in terms of culture, and transforms it into specific obligations and
actions [6]. At present, this document serves as an international guide and a set of specific solutions
(tools) for cities, aimed at supporting activities and cooperation between city authorities, managers of
cultural institutions, and residents. This document contains guidelines constituting a basis for building
a strategy for the development of sustainable culture, as well as the sustainable offer of cultural
institutions at a local level. One of the guidelines is the balance between the strategic goals of cultural
institutions, on the one hand, and the expectations of the recipients of the cultural offer on the other.
Unfortunately, none of the aforementioned documents contains guidelines concerning sustainable
management in culture, the sustainable management of the offer of cultural institutions in a town
divided by a border, or the development of a cross-border market for cultural services. In this area,
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there is a considerable research gap. The very lack of a definition of the cross-border market for cultural
services was a direct impulse to engage in this topic.

In addition, over the last twenty years, along the borders of member states of the European
Union, including the Polish and Czech border, the intensification of various types of activities aimed
at supporting cross-border cooperation in the field of culture can be observed [7,8]. Among other
things, these activities serve to blur the borders and divisions between the local communities, and to
shape their new quality (they should become a place of meetings, and not divisions) [9,10]. On the
Polish and Czech border, in particular in town divided by a border, such as Cieszyn-éesky Té&sin, it is
expressed in the growing number of cultural events that are being organised, and which are often
implemented as part of cross-border cultural projects co-financed from the funds of the European
Union [11,12]. Nevertheless, this situation poses new challenges for the managers of the cultural
institutions of Cieszyn and Cesky T&sin, and requires the implementation of the concept of the
sustainable management of culture and the rules of sustainable management by the offer of cultural
institutions [13]. This, however entails taking responsibility for culture, which, on the one hand,
requires an even deeper examination of the cultural offers available on both sides of the border
(its quality, its saturation with artistic content, or its availability), and on the other hand, is determined
by an in-depth analysis of the needs of both Polish and Czech addressees of this offer. Hence, one of
the main goals of the article was to find out how frequently the residents of a town divided by a
border participate in cultural events that are organised on both its sides, as well as to identify the
main barriers which make it difficult for the inhabitants to benefit from the cultural offers available
both on the Polish and the Czech side of the border. Barriers that should be overcome, along with the
implementation of the concept of sustainable management of culture were identified. The conclusions
from the research and the recommendations contained in this article may be a contribution to the
debate on the conditions for the development of a cross-border market for cultural services, or the
possibilities of the application of the concept of sustainable management in the offers of cultural
institutions in other cities (in particular, cities in the European Union), which similarly to Cieszyn and
Cesky T&sin, have been divided by a national border.

2. Materials and Methods

Before discussing the methodology used in the research on the cross-border market for cultural
services in Cieszyn and Cesky T&3in, it should be explained how the authors understand the issue
of the cross-border market for cultural services. Source literature does not mention such a term,
which may indicate a clear research gap in this area.

In attempting to define the cross-border market for cultural services, both the economic and
geographical market definitions were used, according to which the cross-border market for cultural
services was the entirety of the exchange relations between service providers that meet cultural needs
and the consumers purchasing these services in the regions of the countries sharing a common border.
In other words, it will be a collection of buyers (consumers of cultural services, mainly the local
community) and sellers (self-government and government cultural institutions, third-sector cultural
institutions and other cultural entities) who carry out transactions regarding cultural services in areas
along the border of the countries (border and cross-border regions). A geographical understanding of
the cross-border market for cultural services indicates a territory that is located on both sides of the
border (in the present case, between Poland and the Czech Republic), as a separate area with similar
purchasing and selling conditions. The classic (economic) understanding of the market reduces the
definition of the cross-border market for cultural services to the general exchange relations between
sellers, offering services that meet cultural needs and buyers, representing the demand for these
services. It includes both the subjective (who participates in the trading process) and the objective
aspect (what is the object of trade)—Figure 1.
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Figure 1. Structure of the cross-border market for cultural services.

The cross-border market for cultural services should therefore be treated as a system whose
elements form a specific structure. In this system, we can distinguish [14,15]:

(i) market entities, i.e., the sellers (cultural institutions, third-sector cultural organisations,
other cultural entities) and the buyers (consumers of cultural services, mainly the
local community);

(i) market objects, i.e., cultural services and aesthetic needs, motives for using the services of cultural
entities available on the market);

(ili) relations between market entities and objects.

In this article, the analysed field is a town which, due to political decisions made at the end of the
First World War, has been divided for a hundred years into Cieszyn (49°45'04"" N, 18°37'55"" E) on the
Polish side of the border (approx. 36,000 inhabitants) and Cesky Tésin (Czech Republic, 49°44'46'' N,
18°37'34"" E, approx. 25,000 inhabitants)—Figure 2. In 2007, both cities joined the so-called Schengen
Zone and became subject to visa-free travel without border control.
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Figure 2. The location of the border cities Czech Cieszyn (CZ)/Cieszyn (PL).

The Polish-Czech cross-border market for cultural services in these cities, functions on many
different levels. It concerns not only economically significant activities, such as the investment
“A Garden on Both Banks of the River” (co-financed from the funds of the European Union under
the European Regional Development Fund), which connects the two towns, but also flagship
events, such as the largest event in the town in terms of attendance, the Three Brothers” Festival.
However, the key to the sustainable management of cultural services in the cross-border market
for cultural services is the commitment and common responsibility for the cultural offer on the
part of self-government authorities, managers of cultural institutions, and the citizens involved
(the commitment of the latter is visible e.g., in the third-sector cultural organisations functioning in the
town). Currently, cooperation between Polish and Czech municipal authorities and the third sector is
operating on many levels. Self-government authorities and the managers of self-government cultural
institutions are involved in nearly all of the larger events that organised by representatives of the third
sector. This concerns many small initiatives as well as international events which have contributed
to the development of the Polish—Czech cross-border market for cultural services for many years.
These include, in particular, such events as the Film Festival, “Kino na Granicy” (Filmova pf¥ehlidka
Kino na hranici) or the Theatre Festival, “Bez Granic”.

The supply side of the cross-border market for the cultural services of Cieszyn and Cesky Tésin is
represented by a number of institutions whose offer is not limited to only one side of the river running
along the national border. Despite its small size, the town boasts two theatres. On the Polish side,
it is Adam Mickiewicz Theatre; on the Czech side, it is a theatre with both a Polish and Czech stage.
Interestingly, the Polish stage located in Tésinské Divadlo is financed by the Czech Marshal’s Office
without any subsidies from Polish sources. In the town as a whole, two large cultural centres are
active: Cieszyn Cultural Centre “Dom Narodowy” and Kulturni a spole¢enské stiedisko Stfelnice.
Other important cultural places include: the Municipal Library in Cieszyn, the Municipal Library
in Cesky Té&sin (Méstskd knihovna Cesky Tésin), a reading room and literary cafe Avion (Citarna a
kavarna Avion), the internationally recognised and design-oriented Cieszyn Castle, the Museum of
Cieszyn Silesia and the Cieszyn Library, which boasts a number of unique publications from the last
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five centuries. Within the Polish—Czech cross-border market for cultural services, many associations
are active. The most visible ones include: the “Olza” Association of Development and Regional
Cooperation, Cieszyn Silesia Euroregion, Polish Cultural, and the Educational Union in the Czech
Republic, the Congress of Poles in the Czech Republic, Association “Kultura na Granicy” (Culture on
the Border), Association “Clovék na hranici” (Man on the Border), Polish—-Czech-Slovak Solidarity,
and Association “Education Talent Culture”. The many privately-owned initiatives and places,
playing a more or less significant role, should also be mentioned. Such places are also important for
the development of the cross-border market for cultural services, and the sustainable management of
the cultural offer on this market. Examples of such places are: Literary Cafe “Kornel i Przyjaciele”,
Teahouse “Laja”, Club “Dziupla”, Bar “Blady Swit” (Bledy tsvit), as well as such cultural events as a
cycle of charity concerts entitled “Aktywuj Dobro”.

The main purpose of the conducted research was to determine how often the residents of the
town divided by a border participate in cultural events organised in Cieszyn and Cesky Té3in, as well
as to define the main obstacles that make it difficult for residents to benefit from the cultural offer
available abroad (in the neighbouring country). These obstacles present a challenge for the managers
of cultural institutions in the process of the sustainable management of their offer. Three research
hypotheses were adopted, according to which it is assumed that:

Hypothesis 1 (H1): The range of impact of the offer of Polish cultural institutions located in Cieszyn is limited
to the Polish side of the town.

Hypothesis 2 (H2): The range of impact of the offer of Czech cultural institutions located in Cesky Téin is
limited to the Czech side of the town.

Hypothesis 3 (H3): The main barrier that hinders the residents of both Cieszyn and Cesky Téin in making
use of the cultural offers available on the other side of the border is a lack of interest in the neighbouring
country’s culture.

In order to verify the adopted hypotheses, a survey was conducted on a group of 799 residents
of Cieszyn and Cesky Te&in—which constitutes approx. 1% of all of the inhabitants of the
town on both sides of the border. The group consisted of persons who, in 2017, participated at
least once in any cultural event organised in the town divided by a border. The survey was
carried out using the PAPI (Paper and Pen Personal Interview) and the CAWI (Computer Assisted
Web Interview) technique. The survey questionnaire was developed in both Polish and Czech.
Electronic questionnaires were made available to the residents of Cieszyn and Cesky T&in on
the following websites: https://goo.gl/forms/Gu7E23zM9uFxgVfD2 (questionnaire in Polish),
https://goo.gl/forms/eS2GwmnaMQ40k3NU2 (questionnaire in Czech). Basic information about the
conducted research is presented in Table 1.

12



Sustainability 2018, 10, 3253

Table 1. Basic information about the conducted research.

Specification Research

Research method Survey

PAPI (paper and pen personal interview)

Research technique CAWI (computer-assisted web interview)

Paper questionnaire

Research tool . . .
Electronic questionnaire

Targeted
Sample selection (residents of Cieszyn and Cesky Téin making use of the cultural offers of these
towns)

799 in total (1.31% of the total population)
Sample size Residents of Cieszyn 490 (1.36% of the population of Cieszyn)
Residents of Cesky Tésin 309 (1.24% of the population of Cesky Tésin)

Spatial extent of research Cieszyn and Cesky T&sin
Research date October 2017-January 2018

Data source: Collected by this research.

Pierre Bourdieu indicates not without reason that “the mysteries of culture have their catechumens,
their initiates, their holy men, that “discrete elite’ set apart from ordinary mortals” [16]. Although this
statement seems to be a mental shortcut, it is beyond doubt that on the territory of a divided town,
such as Cieszyn and Cesky Té&in, it is possible to find experts who, owing to their education and
functions performed in the field of broadly understood culture, have a more extensive and detailed
knowledge than other residents of the town. Therefore, in order to obtain a more complete picture
of the issues analysed in this article, complementary research was conducted using the interview
method in the form of individual in-depth interviews (IDI) with 40 experts—directors of cultural
institutions, creators, animators, and organisers of cultural events in Cieszyn (20 persons) and Cesky
Tésin (20 persons)—Table 2.

The interview questionnaire (in Polish and in Czech) contained 17 questions in total, seven of
which were short, based on association and completion, while the remaining 10 questions were open
and in-depth.

The survey was conducted among the residents of Cieszyn and Cesky Tésin between October 2017
and January 2018, while the interviews were carried out between February and June 2018. The survey
was preceded by consultations with employees of the Cultural Department of the Town Hall in
Cieszyn and Cesky Té3in. The purpose of the consultations was to check the correctness of the research
assumptions as well as to test the research tools being developed. Discussions in the relevant groups
enabled the final version of the questionnaire and guidelines for the interview to be refined, as a result
of which it was possible to start the main research. This article is limited to the presentation of selected
results of the research which were relevant for the verification of the adopted research hypotheses.

The research was part of the project entitled “Programme for the Culture of Cieszyn and Cesky
Tésin” co-financed by the European Regional Development Fund—Interreg V-A Programme Czech
Republic—Poland as part of the Micro-Projects Fund of the Cieszyn Silesia Euroregion—Tésinské
Slezsko and the state budget.

In order to obtain reliable results, an inductive method was used, i.e., the method of incomplete
numerical induction. It is inductive reasoning, the premises of which do not exhaust the entire universe
of objects to which the general principle expressed in the conclusion of the reasoning refers. Here,
the premises are specific sentences, while the conclusion is a general sentence, and each premise
follows logically from the conclusion. It is a method by which a general principle is derived from a
limited number of details [17,18].
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Table 2. Experts participating in the in-depth interviews.

No Experts on the Polish Side (Cieszyn) Experts on the Czech Side (Cesky Té3in)
1 Director of the Cieszyn Castle Director of the Youth Centre in Cesky Té&sin
2 Director of:he Cieszyn Cultural Centre “Dom Director of Albrechtova stfedni 8kola Cesky Tésin
Narodowy
. . . Director of the Association “Czfowiek na
3 Director of the Cieszyn Library Granicy” (Man on the Border) in Cesky Té3in
. S . Deputy Director, coordinator of cultural projects
4 gil::;tor of the Adam Mickiewicz Theatre in Matei'ska skola, zdkladni skola a stfedni Skola
yn Slezské diakonie
Vice-President, project manager in the Polish
5 Director of the Municipal Library in Cieszyn Youth Association in the Czech Republic—club
“Dziupla” in Cesky Tésin
6 Director of the Museum of Cieszvn Silesia Project coordinator, organisational employee of
Y Otwarte Pracownie/Oteviené Ateliéry
Director of the Festival “Viva il Canto”, Associate
v Dean for Promotion and Artistic Activities of the ~ Employee of the Literary Cafe “CAFE AVION” in
University of Silesia, Faculty of Fine Arts Cesky Tésin
in Cieszyn
Head of the Cultural Education Dep.artmen’F in Member of the Association
8 the Faculty of Ethnology and Educational Science . S
: . R P EducationTalentCulture based in in Cesky Tés$in
of the University of Silesia, Branch in Cieszyn
9 President of the Polish Cultural and Educational  Theatre director, artist of the Theatre in
Union in the Czech Republic Cesky Tésin
President of the Association “Kultura na Granicy”
10 (Culture on the Border), Director of the Film Member of the Cultural Committee of the town
Festival PL “Kino na Granicy” (Cinema on of Cesky Tésin
the Border)
1 Secretary of the Polish—-Czech-Slovak Solidarity, =~ Coordinator of the Polish-Czech projects in the
Regional Branch in Cieszyn Piida Association in Cesky TéSin
Head of the Culture, ‘.?poFts, Tourism and Non Head of the PR Department, Spokesperson of the
12 Governmental Organisation Department of the - o o
. A Muzeum Tésinska in Cesky Tésin
Poviat Starosty in Cieszyn
13 Director of the “Na Granicy” Political Coordinator of the Polish-Czech projects in the
Critique Centre Municipal Library in Cesky Tésin
14 Director of the Museum of Printing in Cieszyn /v\mm,atovrv ?f the Cultural Centre Slezanek,
Cesky Tésin
President of the Management Board of the . . > P
15 Creative Women's Club in Cieszyn Animator of the Youth Centre in Cesky Tésin
Manager of Polish-Czech projects in the Polish
16 Cultural and Educational Union in the Culture referent in the town of Cesky Té&sin
Czech Republic
17 Journalist of “Gtos”—Polish newspaper in the Director of the Project “Every Czech Reads
Czech Republic to Kids”
18 Member of the Main Board of Macierz Ziemi Director of the Association “Asociace obecne
Cieszynskiej prospésnych sluzeb” in Cesky Tésin
Treasurer of the “Rotunda” Association Coordinator of cultural projects in the Cultural
19 s UG FaTmice” 1 Cocky T
in Cieszyn Centre “Stielnice” in Cesky Tésin
20 President of the OFKA Social Cooperative Public relations manager in the town of

in Cieszyn

Cesky T&sin

Data source: Collected by this research.
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3. Results

Coming to the main part of the analysis, it must be indicated that the obtained results of the
conducted survey, due to the sampling method applied (in the survey, non-random sampling methods
were used—targeted selection), provides knowledge about the respondents’ opinions on the selected
behaviours of the residents of Cieszyn and Cesky T&sin at the Polish-Czech cross-border market for
cultural services, and not the factual state in this scope. However, it is necessary to bear in mind the
large size of the research sample, as well as the reliability and goodwill of the respondents.

One of the main issues examined was related to the frequency of benefiting from the cultural
offer. The residents of Cieszyn and Cesky T&sin were asked about how often they made use of the
cultural offers of institutions and cultural entities located in Cieszyn (on the Polish side) and Cesky
T&&in. The results with a division into residents of Cieszyn and Cesky Té3in are presented in Table 3.

Table 3. Frequency of making use of the offers of cultural institutions and entities in Cieszyn and Cesky
Tésin in 2017 by residents (in %, on average).

Residents of Cieszyn Residents of Cesky T&sin
Specification N =490 N =309
Not On 2-3 4 or Many Not On 2-3 4 or Many
Once € Times Times Once . Times Times
Cultural institutions o907 1758 648 6.67 8416 1081 284 2.19
in Cieszyn
Cultural institutions g9 (0 795 59 1.94 5113 2298  12.82 13.07

in Cesky T&sin

Data source: Collected by this research.

The data presented in Table 3 shows that the vast majority of the residents of Cieszyn (69%) had
not made use of the offer of the cultural institutions located in their town. The cultural institutions that
were visited by Polish respondents in 2017 usually included the Municipal Library in Cieszyn—21%
of respondents, the Cieszyn Castle (17%)—here, however, in the course of further in-depth research,
it turned out that the respondents first of all had in mind a walk around the Castle Hill, but not
a visit to, for example, one of the Cieszyn Castle exhibitions, as well as the “Piast” Cinema (17%).
The situation was even less optimistic regarding the inhabitants of Cesk}'f Tésin. In 2017, as many
as 84% of inhabitants did not even once use the cultural offer available on the Polish side of the
town. The remaining inhabitants of Cesky T&&in most often visited such cultural institutions on the
Polish side as: Cieszyn Castle (11%)—similarly as in the case of Poles, visiting the Cieszyn Castle
was most often in the form of a walk around the Castle Hill, “Piast” Cinema (5%), and the Municipal
Library in Cieszyn (3%), which Poles living in the Czech Republic (members of the Polish Cultural and

Educational Union in the Czech Republic) most often use (Table 4).
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Table 4. Frequency of making use of the offer of cultural institutions and entities in Cieszyn in 2017 by
residents (in %).

Cultural Institutions and Residents of Cieszyn Residents of Cesky Tésin
& e N =490 N =309
Entities in Cieszyn
Not Once 2-3 4 or Many Not Once 2-3 4 or Many
Once Times Times Once Times Times

Adam Mickiewicz Theatre ~ 29.39 4286  16.94 10.82 67.64 2233 712 291
Museum of Cieszyn Silesia ~ 66.12  27.14 449 224 7411 2039 421 1.29
Municipal Library in 4184 2429 1327 20.61 8544 906 227 324
Cieszyn
Cieszyn Cultural Centre 4837 3061 1245 8.57 7573 1489 647 291

Dom Narodowy
Song and Dance Ensemble 3 o7 g7 499 1327 9126 647 032 1.94
of the Cieszyn Region
“Piast” Cinema 3204 3102 19.80 17.14 69.90 1748  8.09 453
Cieszyn Library 7939 1612  3.06 143 8608 939 162 291
Museum of Printing in 81.02 1551 1.2 224 8447 1392 065 0.97
Cieszyn
Cieszyn Castle 3286 3224 17.76 17.14 49.19 2945 1036 11.00
Neighbourhood Cultural =g 1c 735 143 2.86 9159 518 129 1.94
and Recreation Centre
Museum of the 4th
Regiment of Podhale Rifles 5578 878 082 1.63 9547 388 032 0.32
Museum of Protestantism 89.39 7.14 1.63 1.84 95.79 3.88 0.32 0.00
Museum and Library of the g1 g/ ¢33 (49 143 9353 615 032 0.00
Brothers Hospitallers
UL Kultury 87.76 878 122 2.24 9385 421 065 1.29

Na Granicy” Political 8755 694 327 224 8835 939  1.62 0.65
Critique Centre
J.I. Paderewski State Music
School of the first and 80.61  10.61 4.49 4.29 94.82 291 1.62 0.65
second degree
University of
Silesia—Faculty of Fine 7878 1429 347 347 9353 485 097 0.65
Arts in Cieszyn
Total 6927 1758 648 6.67 8416 1081  2.84 2.19

Data source: Collected by this research.

The presented data also show that Poles living in Cieszyn very rarely visit cultural institutions
that are located on the other side of the border. The Tésin Theatre is the cultural institution in Cesky
Tésin which enjoys the greatest interest among Poles. Nearly 5% of the surveyed residents of Cieszyn
visited this institution in 2017 four or many times, 5% of the Cieszyn residents surveyed visited the
Tésin Theatre 2-3 times and 12% of them did so once. Such a result could have been expected given
the fact that the Theatre located in Cesky Téin, in addition to the Czech theatre group, features a
“Polish Stage”—a group of Polish actors putting on plays in Polish. The surveyed residents of Cesky
T&sin declared, in turn, that in Cesky T&sin they most often made use of the offer of the literary café
AVION, which is located in the immediate vicinity of the “Friendship Bridge” connecting Cieszyn with
Cesky Tasin. In 2017, Café AVION was visited four or many times by 22% of the surveyed Cesky T&sin
residents. In addition, the Municipal Library in Cesky T&sin was visited 4 or many times by 21% of
Czech respondents, and the T&sin Theatre—by 20% of the surveyed residents of Cesky Tésin (Table 5).
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Table 5. Frequency of making use of the offer of cultural institutions and entities in Cesky Tésin in 2017
by residents (in %).

Cultural Institutions and Entities Residents of Cieszyn Residents of Cesky Tésin
P PR N =490 N =309
in Cesky Tésin
Not Once 2-3 4 or Many Not Once 2-3 4 or Many
Once Times Times Once Times Times
Tésin Theatre 7816 1245  4.69 4.69 19.74 3139 28.80 20.06
Museum of the Tésin Region 9245 531 0.82 1.43 70.55 1942 647 3.56
Municipal Library in Cesky Tésin 91.43 5.51 1.63 143 4434 2362 1133 20.71
Youth Centre in Cesky Teésin 96.33 2.04 0.61 1.02 53.72  20.06 9.06 17.15
Folk group Slezan Cesky Tésin 95.31 3.06 0.41 1.22 77.67  12.62  4.85 4.85
“Central” Cinema 87.76 7.96 224 2.04 2718 35.60  20.39 16.83
Cafe AVION 7837  13.67 4.69 3.27 2848 3236 16.83 22.33
Cafe & Club DZIUPLA 85.31 9.59 3.27 1.84 79.29  12.30 3.24 5.18
Polish Cultural and Educational
Uniion in the Czech Republic 9347  4.29 0.82 1.43 87.06 647 3.56 291
KaSSs Strelnice 87.96 7.35 3.67 1.02 23.30 3592 23.62 17.15
Total 88.66 7.12 2.29 1.94 51.13 2298 12.82 13.07

Data source: Collected by this research.

Another issue which was examined was related to barriers making it difficult for the residents
to benefit from the cultural offers of Cieszyn and Cesky Tésin. In the opinion of the interviewed
experts, the main barrier hindering access to the cultural offer in the neighbouring country was the
language barrier (85%) and the lack of information about the cultural offer on the other side of the
border (80%). Despite the fact that the Polish and Czech languages belong to the same group of Slavic
languages and are very similar to each other—showing many common features (e.g., vocabulary,
grammar, and inflection), specialised vocabulary in some thematic areas (including the area of culture)
is, however, quite different in the two languages. Residents of Cieszyn and Cesky Té&in communicate
with each other using a colloquial language (a mix of Polish and Czech languages) in everyday,
simple situations (e.g., when shopping or using public and intercity transport in both cities), however,
difficulties often occur in communication when it becomes necessary to understand specialist or literary
language (e.g., technical language or the language used by artists and culture organisers). Although
the language barrier on the Polish—Czech or Polish-Slovak border is much smaller than, for example,
that on the Polish-German or the Franco-German border (where they have completely different
language groups), the people responsible for developing a sustainable cultural offers in Cieszyn and
Cesky Té&sin should not underestimate it—as shown by the results of surveys conducted among the
residents (Figure 3). The residents of both cities, not knowing the language of the neighbouring country
well, can take advantage the offers of museums, galleries, or symphonic orchestras located on both
sides of the border without any obstacles, but they may have difficulties understanding the content of
the offers of cultural institutions, such as cinemas or theatres. Therefore, common language education
is necessary to overcome this barrier. Unfortunately, such education in Cieszyn and Cesky T&3in is
incidental. Although, of course, there are primary and secondary schools in Cieszyn and Cesky Tésin
where additional extracurricular activities in the Polish and Czech are conducted, there are, however,
too few of them, and the obligatory foreign language taught at schools in both Cieszyn and Cesky
Tésin is currently English. It is also worth noting here that the language barrier is more of a hindrance
to (v:esk}'/ Tésin’s cultural offer for Poles (around 32%) than the reverse—for residents of the Czech side
of the city (around 21%). This is related to the fact that a large Polish minority lives on the Czech side,
even having its representative in the municipal authorities (one of the deputy mayors of Cesky Té&sin
declares Polish nationality and is fluent in Polish).
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Figure 3. Barriers hindering the access of residents of Cieszyn and Cesky Tésin to the cultural offer
of the neighbouring country (in %). The results do not add up to 100 because respondents could tick
more than one answer.

In addition, according to the majority of the interviewed experts (65%), an important reason for
the residents not making use of the cultural offer was the low position of culture in their hierarchy of
needs, which was directly related to a lack of proper preparation for the reception of culture. At this
point, attention was drawn to the deficiencies in the cultural education, which were provided in
primary and secondary schools both on the Polish and the Czech side. It is worth remembering
that Polish—-Czech cross-border cultural education means better preparation for participation in
culture, i.e., participation in the artistic and cultural activities of both the Polish and Czech society.
This education in both cities must first of all meet the needs of the young generation, both in terms of
form and content of the message. It can take the form of e-learning education or through the use of
suitable internet applications available for mobile devices, e.g., smartphones or tablets. In the process
of cultural education, increased emphasis should be placed on the active participation of people in
cultural events in the cross-border dimension of culture, and overcoming the stereotype of the passive
reception of culture. However, the key task of cultural education in Cieszyn and Cesky Té3in is,
above all, the development of cooperation between cultural institutions and organisations, and both
primary and secondary schools. The program of joint Polish-Czech cultural education should be
born at the “cross-border round table”, in order to jointly develop its concept, which would then be
implemented in parallel in Polish and Czech schools. It is also extremely important to increase the
scope of hobby and artistic activities in self-governmental cultural institutions and non-governmental
organisations. This will allow cultural education to combine with social integration.

The experts also indicated that the cultural offers for both Cieszyn and Cesky T&sin were very
chaotic (63%), and the residents of both the Polish and the Czech side had difficulties in finding or
understanding them. Moreover, many cultural events overlapped with one another. The problem of
common Polish-Czech promotion, or rather the lack of such promotion, was also raised (60%). It would
seem that in a town divided by a border, information placed on posters or even on the websites of
cultural institutions should be available both in Polish and in Czech. Unfortunately, an analysis of
the websites of all the self-government cultural institutions of Cieszyn and Cesky T&sin proves that
usually this is not the case [19,20]. The offer of the Polish cultural institutions does not reach the other
side of the border—similarly, the cultural institutions in Cesky Té3in do not really strive to attract the
Polish audience from Cieszyn. Moreover, barriers of a legal nature were indicated, such as the lack
of the possibility for students from the Polish side to freely attend cultural events organised on the
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Czech side, or the need to buy additional insurance for the students. Experts (40%) also highlighted
the so-called “provincial closure”—in their opinion, the residents of Cieszyn and Cesky T&3in are
simply not interested in the culture of the neighbouring country, and the cultural offer available on
the other side of the border, which is also proven by the results of the survey conducted among the
residents of Cieszyn and Cesky Tésin. However, the survey shows that the inhabitants of Cesky
Tésin are more interested in Polish culture than the inhabitants of Cieszyn are interested in Czech
culture (it probably results from the fact that in Cesky T&sin a large Polish minority is still present
and active). In addition, the residents of Cesky Tésin (16%) cross the border more often than the
residents of Cieszyn (11%) in order to benefit from the cultural offer available on the other side of the
border. In our opinion, it is worth mentioning that the organisers of the cultural life themselves are
less affected by the aforementioned “provincial closure”. In the light of other research, these persons
usually have an intrinsic awareness of their position in the structure of the local, peripheral community.
However, the word “province” does not have a negative meaning here. It is associated with a number
of advantages, and even some kind of pride in living in the periphery. The main barriers hindering
access to the cultural offer in the neighbouring country, according to the interviewed residents of
Cieszyn and Cesky Tésin, are presented in the Figure 3.

According to the respondents, the main barrier that hinders the residents of both Cieszyn and
Cesky Té&sin in making use of the cultural offer available on the other side of the border, both for Poles
and for Czechs, is a lack of time (33% and 42% of respondents respectively), which may indicate that the
cultural needs of the respondents are not among their priorities. This state of affairs (the low position
of culture in the hierarchy of needs) was indicated by 65% of the interviewed experts. For Poles,
an almost equally important barrier hindering the use of the cultural offer of Cesky Té&sin is the lack of
knowledge of the Czech language (32%), followed by the lack of information about the cultural offer
available in the neighbouring country (29%) and the lack of interest in the culture of the neighbouring
country (26%). The same barriers (although in a slightly different order) were indicated by the residents
of Cesky Té&sin in relation to the cultural offer available on the Polish side of the border (Figure 3).

Despite the indicated barriers, most of the interviewed experts (70%) stated that the cooperation
between the cultural institutions from Cieszyn and Cesky Tésin was good and enabled further
development of the Polish-Czech cross-border market for cultural services. This can also be proven by:

(i)  the important position of culture in the strategic documents of both towns, the Cieszyn county,
the Cieszyn Silesia Euroregion, and the provinces on both sides of the border [21,22],

(i) a large number of various types of entities: public, commercial, and non-governmental,
dealing with culture on both sides of the border [23,24],

(iii) the great importance of culture as an element function in other areas that are important in the
socio-economic development of the whole region (e.g., tourism) [25,26],

(iv) the multiplicity and relative durability of bilateral partnerships based on cross-border projects in
the field of culture, including, in particular, projects that are co-financed by the European Union,
which foster the strengthening of cross-border cooperation [27,28].

However, the majority of experts (65%) admitted that in order to effectively implement the concept
of the sustainable management of the offer of cultural institutions in a town divided by a border,
the cooperation between cultural institutions should be much more intense in such fields as:

(i) common cultural education,

(ii) common Polish-Czech promotion of organised cultural events,
(iii) common calendar of events,

(iv) common public transport.

The importance of the better coordination of cross-border activities was also highlighted.
At present, this coordination takes place mostly at a national level (separately on the Polish and
the Czech side), while there is a lack of coordination at the transnational, cross-border level.

19



Sustainability 2018, 10, 3253

4. Discussion

Sustainable management of the offers of Polish and Czech cultural institutions—cooperation
in the field of culture between Cieszyn and Cesky Té&sin, is one of the basic forms of cross-border
activity aimed at “blurring the borderline” on this section of the Polish—Czech border. Its aim is to
strive to strengthen the harmonious development of both twin towns and the cohesion of the entire
Cieszyn Silesia region. Thanks to joint Polish—Czech projects, cultural institutions functioning both
on the Polish and the Czech side of the town are shaping the common locality of the two towns,
not only because of the spatial closeness, but also due to the ability of social reproduction [29,30].
Many activities and events are of a cyclical nature, and some of them have a long-standing tradition.
However, the results of the conducted research show that over 84% of the surveyed residents of Cesky
Tésin have never made use of the cultural offer that is available on the Polish side of the border.
Therefore, it can be assumed that the range of impact of the Polish cultural institutions located in
Cieszyn is limited mainly to the Polish side of the borderland. Similarly, the spatial range of the impact
of cultural institutions operating in Cesky T&sn is usually limited to the Czech side of the town (89% of
the surveyed residents of Cieszyn have never benefited from the cultural offer available in Cesky
Tésin). Therefore, the hypotheses H1 and H2, assuming that the range of impact of the offer of cultural
institutions located in Cieszyn or Cesky Tésin is limited mainly to the part of the town in which they
function, proved to be true. This was also confirmed by the results of former research in Cieszyn and
Cesky Tésin, which showed that the division into Poles and Czechs is still very visible among the
residents of both towns [7,22], and therefore the Polish-Czech cross-border market for cultural services
is still at an early stage of development.

The functioning of the Polish-Czech cross-border market for cultural services in a town divided by
a border and its importance for the social environment is determined by many complementary factors.
From the perspective of cultural institutions and cultural offer management, these factors oscillate
around the balance between the identification of the cultural needs of various social groups and the
possibilities of pursuing articulated goals, which are often included in the strategic documents of the
town, or in the statutes and development strategies of cultural institutions. The entities responsible for
shaping the cultural offer include, among others, self-government and national institutions (in this case,
one should say “government” institutions). In the development of modern societies, in the system of
entities shaping the cultural environment, apart from the aforementioned organisations, the so-called
third sector organisations (often abbreviated as “NGO” for non-governmental organisations) and
private organisations have gained importance.

The fact that a national border exists, and that it cuts through the analysed town of Cieszyn-Cesky
Tésin is, in this case, a socio-political factor. This factor poses a great challenge to the managers
of cultural institutions that are responsible for shaping the cultural offers that are available for the
residents of both the Polish and the Czech side of the town. The border and the attachment to the given
nation in the described area is not illusory, although both sides belong to the European Community
and the Schengen Zone. Even if we treat this national adherence as “( ... ) an imagined political
community—and imagined as both inherently limited and sovereign” [31], the matter of this symbolic
attribution to the national community cannot be omitted in the light of these considerations.

Despite the opening of the borders and the functioning of cultural institutions, both on the Polish
and the Czech side of the town, as well as the social and cultural capital of this area, is still connected
with the history. What is more, it concerns not only contemporary history, but also that which dates
back hundreds of years. Natural migration flows and politics have played an important part in
this process. Particularly significant changes in the national composition of the population affected
the Czech side of the town. The population formerly prevailing in this area, declaring themselves
to be Poles, currently comprises only a few percent of all inhabitants. This change of composition
was caused by political reasons aimed at the marginalisation of the former inhabitants of the town.
Economic reasons related to the economic development of the town and its surroundings were also not
without importance. These changes in the population structure have a fundamental meaning for the
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sustainable management of the cultural offers and cultural institutions and the cross-border market for
cultural services. The recipients of the cultural offers of Cieszyn and Cesky T&sim look at their place of
residence from totally different perspectives. New inhabitants brought to Cesky T&sin in the second
half of the 20th century, coming from remote regions of the Czech Republic and Slovakia, are not
rooted in this area and therefore lack a basis, which constitutes human identity in a fundamental
way [32]. On the other hand, those residents who can trace their roots even back to the late Middle
Ages, by glorifying the past of their town, often fail to notice its current needs.

The past and socio-political changes largely determine the cultural offers of the cultural institutions
functioning in the town. In the described region, the Olza river, running along the national border,
forms a kind of a mental barrier, which, despite the formal dissolution of the borders, is nurtured in the
hearts of the residents on both sides of the river. Regardless of the right to cross it freely, the existence
of the border has its consequences for the self-identification of the residents and thus the functioning
of the Polish-Czech cross-border market for cultural services. At this point, it is worth indicating that
Poland and the Czech Republic are currently at a similar level of development. In the category of
competitiveness, both countries are ranked relatively high in “The Global Competitiveness Report”
for 20162017 [33]: they are listed among the 30 most competitive countries. Both nations also attach
importance to similar values, such as family and health. In addition, both Poles and Czechs have
a low level of confidence in politics. Apart from the numerous similarities that could be indicated
here, one area significantly differentiates the two nations. It is their approach to religion. According to
the findings of the “Global Index of Religiosity and Atheism”, 81% of Poles deem themselves to be
religious, compared to only 20% of Czechs. In terms of religiousness, residents of the Czech Republic,
despite their close proximity to Poland, are closer to such countries as China or Japan, which have
the highest percentage of declared atheists [34]. The matter of the approach to religion is not without
significance here, as it is one of the aspects which can influence mutual trust and the understanding
of attitudes of the residents on both sides of the border, as well as the mutual sympathy or antipathy
expressed by them. These problems may directly affect the cultural offers of cultural institutions and,
therefore, the functioning of the cross-border market for cultural services. Despite the aforementioned
differences, it is the average Pole, out of all the nations in the world, that has the greatest liking for
Czechs. On the other hand, the same rankings prove that Czechs are not as fond of Poles. However,
it is worth observing that as a national minority (and in the town of Cesk}'f Tésin, which is discussed
here, Poles constitute a significant minority), Poles are ranked very highly by Czechs.

The aforementioned conditions are only some of the problems that are present in the everyday
life of the divided town of Cieszyn and Cesky T&sin that managers of cultural institutions have
to face in their attempts at creating a cultural offer that is addressed to the residents of the both
sides of the border. However, their efforts are often misunderstood and confronted with a strong
sense of distinctness, often involving reluctance and various forms of chauvinism or xenophobia.
This reluctance may be expressed by a dismissive attitude towards the inhabitants of the “other side”,
verbal jokes, or indifference. It can also be acute in social situations, for example, in the manifestation
of dislike towards representatives of the foreign nationality in public places. However, among the
residents of both towns, the prevailing attitude is a mere lack of knowledge about the other nation.
Hence, persons and institutions involved in cultural life assume a special kind of responsibility,
where the local and national interests are often complementary, but sometimes mutually exclusive.
At the same time, although it smacks of irony, many important cultural events and institutions—which,
by definition, are supposed to connect both towns—have the word “border” in their name.

This state of affairs, in turn, makes it difficult to fully implement the concept of the sustainable
management of the offer of cultural institutions in a town divided by a border. According to the
interviewed experts, the main barriers (problems) that will have to be faced by the authorities and the
managers of cultural institutions that are willing to develop the concept of sustainable management in
culture, and to build the Polish—Czech cross-border market for cultural services, also include:
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(i) language barrier (85% of experts)—ignorance or poor knowledge of the neighbouring country’s
language is an important barrier to the full receipt of the offer of some of the neighbour’s cultural
institutions (e.g., theatre, cinema, or library),

(ii) lack of information about the cultural offer on the other side of the border (80%),

(iii) the low position of culture in the hierarchy of the needs of the residents of both Cieszyn and
Cesky T&sin (65%),

(iv) chaos in the cultural offers on both sides of the town, the overlapping dates of cultural
events (63%),

(v) lack of joint Polish-Czech promotion of the cultural offers (60%),

(vi) lack of interest by the inhabitants of both towns for the culture of the neighbouring country (40%),

(vii) difficulties in developing a cultural offer that is equally appealing to Poles and Czechs (even a very
popular theatre actor in Poland may be completely anonymous to the residents of Cesky T&sin),

(viii) economic barrier—for example, for the residents of Cesky Tésin, the cultural offer in some Polish
cultural institutions (e.g., Adam Mickiewicz Theatre in Cieszyn) is less attractive price-wise than
a similar cultural offer that is available on the Czech side of the town,

(ix) psychological barrier—in the consciousness of some residents of Cieszyn and Cesky T&sin, there is
a permanent border dividing the town into two different parts (Polish and Czech).

Therefore, hypothesis H3, assuming that the main barrier that hinders the residents of both
Cieszyn and Cesky T&$in from making use of the cultural offer that is available on the other side of the
border is a lack of interest in the cultural offer of the neighbouring country, was not confirmed.

The interviewed experts also pointed to changes in the cultural offer, which in their opinion,
could facilitate the implementation of the concept of the sustainable management of the offer of cultural
institutions in a town divided by a border, such as Cieszyn and Cesky T&sin. The vast majority of
them (75%) stated that above all, quality should be valued more than quantity, which means that the
large number of cultural events being organised (which causes chaos in the cultural offer of the town)
should be limited for the benefit of their quality. Moreover, in the experts” opinion, proper coordination
of activities performed on both sides of the town by the Polish and the Czech cultural department
in the town is necessary. According to some experts (45%), cultural departments should become
more focused on the coordination of activities performed by self-governmental cultural institutions,
and should support them in the promotion of the cultural offer on the other side of the border. In the
opinion of 55% of experts, town halls should organise panels and meetings with the participation by
all of the directors of self-governmental cultural institutions, in order to establish a schedule of cultural
events, profile the cultural offer, and determine the common “direction” and the common goals of
both a strategic and current (operational) nature. Ideally, such meetings would be organised together
with the participation of representatives of self-governmental cultural institutions located in Cesky
Tésin. At the same time, it was noticed that in a town divided by a border, such as Cieszyn and Cesk)'f
Tésin, common Polish—-Czech cultural policy is necessary. Such a cultural policy should be one that
would last longer than only one electoral period. Town authorities should clearly express what they
expect from the cultural institutions. For example, they should determine whether the cultural offer
should follow the expectations of the majority of residents and whether it should be more commercial
(closer to entertainment) or whether it should be more ambitious and filled with artistic content (which
would, however, require greater financial expenses and much more intensive cultural education than
before). In the experts’ opinion, the cultural policy in Cieszyn and Cesky Té&sin should be based on the
concept of sustainable development in culture, and the understanding that in the common culture of
Poland and the Czech Republic, there is something that could be defined as a value-creation chain.
At the same time, culture must no longer be seen from the perspective of different sectors; instead,
the potential of the cultural institutions of Cieszyn and Cesky T&sin should be treated as a capital that
significantly influences the development of other industries, such as tourism, and which stimulates the
socio-economic development of the whole region.
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5. Conclusions

The cross-border partnership of local self-governments, i.e., the City of Cieszyn and Cesky T&sin
in the field of culture, presented in the article, is innovative in nature, as it develops intersectoral
cooperation between self-governmental organisations, the third sector, or private organisations with
different competences, resources, and potentials. At the same time, successful cross-border cultural
projects in this area (e.g., the “Two Shores Garden”, the “Cinema on the Border”, the “Three Brothers
Day”) confirm that cultural problems are not limited to the sphere of public management, but are also
very important for the third sector, i.e., private entities representing the needs and expectations of
local communities. The sustainable management of the offers of cultural institutions in a city divided
by a border should lead to the gradual improvement of the offer, the professionalisation of culture
management, and an improvement of methods and techniques of human resources management for
the development of the cultural sector in both cities. Bringing these assumptions to life will lead to
an increased interest in the cultural offer, and also the offer that is available on the other side of the
border, due to the fact that it will be possible to prepare a cultural offer in the neighbour’s language
and to promote it through media that is tailored to different market segments. However, we must
remember that due to the independent conditions on the market of cultural services, a cross-border
offer (dedicated to the residents of both cities) should be available in cross-border cities, along with an
offer that is dedicated only to the city residents in which the cultural institution functions.

Sustainable management of the cultural institutions’ offer in a city divided by a border requires
very difficult changes, because they take place in a poorly measurable and strongly individualised area
of attitudes and mutual understanding. The development of mutual understanding depends to a large
extent on the scope, form, and effectiveness of intersectoral communication, which cannot be limited to
individual, semi-formal conversations, the consideration of financial matters, passing on information
about decisions taken by the offices of both cities, or arrangements for individual events. Intersectoral
consultations should exceed sectoral affiliations and address all issues that are related to local culture,
starting with its overall vision. The participation of non-governmental organisations or private cultural
entities cannot be limited here to consulting their cooperation with the local government, and therefore
only to some of the cultural issues. There is a need to work out a cross-border strategy for the
development of the cultural offer, which would exceed, on the one hand, the horizon of a single budget
year, and on the other hand—the routine of shaping local culture only by planning specific events.

In summary, analysing the research results presented here, as well as the available source
literature, one can point to the priorities for the development of cross-border cooperation in European
Union cities belonging to Schengen, which, like Cieszyn and Cesky T&3in, are divided by a border.
These priorities are:

(i)  Cross-border cooperation between self-governments, institutions, and other cultural entities in
both cities,

(ii) Shared cultural education of the inhabitants of both cities, especially for children and youth,

(iii) Development of the cross-border cultural offer and the improvement of its accessibility for various
groups of recipients,

(iv) Creating common cross-border branded products in the field of culture,

(v) Undertaking joint cross-border information and promotion activities that are carried out in a
language that is understandable to the inhabitants of both cities.

The aforementioned priorities for the development of cross-border cooperation in the field of
culture cover the key areas of activity that should be developed within the organisational and financial
capacity of all stakeholder groups who should be involved in the development of the cross-border
market for cultural services. The implementation of the indicated priorities will also enable the
sustainable management of the cultural institutions” offers in cross-border cities, which should take
place through the following activities:

23



Sustainability 2018, 10, 3253

(i)  Atvariouslevels (between the self-governments of both cities, between public cultural institutions,
non-governmental organisations, and private organisations operating in both cities),

(i) In various thematic areas (e.g., joint cultural education, joint marketing activities, joint staff
training, common bilingual cultural offers, etc.),

(iii) In the formal dimension (e.g., as official contacts between institutions) and in the informal
dimension (e.g., contacts of informal groups, non-official relations, social relations, etc.),

(iv) Through better mutual understanding (e.g., learning the language of a neighbour’s country,
regular consultative meetings),

(v) By implementing a common cross-border cultural policy (e.g., including similar cultural tasks in
the budgets of both cities, joint micro-grants for the development of cross-border cooperation
between informal groups and associations).

The presented activities are necessary to create a balanced, diversified, attractive, and diverse
cultural offer, corresponding to the authentic cultural needs of the residents of cities that share a state
border. With the current, very large, and broadly understood degree of competition in the sphere of
culture, only an extremely attractive cultural product is able to induce the public to give up other
forms of free time and dedicate it to active participation in culture. However, we should remember
that not all cultural projects should have a clearly trans-border dimension. A cross-border cultural
offer should be created if its full reception is possible for residents on both sides of the border, and if it
is potentially interesting for the inhabitants of both cities.
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Abstract: In the second decade of the 21st century, in the developed countries of Central Europe,
we can observe the transfer of free time to consumption, including the consumption of cultural
services. This change, however, has led to some disturbances in the consumption of cultural services.
Disturbances, which in particular relate to the sphere of needs, the sphere of the means of meeting
needs and, finally, the sphere of consumer behaviour; for example, in relation to transport. In this
article, most of the attention was devoted to the last category of disturbances (the sphere of consumer
behaviour) and specifically concerned the culture service customers’ choice of means of transport
to a specific cultural event. The research carried out by the authors shows that the most popular
means of transport used on the way to a symphonic concert held in Katowice is still one’s own car.
This applies to both residents of the city of Katowice, who could easily get to the concert using public
transport (bus, tram) or on foot, as well as people from outside Katowice (who, as the research shows,
very rarely use Katowice’s extensive rail network and well-developed intercity bus service). Thus,
it has been proved that despite various legal regulations conducive to sustainable consumption,
the majority of Polish consumers of cultural services in the analysed area of consumer behaviour
do not follow this concept. The article opens with a review of the literature on free time and the
sustainable consumption of cultural services. The next part of the study presents the results and
conclusions of research conducted on a group of 515 consumers of philharmonic services. The last
part of the article discusses the results obtained and indicates the existing management implications.

Keywords: sustainable consumption; cultural services; cultural institutions; philharmony; Katowice

1. Introduction

In the second decade of the 21st century, in the developed countries of Central Europe (including
Poland), we can observe a systematic shortening of working time and a reduction in the time spent
on life’s basic needs, as a result of which the amount of free time is increasing [1]. According to
Cieloch et al. [2] (p. 17), this time can be filled with activities deemed desirable and it is one of the
main paths leading to self-discovery for contemporary man. It is a special resource that serves to
meet self-fulfillment needs through activities such as: travel and sports, having a hobby, reading,
meeting friends and family, performing religious practices, volunteer work, fulfilling creative passions
or experiencing the presence of works of art, and listening to and performing music.

The transfer of free time to consumption, including the consumption of cultural services, is
fostered both by the enrichment of society in developed countries, as well as the legal regulations
introduced in them. An example of such regulations may be the trade ban covering two Sundays
of each month that has been introduced in Poland, or the 500+ programme, by which families with
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children receive additional monthly funds from the state budget, which are spent, among other
things, on meeting cultural needs. However, these changes have also led to some disturbances in the
consumption of cultural services; disturbances which may particularly relate to:

(i) The sphere of needs; balance in this sphere is disturbed when the needs felt by the consumer
are not his own needs, but are artificially created by, for example, advertising and marketing
specialists, or formed as a result of social comparisons (e.g., participation in contemporary music
concerts only because friends or neighbours are participating) [3,4];

(ii) The sphere of means to meet the needs; here, disturbances occur when the means of satisfying
the needs do not really serve to satisfy them (e.g., instead of going out with family to the theatre
or the cinema, we decide to watch another episode of the soap opera or reality show on TV).
W. Muszynski [5] said that, in the 21st century, a significant part of free time is consumed by the
use of the media (television, computers, Internet, mobile phones). These meet most of the cultural
needs of society and provide the so-called passive rest, as a result of which the consumer may
paradoxically say “I feel tired” instead of “I became tired”, which could be the effect of actively
using the offer of cultural institutions;

(ili) The sphere of consumer behavior; this imbalance arises when, from among several ways to meet
the need, the consumer chooses those that pose a greater burden to the environment (for example,
despite the fact that a short distance of two kilometres to the museum or philharmonic can be
travelled on foot or using public transport—bus, tram, subway—the consumer decides to use his
own diesel car). This seemingly insignificant choice of the means of transport implies, however,
a decision on whether we are dealing with sustainable or unsustainable consumption [6,7].

In this study, most of the attention was devoted to the last category of disturbances (the sphere of
consumer behaviour) and specifically focused on the choice of means of transport by the consumer of
cultural services on the way to a specific cultural event.

In the debate on sustainable consumption, one of the basic problems is the lack of general
agreement on the definition of sustainable consumption—it still has not been determined up to what
level consumption remains balanced and at what point it becomes unsustainable [8,9]. There is still
no agreement on strategies that would best shape sustainable consumption, especially with regard to
the sphere of cultural services [10-12]. For example, there are still no unambiguous answers to the
questions on whether to support cultural education more, raise environmental awareness, or develop
new services in the cultural sector. Therefore, various authors suggest that sustainable consumption in
the cultural sector should be treated as an umbrella term, which covers issues such as: human needs,
justice, quality of life, resource efficiency, the minimisation of waste generation, thinking in terms of
product life cycle lengths, consumer health and safety, consumer sovereignty, etc. [10,13].

This paper, however, uses the definition of sustainable consumption developed by
H. Jastrzebska-Smolaga [14], a precursor of research on sustainable consumption in Poland, according
to which the balanced consumption of cultural services means a process of using cultural services that
meet one’s needs, resulting in a better quality of life, but under two simultaneously fulfilled conditions:

(i)  The achievement of these objectives will be accompanied by a simultaneous radical reduction
in the use of natural resources and energy, the reduction of waste emissions and environmental
pollution, and discontinuation of the use of toxic materials [15];

(i) Achievement of a better quality of life for present generations will not become a hindrance to
satisfying the fulfilment of needs by future generations [14] (pp. 72-73).

By culture services, we mean the products of cultural entities being subject to exchange, which are
characterised by immateriality, impermanence, and diversity [16,17].

The implementation of sustainable consumption in the sphere of culture therefore means that the
consumers of cultural services take responsibility for making ethical purchases, using the cultural offer
in such a way as to limit the negative impact of consumption on the environment [18] (p. 551), which,
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in turn, ensures a decent life for everyone, within the limits of the Earth’s resources [19,20]. In the sphere
of culture, sustainable consumption can therefore consist of using the services of cultural institutions in
such a way as to limit the negative impact on the environment. This may be manifested, for example,
in more frequent use of public transportation on the way to a specific cultural event. Therefore,
the main purpose of this article is to determine what percentage of consumers of culture services,
attending a symphony, uses means of transport such as a city bus, tram, bike, or walking. Thanks to
this, it will be possible to recognise whether the behaviour of the surveyed consumers of cultural
services in Poland are in line with the concept of the sustainable consumption of cultural services.

2. Materials and Methods

The research conducted in Katowice (the capital of the Silesian Metropolis, the largest city in the
Silesia region in Poland) was part of a project implemented by Medialab Katowice within the Shared
Cities: Creative Momentum international platform. The project was co-funded by the European Union
as part of the Creative Europe Programme (https://www.sharedcities.eu/).

The main aim of research conducted was to determine the means of transport used by participants
in artistic events to reach the concert in Katowice. The following issues were addressed in detail:

(i) means of transport used by the inhabitants of Katowice to reach cultural events organized by the
philharmonic institutions in Katowice;

(i) means of transport used by the inhabitants of the Province of Silesia to reach cultural events
organized by the philharmonic institutions in Katowice;

(iii) means of transport used by people residing outside the Province of Silesia to reach cultural events
organized by the philharmonic institutions in Katowice.

Due to the relatively high costs, as well as the long duration, of full study (in order to be able to
obtain full information about the correlation between the place of residence of participants in artistic
events and the means of transport to the philharmonic institution, the study should be conducted
during the whole artistic season among all participants in the concerts), the method of incomplete
numerical induction was used. This is an inductive inference, the premises of which do not exhaust
the whole world of objects to which general law expressed in the conclusion of reasoning refers to.
The premises are detailed sentences here, the conclusion is a general sentence, and each premise results
logically from the conclusion. This is a method in which a general rule is derived from a limited
number of details [21,22].

The respondents included the purchasers of cultural services provided by two philharmonic
institutions in Katowice: the Polish National Radio Symphony Orchestra (NOSPR) in Katowice and
Henryk Mikotaj Gérecki Silesian Philharmonic in Katowice (SP). Both philharmonic institutions are
located in the city centre of Katowice—there is a bus stop, as well as a tram stop, in their immediate
vicinity. The distance between the two institutions from the main railway station and the main bus
station does not exceed one kilometre (Figure 1).

Quantitative research was conducted on the day of artistic events organized by the NOSPR and
the SP immediately prior to their commencement. Information on the artistic events during which
research was conducted is presented in Table 1.

For research purposes, the mini-interview method was selected, and the research tool was
comprised of interview guidelines and a registration sheet. The application of this method gives a
much better chance that the respondent will be willing to provide information (compared to the survey
method), especially nowadays, when similar questions (postal code collection) are widely used in
large shopping centres.

Research was non-exhaustive—the sample size was 525 people. A total of 10 people were excluded
from the sample because they gave the wrong postal code (the postal code given by seven people was
not recognized in the postal code system of the Polish Post), and in addition, three people arrived at
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the NOSPR concert from outside Poland (two from Germany, one from Switzerland). As a result of the

verification, a sample of 515 people was adopted.
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Figure 1. Location of the NOSPR and SP concert hall in Katowice.

Table 1. Basic information on the artistic events during which research was conducted.

Polish National Radio Symphony
Orchestra in Katowice (NOSPR)

Henryk Mikotaj Gorecki Silesian
Philharmonic in Katowice (SP)

Date 25 March 2017 (Saturday) 7 April 2017 (Friday)
Concert hour 19:30 19:00
Place of the concert ~ NOSPR main concert hall Karol Stryja main concert hall

Polish National Radio Symphony

Henryk Mikotaj Gorecki Silesian

Performer Orchestra in Katowice Philharmonic in Katowice
Conductor Alexander Humala (Belarus) Mykola Diadiura (Ukraine)
Genevieve Strosser—viola
Soloists Daniel Costello—French horn Tomasz Daroch—cello
Hannah Weisbach—oboe/English horn
7th festival of the first performances
sz?;ﬂaiiliﬁgorﬁ%?}ia Concert Master interpretations
No. 1 enty-Majoo 0la LONCerto g yward Elgar—Cello Concerto in E minor
Programme ) op. 85

PRASQUAL—Mashrabiyya. Poem of the
wandering world on oboe/English horn,

French horn and 93 musicians in 6 groups
in space

Antonin Dvorak—IX Symphony in E
minor op. 95 From the New World

Period in music

Contemporary music

Romanticism, neo-romanticism

Data source: Own elaboration.

Concert participants were asked to provide the postcode of their place of residence and the means
of transport they used to come to the concert. The researchers entered the information collected
manually into the registration sheet. The postal code, the means of transport, and the gender of
the respondent were entered in the appropriate space. Research was conducted with the consent of
the management of both philharmonic institutions (NOSPR and SP) in the place designated by the
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institution staff (an NOSPR hall and an SP hall and foyer). The most important information on the
research is shown in Table 2.

Table 2. Basic research assumptions.

Detailed List Research
Research method Mini interview
Research tool Interview guidelines, registration sheet

Intentional (participants in the concerts of the NOSPR and the

Sample selection Silesian Philharmonic in Katowice)

S . 515 people
ample size
NOSPR—285 SP (Silesian Philharmonic)—230
Spatial scope of research Katowice (NOSPR) Katowice (SP)
Date of research 25 March 2017 (Saturday) 7 April 2017 (Friday)
Place of research Hall Hall, foyer
Time of research 18:30-19:30 18:00-19:00

Data source: Own elaboration.

The application of this method allowed for collecting detailed information about the territorial
origin of the participants and how they reached the institution. An electronic database of postal codes
of the Polish Post (kody.poczta-polska.pl) was used to compile the collected material. The postcode
database allowed for a data set covering every postal area, municipality, county, and province of
the place of residence of the participant to be obtained. The information obtained can be used,
like geomarketing activities in commercial sectors, to develop the marketing communication strategy
of philharmonic institutions and build their brand. It may also be useful for the local government of
Katowice to build the image of the city, or to determine the city’s status or its metropolitan level.

3. Results

Moving on to the main part of the analysis, it should be noted that the results of the research,
due to the sampling method used, provide knowledge about the respondents” opinions concerning
the behaviour of consumers in the market of cultural services in Poland, and not the actual state in
this regard. However, we should take into account the large size of the research sample, as well as the
integrity and good will of the respondents.

The sample consisted of 277 women (53.79%) and 238 men (46.21%). These were people living
in 13 provinces. The respondents residing in the Province of Silesia represented all 19 Silesian
cities with the county rights, as well as 15 out of 17 counties in the Province of Silesia. The largest
group of respondents (453) was people living in the Province of Silesia—87.96% of all respondents.
The remaining respondents (62 people, 12.04%) gave the postcode of their place of residence outside
the Province of Silesia. Every fourth person visiting the Katowice’s philharmonic institution was an
inhabitant of Katowice (129 people, 25.05%).

Participants in artistic events organized at the Polish National Radio Symphony Orchestra in
Katowice and the Henryk Mikotaj Gérecki Silesian Philharmonic were asked about the main means of
transport they used to come to the concert. Respondents pointed to the means of transport, such as
bus, TAXI, tram, coach, car, and train; some also came to the concert on foot. One person—a Swiss
citizen—arrived at the NOSPR concert by plane. None of the respondents pointed to the bicycle as the
main means of transport that they used to come to the concert. The research results are summarized in
Tables 3—6.
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Table 3. Means of transport used to reach Katowice’s philharmonic institutions (N = 515).

Total (N = 515) Inhabitants of the Province  Inhabitants of Katowice

Means of Transport of Silesia (N = 453) (N =129)

In nos in % In nos w % In nos in %
On foot 27 5.24 27 5.96 27 20.93

Bicycle - - - - - -
TAXI 9 175 9 1.99 7 543
Tram 12 2.33 12 2.65 7 543
Bus 33 6.41 33 7.28 21 16.28

Coach 24 4.66 11 2.43 - -
Car 390 75.73 351 77.48 67 51.94

Train 20 3.88 10 221 - -
Total 515 100 453 100 129 100

Data source: Own elaboration.

Table 4. Means of transport used by visitors to the NOSPR.

Total (N = 285) Inhabitants of the Province  Inhabitants of Katowice

Means of Transport of Silesia (N = 238) (N =64)

In nos In % In nos in % In nos in %
On foot 21 7.37 21 8.82 21 32.81

Bicycle - - - - - -
TAXI 1 0.35 1 0.42 1 1.56
Tram 4 1.40 4 1.68 3 4.69
Bus 9 3.16 9 3.78 8 12.50

Coach 20 7.02 8 3.36 - -
Car 216 75.79 189 79.41 31 48.44

Train 14 491 6 2.52 - -
Total 285 100 238 100 64 100

Data source: Own elaboration.

Table 5. Means of transport used by visitors to the Silesian Philharmonic (SP).

Total (N = 230) Inhabitants of the Province  Inhabitants of Katowice

Means of Transport of Silesia (N = 215) (N =65)

In nos in % In nos w % In nos in %
On foot 6 2.61 6 2.79 6 9.23

Bicycle - - - - - -
TAXI 8 3.48 8 3.72 6 9.23
Tram 8 3.48 8 3.72 4 6.15
Bus 24 1043 24 11.16 13 20.00

Coach 4 1.74 3 1.40 - -
Car 174 75.65 162 75.35 36 55.38

Train 6 2.61 4 1.86 - -
Total 230 100 215 100 65 100

Data source: Own elaboration.

The data presented in Table 3 indicates that the car is the means of transport dominating among the
inhabitants of Katowice and the inhabitants of the Province of Silesia, and among all the people reaching
Katowice’s philharmonic institutions. Differences appear in the subsequent positions. For obvious
reasons, the inhabitants of Katowice come on foot—every fifth inhabitant of Katowice (20.93%).
Most often, the inhabitants of Katowice use public transport (bus and tram)—21.71%. Table 4 presents
the means of transport used by the participants of the concert of the Polish National Radio Symphony
Orchestra in Katowice.

The data presented in Table 4 shows that half of the participants of the NOSPR concert came to
the concert on foot (nearly 33%) or by public transport (bus—12.50%, tram—4.69%). Other people
used the car (48.44%) or taxis (1.56%). The inhabitants of the Province of Silesia definitely preferred the
car (79.41%) as the main means of transport for travelling to the concert. This is probably related to
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the availability of many free parking spaces in the immediate vicinity of the NOSPR building. Table 5
presents the means of transport used by the participants of the concert in the Silesian Philharmonic
in Katowice.

Table 6. Means of transport used by visitors to the NOSPR and SP broken down by gender.

Total (N = 515) Inhabitants of the Province  Inhabitants of Katowice

Means of Transport of Silesia (N = 453) (N =129)
Women Men (N Women (N _ Women (N Men (N =
(N=277) =238 =250  Men(N=208) TT_o 53)
On foot 5.05 5.04 5.60 5.91 18.42 22.64
Bicycle - - - - - -
TAXI 217 1.26 240 1.48 5.26 5.66
Tram 217 2.10 240 2.46 - -
Bus 6.86 5.88 7.60 6.90 17.11 15.09
Coach 5.05 4.20 2.80 1.97 - -
Car 75.81 76.47 77.20 78.82 53.95 50.94
Train 2.89 5.04 2.00 2.46 5.26 5.66
Total 100 100 100 100 100 100

Data source: Own elaboration.

The data presented in Table 5 proves the previous findings that the car is the means of transport
most often used by people coming to the concert in Katowice. Every fifth inhabitant of Katowice
surveyed came to the Friday concert by bus—this might be due to the fact that a public transport stop
is exactly opposite the main entrance to the Silesian Philharmonic.

Table 6 shows which means of transport are used by the surveyed consumers of NOSPR’s and
SP’s cultural services on the way to the concert, broken down by the gender of the respondents.

The data presented in Table 6 shows that over 75% of all respondents come to the concerts in
Katowice’s philharmonic institutions, the NOSPR and the SP, by car. The data also show that there are
no significant differences between the surveyed men and women regarding the choice of means of
transport on the way to a symphony concert. The most frequently chosen means of transport by both
men and women was their own car.

4. Discussion

The research shows that the most popular means of transport used on the way to a symphonic
concert held in Katowice is one’s own car [23]. This applies to both residents of the city of Katowice,
who could easily get to the concert using public transport (bus, tram) or on foot, as well as people from
outside Katowice (who, as the research shows, very rarely use Katowice’s extensive rail network and
well-developed intercity bus service). Considering the fact that the majority of music lovers still come
to a symphony concert by their own car (over 75%), as well as the fact that the vast majority of cars in
Poland are petrol or diesel cars and the average age of a passenger car in Poland in 2016 was 15 [24],
it is difficult to agree with the statement that the surveyed consumers of the services of philharmonic
institutions in Katowice act in accordance with the concept of sustainable consumption (at least in
the analysed area of consumer behaviour). This is also confirmed by other surveys conducted by the
authors based on a sample of 2599 consumers of cultural services in Katowice in 2017 [25]. The research
was conducted both in cultural institutions (National Polish Radio Symphony Orchestra in Katowice,
Silesian Theatre, Silesian Museum, “Szyb Wilson” Art Gallery and “Silesia Film” Institution), as well
as during numerous festivals and events organised in Katowice (Intel Extreme Masters, Interpretacje,
JazzArt Festival, Regiofun, Silesia Bazaar, Silesian Jazz Festival and Tauron Nowa Muzyka)—Table 7.
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Table 7. How the respondents travel to an event organised by a cultural institution (in %).

No. Event Pu})];::s:r_rél:lsnp)ort On Foot By Train, Bus By Bike By Car Other
1 Industriada—Szyb Wilson (N = 73) 15.10 410 - - 71.20 9.60
2 Intel Extreme Masters (N = 503) 20.10 6.80 - 0.60 37.20 35.40
3 Interpretacje (N = 95) 28.40 10.50 10.50 1.10 48.40 1.10
4 JazzArt Festival (N = 116) 17.20 21.60 - - 54.30 6.90
5 Silesian Museum (N = 382) 23.80 20.40 - 0.30 41.90 13.60
6 NOSPR (N = 203) 12.30 7.90 3.40 0.50 68.00 7.90
7 Regiofun (N = 101) 37.40 17.20 6.10 2.00 35.40 2.00
8 Silesia Bazaar (N = 75) 10.70 14.70 - 270 68.00 4.00
9 Silesia Film (N = 176) 31.80 15.30 2.80 0.60 49.40 -
10 Silesian Jazz Festival (N = 115) 13.00 9.60 7.80 - 67.80 1.70
11 Tauron Nowa Muzyka (N = 464) 13.60 24.10 - 1.90 33.20 27.20
12 Silesian Theatre (N = 296) 21.00 6.10 5.10 - 66.10 1.70
Total (N = 2599) 20.36 13.19 297 0.81 53.41 9.26

Data source: Own study based on research.

Therefore, one should consider what solutions can be put in place to improve the current situation,
so that the consumption of cultural services in Poland becomes more balanced (at least in the sphere of
consumer behaviour). According to G. Ritzer [26,27], a change in the behaviour of consumers, including
consumers of cultural services (the shift towards sustainable consumption), will not be possible without
the introduction of systemic changes. He believes that it is not realistic for consumers to solve the
problem of unsustainable consumption by only changing their individual behaviours. In order to
create patterns of the sustainable consumption of cultural services at the individual level, it will be
important to counterbalance negative trends related to consumption through appropriate systemic
solutions (for example, some Polish cities are introducing free public transport to cultural institutions,
other cities have banned diesel cars, and cultural education or education about sustainable energy
management has been introduced in schools). Similarly, E. Assadourian [28] (pp. 113-124) claims that
even those consumers of cultural services who introduce restrictions in their lives (i.e., for example,
give up going to a concert at the Philharmonic in their own car in favour of public transport) are not
able to carry out deeper changes when acting alone [29]. The only way to create a truly sustainable
civilisation is to transform social and cultural norms in such a way that sustainable consumption
and a sustainable lifestyle will become popular, universal, and attractive to follow (as is the case
in New York, for example, where manual workers, regular office workers, and managers of large
corporations use the metro). Of key importance for the implementation of sustainable consumption,
however, is the construction of its framework conditions. To this end, economic, legal, and awareness
instruments are used, as well as the building of green infrastructure, etc. It should be remembered that
consumers, despite the responsibility they must bear, paradoxically cannot be burdened with excessive
responsibility [30,31].

Making sustainable choices about the possible means of transport on the way to a symphony
concert can be made easier using so-called choice editing, i.e., institutions and the local or federal
government shape consumer choices. In shaping these choices in the area of transport, accessibility and
mobility should be taken into account [32,33]. Accessibility means easy access to cultural goods and
services, social facilities such as providing non-motorised forms of transport in urban areas (walking,
cycling, roller-skating, etc.), and if necessary, providing motorised means of transport that are more
efficient and create less pollution—in particular, the use of public transport, such as trams and electric
buses. Mobility means maximising the sense of satisfaction per unit of mobility [34]. With the lowest
possible level of mobility (meaning the actual level of consumption in the area of transport), an increase
in satisfaction is desired (Figure 2).

When writing about the sustainable consumption of cultural services, we should not, however,
forget that it takes place in three key areas. In addition to the sphere of consumer behaviour, which was
the subject of research by the original authors (in relation to transport), the sustainable consumption
of cultural services should also be considered at the level of the sphere of needs and the sphere of
the means of meeting needs. According to G. Ritzer [26,27], changing the behaviour of consumers of
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cultural services in the sphere of needs and in the sphere of the means of meeting needs will be much
more difficult than in the sphere of consumer behaviour. Such a change is very difficult for at least two
important reasons:

(i) consumption in the sphere of culture is becoming less associated with the conscious purchase
of culture services with a high level of artistic content, and is increasingly associated with
entertainment and mass culture—the proportions in this area are becoming seriously disturbed.
G. Ritzer [26,27] doubts that consumers will be willing to voluntarily give up the pleasures offered
by entertainment for more difficult and more ambitious high culture;

(i) on the other hand, a significant number of consumers of culture services experience pleasure in
consuming cultural services that provide a higher social status (Veblen’s theory of conspicuous
consumption). The result is that in their choices, people often imitate the behaviour of a class
which is at a level higher in the social stratification system. Veblen was of the opinion that people
would endure even modest private lives, just to have public symbols that they deem desirable [26]
(p. 312).

W. Muszynski [5] also draws attention to other disturbances in the sustainable consumption
of cultural services. According to him, a significant part of leisure time that could be spent on the
consumption of cultural services is, in the 21st century, consumed by the use of media (Internet,
television, computers, mobile phones). This is also confirmed by research conducted by the Public
Opinion Research Centre in Warsaw (CBOS) [1] and research in the Ariadna national panel conducted
in February 2018 [35], which show that the most popular form of spending free time in Poland is
browsing the Internet 75% and watching TV (nearly 66%). Only 9% of surveyed Poles said that
they used the services of cultural institutions in their free time. According to Borys [32], in the
second decade of the 21st century, there were many opportunities to meet cultural needs—however,
these opportunities mean that it is easy to “become lost” and start meeting “not-one’s own” needs
(i.e., it is very difficult to avoid unsustainable consumption patterns). Therefore, the sustainable
consumption of cultural services is possible under the condition that every person conducts an “honest
diagnosis of the state of their consciousness” [36] (p. 1) necessary to understand their own needs,
both basic and imposed (external, constrained needs). In the opinion of Rogall [37], the cure for such a
state of affairs should be working on one’s self-development and broadening one’s own perspective.
Shaping rational thinking (so as not to be fooled by various temptations calling for unsustainable
consumption) is an indispensable premise where, for example, in leisure time, a cultural offer that
develops and enriches (satisfies the need for self-realisation) will be selected, and if a passive activity
is selected (e.g., watching a film on TV), it will be a conscious choice.
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Figure 2. Sustainable consumption in transport—increased satisfaction with a slight increase in mobility.
Data source: Own work based on [34].

In summary, it follows from the considerations that have been presented that the key issue for the
implementation of the new paradigm of consumption in the cultural sector is the dissemination
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of a conscious and responsible consumer attitude. A conscious and responsible consumer who
makes sustainable consumer choices is a person who realises the reasons for specific behaviours
and their compliance with sustainable consumption patterns. Sustainable consumption in the cultural
sector requires the introduction of sustainable management of the development of the cultural offer.
Such a management model means, among other things, the development of public and alternative
communication (walking, biking) instead of private (car) transportation [38] (p. 39). It also means the
conscious and thoughtful selection of services from the rich cultural offer available on the market.
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Abstract: We develop a new conceptual framework to analyze the evolution of the relationship
between cultural production and different forms of economic and social value creation in terms
of three alternative socio-technical regimes that have emerged over time. We show how, with the
emergence of the Culture 3.0 regime characterized by novel forms of active cultural participation,
where the distinction between producers and users of cultural and creative contents is increasingly
blurred, new channels of social and economic value creation through cultural participation acquire
increasing importance. We characterize them through an eight-tier classification, and argue on this
basis why cultural policy is going to acquire a central role in the policy design approaches of the
future. Whether Europe will play the role of a strategic leader in this scenario in the context of future
cohesion policies is an open question.

Keywords: culture 1.0-3.0; patronage; cultural and creative industries; cultural participation; cultural
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1. Introduction

Culture-led local and regional development has been a policy and media buzz across Europe
and almost elsewhere in the world in the last two decades [1], and there is ample evidence of success
stories, as well as of instructing failures, that provides a basis for an understanding of the structural
and contextual conditions that enable (or block) culture’s capacity to generate social and economic
value [2—4]. Despite this, and especially so in moments of economic stagnation where culture is the
natural target of public budget cuts [5-8], there is a widespread perception that the role and potential
of culture in long-term competitiveness strategies is seriously under-recognized, and this is especially
true for Europe [9].

It is therefore no wonder that culture plays a marginal role in the European cohesion policy and
policy agenda [10], and that the share of public resources for cultural activities and initiatives falls
short of the share of cultural and creative sectors in the total European Union Gross Domestic Product
(GDP), despite the recognized importance of the latter [11]. Culture appeals to European policy makers
for the promotion of social cohesion, but less so as a driver of economic growth [12]. Consequently,
culture occupies a side seat in EU regional Smart Specialization Strategies [13], or becomes a tactical
tool of local consensus building [14].
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How can culture be at the same time a pillar of European identity and an important area of
economic value and jobs creation and a marginal policy target? This apparently puzzling state of
affairs is mainly the consequence of a persisting gap in the conceptualization of the role of culture in an
advanced, knowledge-based economy as is the European one nowadays. Many policymakers outside
the cultural sphere still regard the cultural sectors as a low-productivity branch of the economy, relying
upon external subsidies more than autonomously creating economic value. As a consequence of this
wrong conceptualization, cultural activities are regarded as a center of cost to be put under control,
and pleas from sector stakeholders are perceived as partisan, rent-seeking advocacy.

The issue has a major national and trans-national dimension in the European policy debate.
The relevance of successful case studies of culture-led development of cities and regions depends
on the attitudes of national policymakers rather than local ones, as the latter behave as strategic
followers [15]. Studies on the size and importance of the European cultural and creative sectors [16-18]
raise some momentary attention but fail to enable a stable focus in the EU policymaking agenda
priorities, due to the lack of a proper conceptual model of the role of culture in development processes.
The importance of building a nation-wide awareness of the policy relevance of culture has become
clear, for instance, when in 2013 a 100% cut in the cultural budget of Newcastle, one of the U.K.’s top
success cases of culture-led development [19], although not free of controversy [20], was threatened.
National newspapers covered the story [21], helping to turn the total cancellation into a, however
shocking, 50% cut. Furthermore, even in the U.K. where cultural policy manages to make the headlines
sometimes, the general trend heads toward a massive downsizing of cultural budgets [22]. In other
EU countries, the trends are even worse.

Europe is therefore at risk of lagging behind in a field that elsewhere attracts strategic and policy
attention and economic resources, such as in dynamic, Far-Eastern countries, such as South Korea,
Hong Kong, Singapore and China, or in ambitious, small Middle-Eastern countries such as Qatar and
Abu Dhabi. Also, Europe is not the incumbent leader in the global market for cultural and creative
contents, to the advantage of the United States, due to EU countries” failure to implement a joint
strategy in the field, which would be a rather formidable task in political terms due to the fact that
several EU countries have carefully developed, and consistently deploy, their own national cultural
strategies [23-26]. Currently, the bigger challengers to the USA are Japan and China, with Germany,
UK, France, and Italy all following at some distance. Future spending trends suggest a widening
gap, as the Asia-Pacific area consistently outperforms Europe in this regard [27]. As of 2017, among
the top ten countries for market size of their media industries, there were the four larger EU creative
economies (Germany, UK., France, and Italy, in this rank order), but their combined size totaled
slightly more than half of the USA market size [28]. Moreover, Japan and China as the second and third
countries for market size both vastly outperformed EU’s largest creative economy, namely Germany,
whose size amounted to slightly more than half of Japan’s or China’s. Finally, the combined market
size of the three Far-Eastern countries in the top ten (Japan, China, South Korea, in this rank order,
with Japan and China basically equivalent in size) again substantially outperformed that of the four
top European creative economies (the combined size of the former being 34% bigger than that of the
latter). Therefore, not only Europe’s combined top creative economies cannot stand the comparison
with that of the USA, but they are not even the closer geo-economic competitor, having been replaced
in this respect by the combined top Far-Eastern creative economies. Also, new global players, such as
Brazil and Canada, also made the top list (as well as South Korea itself, whose market size already
outperforms that of both Canada and Italy), signaling an ongoing globalization of the cultural and
creative arena, a trend likely to further consolidate as more emerging, densely populated countries,
such as India, Mexico, or Turkey, are increasing both their production and investment focus and their
consumption spending in the field.

This latter intuition is reinforced at the urban geographical scale (see Table 1), looking at the
top fifteen global cities for entertainment and media spending in 2009, 2014, and the projection for
2018 [29]. In the future, non-European mega-cities will likely have a growing impact on the global
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cultural and creative economy, exposing Europe to further competitive pressure. However, as it can
be clearly seen by the trends highlighted in Table 1, European cities, with the exception of London,
are already losing positions in the global ranking, with Madrid disappearing from the top fifteen in
the 2010s and Berlin and Paris steadily sliding toward the bottom of the ranking. It can be expected
that in the next decade, London could be the only European city left in the list.

Table 1. Top 15 global cities for entertainment and media spending, in billion $US. Source: [29].

2009 2014 2018

Tokyo 176~ New York 197  New York  23.6
New York 158 Tokyo 19.5 Tokyo 20.1
London 13.9 London 16.3 London 18.5
Seoul 8.6 Seoul 11.9 Seoul 13.5
Sydney 71 HongKong 9.1 HongKong 11.2
Los Angeles 6.9 Los Angeles 83  Los Angeles 9.9

Hong Kong 5.9 Sydney 8 Sydney 8.9
Chicago 4.7 Chicago 57 Singapore 6.7
Berlin 43 Singapore 54 Moscow 6.7
Singapore 41 Berlin 48 Chicago 6.5
Paris 3.8 Moscow 48 Sao Paulo 54
Moscow 3.2 Paris 44 Berlin 5.1
Toronto 3.2 Toronto 41 Toronto 5.0
Madrid 24 Sao Paulo 3.7 Paris 4.9

Sao Paulo 22 Shanghai 3.2 Shanghai 4.9

The picture that emerges therefore puts Europe under pressure in terms of its future relevance
in the global cultural and creative contents arena, and all the more if major EU countries fail to
coordinate strategically under a common EU platform. Fragmentation (and small population size)
leaves EU countries below the critical size needed to achieve a leading global player status, and this
even applies to Germany and the U.K., despite London’s role as a global media and content capital,
closely connected to its financial capital role (but with the pending uncertainty about the consequences
of Brexit [30]).

The present paper offers some preliminary reflections in this respect by introducing a new
conceptual framework for the understanding of the contribution of culture to economic and social
value creation in terms of three different socio-technical regimes that have emerged over time.
Such framework provides a basis for a rethinking of the role of cultural policies in future European
cohesion and competitiveness strategies. Our framework also helps to explain why the contribution of
culture to social and economic development tends to be overlooked by policymakers, and with what
consequences. The logical scope of our framework is in principle not confined to Europe, but reflecting
upon the European scenario is particularly useful in the light of the central role of Europe in the
development of the cultural production regimes, which are the conceptual pillars of our reasoning.

2. Three (Complementary) Socio-Technical Regimes of Value Production: From Culture 1.0 to
Culture 3.0

The misconceptions about the role of culture in the contemporary economic context can be traced
back to the persistence of obsolete conceptualizations of the relationship between cultural activity and
the generation of economic (and social) value added. To illustrate this point, we need to sketch out a
basic, inevitably crude, account of the evolution of the relationship between the two spheres.

The emergence of a structured model of relationship between cultural production and the
socio-economic context is intertwined with the construction of human relational structures and with
the development of human cognition [31]. The socially embedded nature of cultural and artistic
production in a grassroots regime has largely done without, for a long phase of human history,
the social recognition of culture as an autonomous, socially legitimized sphere of activity, even
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in already advanced socio-economies, such as those of the Ancient Empires where the arts were
flourishing, but were also mainly instrumental to the celebration of political and religious power.
Cultural production abilities had a prominent role in many spheres of the Ancient Empires social
and economic life, from court entertainment to crafts [32], but the only meaningful identity to be
recognized, celebrated, and transmitted in relation to them was that of the King itself, with the artist
remaining a humble, anonymous presence. The identity and social role of the artist are gradually
defined in classical Greece [33], and find their full-fledged formulation with the patronage model of
Imperial Rome [34].

For centuries, artistic and cultural production as a clearly identified, socially legitimized sphere
of activity has been structured by what we could call the Culture 1.0 regime, founded upon the
concept of patronage, which is at the root of the first, and most ancient, socio-technical regime of value
production through culture. Culture 1.0 is typical of a pre-industrial economy, where culture is neither
a proper economic sector, nor it is accessible to the majority of potential audiences. The provision
of culture is secured by the individual initiative of patrons. In its classical form, patronage is the
province of individuals with considerable financial possibilities and social status, who derived them
from sources other than cultural commissioning, but decided to employ some to secure to cultural
producers the material means to make a living in exchange for the enjoyment of the outcome of
creative production to be shared with their acquaintances. Patronizing culture may substantially
enhance the patron’s social image and reputation, and assume a sophisticated strategic character,
like in Middle Age and, even more, Renaissance patronage [35,36]. However, as the resources are
generated outside the cultural sphere, cultural production here lives on external subsidies, and could
not survive otherwise. In the patronage relationship, moreover, the wage of cultural producers is not
truly part of a market transaction, but rather of a symbolic, mutual exchange of gifts between the
patron and the artist [37], a practice that still survives in some cultural realms [38], and finds intriguing
developments in new, culturally-mediated social platforms [39]. However, this model can support
only a limited number of cultural producers who entirely depend upon the discretion of the patron
and limited audiences. Both production of, and access to, culture are therefore severely limited by
economic and social barriers.

With the massive social changes associated with the industrial (economic) revolution and with the
concurrent bourgeois (political) revolutions that led to the birth of the modern nation states, we witness
a widening of cultural audiences, made possible by a few concurrent circumstances [40]. First, with
the bourgeois revolutions questioning the privileges of the ruling classes, access to culture is gradually
legitimized as a universal right that is part of the very idea of citizenship [41]. Second, with the steady
improvement of the living conditions of the working classes, there is a corresponding increase in the
willingness to pay for cultural entertainment [42]. Access to cultural goods and opportunities, however,
remains limited until the outbreak of the “cultural” industrial revolution in the decades around the
turn of the 20th century, which creates the technological conditions for the full emergence of cultural
mass markets [42]. Meanwhile, the modern nation states had concurrently been developing new forms
of “public patronage,” allocating public resources to support culture and the arts for the social benefit.
Therefore, we can finally speak of cultural public policies, and of the corresponding cultural policy
models [43], which articulate public initiative in the cultural field in a variety of country-specific forms:
" “patron,” “architect,” “engineer,” “elite nurturer,” etc. [44], allowing for considerable local
diversity in terms of mission, organization, design, and effectiveness.

The current notion of cultural public policy is still rooted in the Culture 1.0 (pre-industrial) regime,
however evolved, although the debate on its role and scope in industrially advanced societies has a long,
complex history [45]. The patronizing role is no longer exclusively in the hands of single individuals
(even when they incarnate political institutions, as for Renaissance Princes or modern Kings),
but becomes a public function, although in ways and forms that are sensitive to the socio-economic
history of European nation-states [46]. Culture, however, is still economically un-productive, absorbing
resources generated in other sectors of the economy. With the “cultural” industrial revolution around

"o s

“facilitator,

41



Sustainability 2018, 10, 3923

the turn of the 20th century, however, the technological possibility of cultural mass markets becomes
real, through the introduction of modern rotary printing, photography and cinema, recorded music,
and radio broadcasting [47]. The portfolio of cultural products dramatically expands, while being
made available to much wider audiences, at increasingly affordable prices, and by means of new,
tailor-made business models and strategies [48]. The transition to the Culture 2.0 regime is now
possible, that is, the second socio-technical regime of value creation through culture finally emerges.

In the Culture 2.0 regime, audiences expand significantly, whereas cultural production is still
severely controlled by entrance barriers as the access to productive technologies is difficult and
financially expensive, such that would-be cultural producers are filtered by complex selection systems
that differ across cultural sectors. Culture 2.0 is a new form of relationship between cultural production
and the generation of economic value, dominated by the expansion of the cultural and creative
industries [49]. Unlike Culture 1.0, in Culture 2.0 there are cultural and creative activities that produce
economic value and become profitable, but they are a branch of a specific, minor sector of the economy
if compared to the main manufacturing ones: the entertainment industry.

The idea of cultural mass production that became possible in the Culture 2.0 regime was far
from universally welcomed in Europe [50], as it represented a direct challenge to the existing systems
of control of cultural production, and of legitimization by the gatekeepers of publicly patronized
resources [51]. From the European perspective of the time, cultural mass production could be regarded
as a tool of mass manipulation [52]. However, in the USA, such concerns were less relevant due to the
lack of an idealized, anti-commercial notion of culture nurtured by centuries of patronage and strategic
gatekeeping by cultural elites. Quite to the contrary, the need to build up a compelling national
narrative for the new global power found in the nascent cultural industry the ideal platform [53].
The enthusiastic adoption of the cultural industry in its heroic phase in the USA marks a departure
from European culture, its intimidating highbrow rituals, and its defense of a paternalistic, publicly
funded and monitored governance of cultural production.

The undisputed leadership of the USA on the cultural industry of the 20th century is a consequence
of this crucial passage: the demise of market-oriented cultural production in Europe [54], despite
that most of the technological innovations behind the cultural industry revolution were developed
there, and despite its so far undisputed global leadership in the cultural sphere (a consequence of
the 19th century colonial rule). The uncontested development of a mass-oriented cultural industry
in the USA enabled the latter to seize the opportunity set forth by the rapid global growth of mass
cultural markets, and to transform Europe itself in an export market for its own cultural content [55].
In Europe, cultural and creative industries flourished in all major fields—publishing, music, cinema,
radio-television, design, fashion, and communication—but their relationship with the non-industrial
fields of the cultural core [56], the ones that identify more with the European cultural tradition (visual
arts, performing arts, and heritage) remained problematic. Moreover, the success parameters for
European cultural industry are less directly identified with market performance with respect to the
USA: gatekeepers approval and cultural stigma still play a major role, and for cultural producers
“excessive” market success and recognition may be regarded by peers as a sign of capitulation of
artistic excellence to the lure of “commercial” culture.

Only recently has Europe fully acknowledged the developmental potential of the cultural and
creative industry [57], but the gap opened by decades of cautious suspicion as opposed to the pervasive
U.S. control of the global market through decades of consistent strategies and investments cannot
realistically be closed [58]. This recent (re-)discovery of the economic potential of cultural and creative
industries in Europe, with creative industries gaining central importance for their connection to the
tradition of historical European manufacture, may be seen as a mature development of the Culture 2.0
regime [59]. Public policies now increasingly focus upon audience development, but also upon
entrepreneurial development in the cultural and creative sectors, due to a growing recognition of their
economic impact [60]. However, Europe now faces the risk of overreaction from late adoption,
excessively focusing upon the profitability of single sectors, and concentrating support toward
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the best-performing production segments only, threatening the viability of the whole industry by
disregarding the complex ecological relationships that tie the sectors together [61].

Designing appropriate policies for the cultural industries is a particularly difficult task in view
of their specificities, and of the peculiarities of their entrepreneurial cultures, that in Europe have
developed relatively late, and with difficulty [62]. To understand the industrial organization logic of
cultural and creative sectors, standard economizing models of profit maximizing and instrumental
rationality are partially misleading [63]. In the cultural and creative sphere, expressive rationality,
intrinsic motivation, and social exchange are essential aspects, often leading to forms of interaction
that are not mediated by markets [64]. Moreover, the global financial crisis, that since 2008 has
severely hit Europe, has negatively influenced Europe’s capacity to support its cultural and creative
industries at the scale that would be required by global competition [65], and especially so in view
of the huge investments carried out by emerging global leaders such as China [66]. If this can be
seen as a limitation, it also paved the way to new forms of experimentation in cultural production,
that rather than pushing the industrial dimension, have focused upon community involvement and
upon bottom-up participation. This turn reflects the emergence of a yet another regime of cultural
production where Europe can play a true leadership role if it is ready enough to acknowledge its
potential and to embrace it consistently: despite the short-lived history of Culture 2.0, a new wave of
social and technological innovation is already mounting and preparing the emergence of yet another
socio-technical regime of value creation that we call Culture 3.0 and which is still in its early stage.

Culture 3.0 is characterized by a wave of social and technical innovations that, unlike Culture 2.0
at the turn of the 20th century, is no longer focused upon expanding the demand (audience) side,
but is driven by a structural transformation of the production side. The technologies behind the birth
of the cultural industry (radio, television, cinema, photography, recorded music, industrial printing)
are all centered upon the massive, and cheap, reproduction of content. They make access to cultural
content easier and affordable. The new wave of innovation, instead, is making the production of
content easy and affordable [67]. Today, digital gear for professional treatment of text, still and moving
images, sound, and multimedia is available to everyone, easy to learn, cheap, and undemanding in
terms of physical equipment, something that would have been unthinkable two decades ago [68].
Thus, if the Culture 2.0 “revolution” has been characterized by an explosion of the size of cultural
markets, the Culture 3.0 “revolution” is characterized by the explosion of the pool of producers,
making it increasingly difficult to draw a meaningful distinction between cultural producers and
users themselves [69]. Producers and users are now interchanging roles in a spectrum of possibilities
where access to contents produced by others, and circulation of own content to others, are naturally
juxtaposed and generally occur through the same platforms [70].

In this new scenario, the role of cultural markets as distributional channels is challenged by the
diffusion and expansion of digital platforms where communities of practice self-organize around
production and sharing of content, and where members interact through non-market-mediated
exchanges, a new possibility in-built in the architecture of digital online platforms, which still
leaves ample space for free appropriation by profit-oriented platform providers [71]. The hallmark of
the Culture 3.0 regime is the transformation of audiences (the target reference of cultural industry)
into practitioners (with its consequently entangled notion of authorship and intellectual property).
Access to cultural content loses its traditional passive, appreciative character and becomes a form of
creative appropriation by users [72]. Access stimulates individuals to acquire skills to appropriate and
manipulate cultural contents in personal ways [73]. Rather than just listening to stories, there is an urge
to participate in the narration, to negotiate the unfolding of the story, and likewise for any other form of
cultural production. Also, cultural content production and dissemination becomes socially pervasive
and ceases to be confined in the entertainment sphere, to become part of the texture of everyday life,
as reflected by consumption practices [74]. It is also important to stress how the notion of participation
implied by Culture 3.0 cannot be subsumed into the more familiar notion of prosumerism [75], where
bottom-up production of content tends to be market-mediated, whereas in Culture 3.0 the mediation
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of the market is not an essential element of participation. For this reason, prosumerism is more typical
of an advanced stage of the Culture 2.0 regime than of the Culture 3.0 one [76,77]. However, in this
transitional phase in which mature Culture 2.0 forms and early Culture 3.0 ones coexist and interact,
it is not uncommon to observe hybrid situations in which elements of prosumerism and of active
cultural participation mingle in a variety of ways [73,78]. In fact, the notion of prosumerism has
also been used, in the absence of a full-fledged alternative paradigm, to categorize what would more
properly be seen as a form of plain active cultural participation [79].

Culture 3.0 irreversibly transforms what previously was a separate macro-sector of the economy,
the cultural and creative industry, into a web of layered, pervasive structural relations among all
sectors of the economy and society. Its understanding requires a sophisticated, systemic representation
of the structural interdependencies between the cultural and creative fields, which are already
mutually interdependent, and the other spheres. This change of perspective has especially important
consequences for a strategically effective approach to policy design.

3. The Strategic Importance of Active Cultural Participation

A signal of a widely-felt need to expand the traditional Culture 2.0 focus on the sectorial growth of
cultural and creative industries in new directions is the increasing attention paid to the effects of cultural
and creative production in terms of positive creative spillovers toward other sectors [80]. Arguments
about the spillover effects of culture and creativity have been so far rather un-systematic, without
a well-defined conceptual background, often failing to make a convincing case for policymakers.
Reasoning in terms of the Culture 2.0-3.0 transition may help elucidating why and how cultural
spillovers matter for the general economy.

The key point is shifting the focus from the economic outcomes of cultural activity to the behaviors
that cause them. To understand the effects of culture outside of the cultural sphere, we should
consider how cultural access changes the behavior of individuals and groups [81], fostering active
cultural participation, the cornerstone of the Culture 3.0 regime. The active character of cultural
participation goes beyond the passive absorption of cultural stimuli, motivating individuals to make
use of their skills to contribute to the process: not simply hearing music, but playing; not simply
reading texts, but writing, and so on. By doing so, individuals challenge themselves to expand
their capacity of expression, to re-negotiate their expectations and beliefs, to reshape their own
social identity. We can consider this behavioral dynamic as a knowledge-intensive form of the
capability building process highlighted by Amartya Sen [82], supplemented by research insights on
the vocational socio-psychological dimension of learning [83]. Clearly, capability building is already
enabled, and significantly so, in the passive cultural access mode that is typical of Culture 1.0 and 2.0,
but the active component added by Culture 3.0 makes it more deeply ingrained into individual
motivational systems and social attitudes, and helps re-contextualize the importance of cultural access
beyond the leisure-entertainment sphere, as a pillar of everyday practices in all areas of human activity.
As already emphasized, capability building and skills acquisition is not merely an individual activity,
but a highly social one, and crucially depends upon the social environment [84]. Moreover, in social
contexts marked by strong social incentives toward active cultural participation, individuals are more
likely to be interested in active socio-political participation, and vice versa.

The Culture 3.0 regime also entails an alternative approach to the financial sustainability of
cultural production and participation. Whereas in Culture 1.0, such sustainability is ensured by the
patron’s provision, be it in terms of personal funds or of public resources, such as in the case of
public patronage, and whereas in Culture 2.0 it is rather ensured by the spending capacity of the
audience that purchases cultural and creative products on the market, in Culture 3.0, we witness the
emergence of new forms of financing that leverage upon the community structure itself, as in the case
of crowdfunding schemes [85-87]. One should not, however, consider crowdfunding in its currently
explored forms as the final and characteristic forms of financial sustainability of the Culture 3.0 regime,
as it is likely that this and other forms will further develop in the near future. The Culture 3.0 regime is
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in its early phase, and therefore we need to eschew the temptation of crystallizing its current features
as mature expressions of such a regime. The next few years will certainly provide rich material for
further analysis and conceptualization in this vein as well as in many others.

One thing that can be stated with confidence, however, is the increasing future emphasis on active
cultural participation in its many forms and meanings. Through active participation, individuals are
not simply exposed to cultural experiences, but are encouraged to explore and customize the rules
that generate them; they learn to experiment with the “source code” that is behind the generation
of cultural meaning. Active participation, on the other hand, fosters interest and curiosity toward
exploring cultural expressions from others: a classical virtuous social circle of capability building,
human development, and social cohesion. In the Culture 3.0 context, individuals organize their cultural
interests as intermittent runs of expression and reception, i.e., moments in which they are active and
“transmitting” and moments in which they are passive and “receiving,” as equally necessary aspects
of cultural participation. The acquisition of cultural skills motivates them to develop capacity for
expression, raises the level of attention, critical filters toward received contents, prompts further
willingness to transmit new contents, and so on, paving the way to new forms of open innovation and
co-creation [88], to more constructive uses of social media platforms [89], to new knowledge-intensive
and experience-intensive socio-economic practices [90], etc., a social efflorescence of which we are
currently witnessing just the early developmental steps.

Some of the positive systemic effects of cultural access can also be generated within a traditional
mode of passive reception, e.g., within the passive audience mode, but by confining ourselves into this
(obsolete) perspective, we are unable to appreciate the ongoing process, but only some details. There
are at least eight different areas where cultural participation can cause significant macroeconomic
effects that are not limited to the direct economic impact of the cultural and creative industries on
GDP and jobs, and which can benefit in turn from strategic complementarities with the cultural and
creative sectors. We briefly survey them in the next section. As we will see, they provide the basis for
an innovative rethinking of the aims and scope of cultural policies in a Culture 3.0 regime.

On the other hand, not all forms of cultural access have an unambiguously positive effect.
There is ample evidence that digitally-mediated access to content can be a source of a vast range
of pathologies and behavioral disorders, such as internet addiction [91], sedentary behaviors and
obesity associated to excessive screen time [92], sleep [93] and attention [94] disorders, depression and
social phobia [95], and so on. Likewise, digital access and participation have caused the emergence
of a whole range of new social issues or of the amplification of old issues at a new, unprecedented
scale. Examples abound, such as fake news and news manipulation and the consequent crisis of
social “objectivity” [96], online bullying and shaming of people with different opinions and views [97],
and the diffusion of pseudoscience [98] and conspiracy [99] theories. Digital media are clearly not the
only ones that can provoke such negative effects, as shown, for instance, by the large literature on
TV-related disturbances [100,101]. Equally serious concerns might be raised by future digital platforms
and environments such as immersive virtual and augmented reality and/or artificial intelligence. As a
matter of fact, however, all new cultural media have raised concerns and sparked fears at the time
of their introduction and diffusion. What is needed is a balanced assessment of the potential and
threats, and a careful design, testing and implementation of targeted therapeutic approaches [102] and
capability building strategies [103], in the context of a comprehensive public health strategy to prevent
and minimize negative effects and to enable people and communities to successfully adapt to the new
scenario. This is what the human kind has always done when facing challenging environments [104],
and adaptation to increasingly complex digital environments is no exception in this regard.

4. The Power of Cultural Participation: A 8-Tiers Approach

A detailed discussion of the theoretical foundations of the structural interdependencies that
we present in this section is outside the scope of the present paper, which aims at sketching a first,
raw picture of the social and economic impacts of cultural participation as the key driver of the Culture
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3.0 socio-technical regime of value creation. The reader will find more detailed accounts, analysis,
and data in the provided references. The eight tiers that we present and discuss in this paper have
been chosen as the ones for which research activity, policy design and practice (or at least conceptual
development) are significant enough to warrant their inclusion in a first list of areas of interest to assess
the potential social and economic impacts of cultural participation. The list is by no means exhaustive
and it is possible that further areas will add up in the future. For this reason, one should regard this
analysis as a first exploration.

Thinking of the spillover effects of culture, a first area which has been the object of exploration is
innovation, not simply within the cultural and creative sectors, but in the economy as a whole [105],
and there is an interesting literature that sheds some light upon this important functional link [106].
Here, the effect of active cultural participation may be especially appreciated. Direct involvement in,
and active experience of the rules of, creative content production enables individuals to learn how
innovative meanings and practices can be constructed, and how they can challenge and de-structure
previous beliefs, prejudices, and attitudes [107]. The more such activity is socially pervasive, the more
the socio-cognitive effects of cultural participation upon attitudes toward innovation and change
become relevant and visible. As argued by Phelps [108], massive bottom-up capability building is the
most effective route to the creation of an innovation-driven economy and society. As innovativeness
has not simply to do with research and development (R&D) labs distilling new ideas, but with
the deployment of effective social transmission, translation, and implementation of new ideas into
business practices through the cooperation of a myriad of social and economic actors (one may then
speak of “innovation systems” [109-111]), it is impossible to dismiss the importance of achieving and
strengthening a favorable societal orientation toward innovation. Likewise, the implications of the
latter in terms of enhancement of several dimensions of competitiveness are widely agreed upon.
Through its (still underrated) impact upon orientations toward innovation, active cultural participation
might bring about indirect macroeconomic impacts, which could in principle measure up to the direct
economic turnover of the cultural and creative macro-sector, although an appropriate measurement
approach in this field has not been fully developed yet.

Cultural participation may then be thought of as a driver of endogenous economic
growth [112,113] in ways that are complementary to the extensively studied education-driven ones.
Despite supporting evidence is still fragmentary, mainly due to lack of specific research, it may be
interesting to consider a comparison between the rankings of EU countries in terms of their innovative
capacity measured by the 2017 European Innovation Scoreboard metric [114], and of the Index of
Cultural Practice as measured by the Eurobarometer [115] survey, the latest available source for this
indicator. Each ranking has been divided into three performance classes (top, average, and bottom).
For innovation, the top performance class corresponds to innovation leaders plus strong innovators
according to the Innovation Scoreboard classification; the average class to moderate innovators, and the
bottom class to modest innovators according to the same classification. For culture, the top performance
class corresponds to countries whose combined amount of very high plus high percentage levels of
cultural practice totals 20 or higher; the average performance class to countries whose corresponding
combined percentage lies between 10 and 20, and the bottom performance class to countries whose
corresponding combined percentage lies below 10. The following classification of EU countries then
emerges (Table 2).
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Table 2. EU 28 performance classes in cultural practice and innovation. Source: [114,115].

Top performance in both innovation and
cultural practice

Sweden
Denmark
The Netherlands
UK.
Luxembourg
Finland
Slovenia

Top performance in innovation and average
performance in cultural practice

Germany
Belgium
Austria
Ireland
France

Top performance in cultural practice and average
performance in innovation

Latvia
Lithuania
Estonia

Average performance in both innovation and
cultural practice

Spain
Malta
Czech Republic
Poland
Slovak Republic
Croatia

Average performance in innovation and bottom
performance in cultural practice

Cyprus
Portugal
Greece
Italy
Hungary

Bottom performance in both innovation and
cultural practice

Bulgaria
Romania

It is interesting to notice how, despite the two indicators apparently measuring completely
different phenomena, there is a clear association among variables, which establishes a distinctive
pattern across EU countries. No top performing country on one dimension is a bottom performer
on the other, and vice versa. Moreover, a clear geographical pattern emerges, with the leading
group consisting of Northern European countries with the addition of Slovenia; the next best group
hosts Central European countries with the addition of Ireland and the three Baltic States; finally,
the other groups in decreasing order of performance consist of different mixes of Mediterranean and
Eastern European countries. Clearly, many intervening factors may be at work here, and no causal
inference can be drawn from such data. Nevertheless, such evidence is in principle compatible with a
possible role of active cultural participation as a stimulator of societal innovation thinking [116,117],
and even more fundamentally, as a social platform of pre-innovation. In this perspective, it would be
interesting to investigate whether the top-performing countries for cultural practice are characterized
by socio-cognitive environments that, as an effect of a sustained, society-wide acquisition of specific
cognitive capabilities through cultural participation, also provide a more favorable context for the
diffusion of innovation, as compared to countries with lower levels of cultural practice. This hypothesis
calls for a substantial amount of future research, and in case it is corroborated, would open a new line
of both scientific and policy design work on the cross effects of cultural and innovation strategies at
the national and regional levels.

A second important link points to the politically critical area of welfare. There is an impressive
amount of evidence that cultural participation may have significant effects on life expectation [118],
but more recent research seems to suggest that the impact is equally significant in terms of self-reported
psychological well-being [119-121]. In particular, it turns out that cultural participation is the second
predictor of psychological well-being after (presence/absence of) major diseases, and in this regard,
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its impact is comparable to that of income, and significantly stronger than that of variables such as
place of residence, age, gender, or occupation. The effect is particularly remarkable for the seriously ill
and the elderly, where psychological well-being gaps between subjects with high versus low cultural
access are huge. Moreover, the effect of social relations on the well-being consequences of cultural
participation is relevant: a given level of cultural participation has a bigger impact on individual
well-being in social contexts with high cultural participation than in low-participation ones [122].

Another relevant channel of positive spillovers from cultural participation might then relate
to cultural welfare. If cultural participation strongly affects the well-being perception of the ill and
the elderly, and provided that welfare treatment costs are a major public finance burden in the EU,
suitable culturally-focused prevention strategies, if causing even a small reduction in the rates of
hospitalization and in the resort to treatment across such categories, could entail significant savings of
public resources. Such savings could be used to fund the program itself and be partially relocated to
other socially valuable uses, while substantially improving quality of life of critically disenfranchised
citizens [123]. Some preliminary evidence in this regard [124] shows how, based on Italian census
data, higher levels of cultural participation have a positive impact on discharge rates from mental
illness treatment. Once again, there is a new area of cultural policy action with potentially significant
macroeconomic effects, and in addition, one that can disclose new kinds of careers and opportunities
for cultural professionals.

A third important link regards sustainability. The increasing emphasis on the social dimensions
of sustainability, as highlighted by AgendaZ21, has sparked a reflection on whether socially transmitted
behaviors, habits, and customs may influence the effectiveness of resource-saving programs and
strategies. In this respect, however, attention has been mainly devoted to traditional forms of
social mobilization [125]. However, again, cultural participation may have an important indirect
role in fostering social mobilization and awareness about the social consequences of individual
behaviors related to environmentally critical resources. For instance, working on data from the
Italian Multipurpose Survey from Italy’s National Institute of Statistics (ISTAT), Crociata et al. [126]
have proven that there is a strong association between cultural participation and effectiveness of
differentiated waste recycling. Moreover, the social dynamics of recycling behavior seems to be
sensitive to proximity effects [127,128], so that there can be a potential for combined action of
cultural policies improving cultural participation, and the socio-spatial transmission of pro-social
(environmentally responsible) behaviors. Once again, the likely reason is that the acquisition of
competences and skills from cultural practice may spill over significantly in terms of individual
capacity of successfully classifying and stocking different types of waste, and more generally in
terms of individual awareness of the social value of, and motivation for, embracing environmental
responsibility in everyday choices.

A fourth important link is to social cohesion, also in view of the recognition of culture as the fourth
pillar of sustainable development [129]. There is again ample evidence of how certain types of cultural
projects may be effective for juvenile crime prevention, pro-social vocational orientation, or conflict
resolution [130-132]. We are currently already beyond the exploratory phase in this field, so that some
of the most successful projects are now providing the basis for full-fledged policy approaches, as in the
case of musical education and juvenile orchestras [133]. As far as music is concerned, it has been proven
that joint music-making in early childhood is effective for the promotion of pro-social behavior [134],
and therefore musical education can legitimately be regarded as a pillar of a new generation of social
cohesion strategies. One relevant effect of active cultural participation on social cohesion is in terms of
human development, for instance by driving the self-esteem in subjects of infants and youth at high
social risk of deviance onto a constructive, rather than self-destructive, developmental path. Another,
equally relevant one concerns building a capability basis for intercultural dialogue and exchange [135],
a theme that in Europe’s current socio-political context acquires an unprecedented importance. In this
regard, the indirect effect of cultural participation is creating the basic trust conditions for dialogue
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through appreciation of cultural diversity and the overcoming of negative social stereotyping [136],
often linked to ethnicity factors [137].

There have been strategic approaches to cultural infrastructure building that have explicitly
addressed the social cohesion dimension, as in the case, e.g., of the Maisons Folie network of cultural
facilities created by the Région Nord-Pas de Calais in the context of the Lille 2004 European Capital of
Culture program [138]. The most successful Maisons have become spaces of multi-cultural interaction
and exchange in socially critical areas, facilitating mutual knowledge and acquaintance of people
belonging to different, and often mutually segregated, ethnic communities. The indirect effects of
cultural participation on social cohesion stem from the fact that increased participation provides
individuals and groups with new skills to conceptualize and understand diversity, and to reprogram
their behavior from defensive hostility to communication, while at the same time uncovering new
possibilities for personal development [139]. Looking at the costs of inter-ethnic and inter-cultural
social conflict across Europe, this area qualifies as one of the most promising and urgent in terms of a
reformulation of the cultural policy agenda, and of the corresponding macro-impact.

A fifth link is to new entrepreneurship models. There is a clear perception that the cultural
and creative field may be a powerful incubator of new forms of entrepreneurship [140,141], and the
rapid growth of the online content industries is setting the stage for a new entrepreneurial culture
with a strong generational identification [142]. At the EU level, this scenario is being taken seriously
enough [143], but the development of creative entrepreneurship still lags behind, if compared to
the attention and resources devoted to entrepreneurship development and support in other sectors
of the economy [144]. Making space for a new, successful generation of creative entrepreneurs in
Europe is essential to secure the future competitiveness of European cultural and creative productions,
and to build the premises for a European leadership in the emergent knowledge economy [145].
Moreover, these new forms of entrepreneurship could significantly improve the employability of
graduates from the humanities, whose appeal to employers in more traditional spheres of innovative
entrepreneurship is generally considered weaker than that of quantitative and technology majors [146].
However, innovative culture-related forms of entrepreneurship might prove important in tackling the
new societal challenges of employability and shorter worktimes in the fourth industrial revolution
context, as well as the new, unprecedented issues of designing social environments characterized by
pervasive man-machine interaction [147].

The sixth, further major link is with lifelong learning and the development of a learning society.
The connection between effectiveness of lifelong learning and intelligence, meant as the development
of capacities allowing the successful adaptation to, and the selection and shaping of, the environmental
context, has been well established [148]; again, there is a clear relationship between the evolution
of this form of intelligence and acquired cultural capital [149], an effect that may be regarded as a
consequence of strong evolutionary selection pressures [150]. The association between active cultural
participation and lifelong learning is thus a very natural one, and unlike others, is not particularly
surprising. In fact, one might even think of active cultural participation as a specific form of lifelong
learning [151]. It is however an open point to check whether, and to what extent, there is a strong, stable
association between breadth and effectiveness of lifelong learning programs and (active) cultural access
figures [152]. Research on this topic would be of great interest, not to speak of its implications in terms
of synergies between educational and cultural policies, and of corresponding endogenous growth
mechanisms. As lifelong learning takes a central place in EU long-term strategies [153], it could be of
interest to launch innovative programs that exploit the strategic complementarities between lifelong
learning and cultural communities of practice [154], as experimentations on advanced platforms of
educational services and of cultural and creative production at the same time.

A seventh link is with soft power. Starting from the seminal work of Nye [155], today there is a
strong awareness of the potential of cultural and creative production in contributing to increase the
visibility, reputation, and influence of countries and regions at all levels of international relationships,
from the political to the economic [156], and to the social [157]. The effective deployment of soft power
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may open up new markets to national and local products through the identification and emulation
dynamics which are typical of post-industrial consumption [158], may attract more visitors [159],
talents and investments [160], and may stimulate new, sophisticated strategies of value creation through
branding and marketing tools [161]. The Monocle Institute for Government soft power index [162,163]
reveals how, at the beginning of the current decade, EU countries stably occupy 6-7 among the
10 top positions in the global soft power ranking, but the scenario is rapidly evolving and many
non-European contenders are challenging the historical incumbents such as major European countries,
USA, and Japan; for example, South Korea’s Hallyu [164,165], or Australia [166], Canada [167],
and New Zealand [168]. As with the lifelong learning link, the relationship between soft power
and cultural and creative production (and participation) is so strong and direct that it does not need
extensive justification. What is less mechanical, however, is finding out effective ways of mainstreaming
a country or region’s cultural and creative contents to global cultural and economic platforms [169].
In this field, a primary role is played by national cultural diplomacy networks (British Council, Alliance
Frangaise, Goethe Institut, IFA, etc.). At the EU level, after a long period of neglect of European-focused
forms of soft power [170], there has been a revamping of interest in cultural diplomacy [171], aimed at
repositioning Europe in the emerging scenario of strongly multipolar soft power [172]. This is therefore
another area where investing in cultural production and participation will likely cause relevant indirect
macro-effects on Europe’s competitive potential, visibility, and socio-political influence.

Finally, an eighth link can be traced to local identity. In recent times, considerable emphasis
has been put on the role of new, spectacular cultural facilities in the catering for global visibility of
urban or regional milieux [173], and more generally on the role of culture in re-defining the social and
symbolic foundations of place and of its development [174]. This is probably one of the best understood
indirect macroeconomic effects of cultural production and participation, but it is worth remarking
how such an effect has been often misread as the last version of a commodified economy of mass
spectacle [175]. Quite the contrary, the developmental potential of a culturally-rebuilt local identity
lies in the capacity to stimulate new, inclusive dynamics of the production of cultural content and new
modes of cultural access by the local community [176], as a consequence of the new opportunities
created by the attraction of outside resources, as it has been for instance the case with the already
cited NewcastleGateshead urban renewal strategy [177]. The crucial developmental impact of culture
on local identity is to enable the community to reweave a long-term view of its development, and to
elaborate visions and make choices accordingly. One of the major factors of crisis of contemporary
Europe is the overwhelming influence of very short-term concerns on the public agenda, which paves
the way to populism and instrumental conflictual local narratives [178], also due to oversimplified
approaches to community participation and involvement in local regeneration processes [179]. In this
respect, for instance, serious gaming may become a very practical and useful tool to invite residents
to new forms of active, playful cultural participation allowing them to look at their own local reality
through the eyes of other ethnic groups and/or from a totally different socio-economic perspective
than their familiar one [180], or to be fully engaged in the co-design of public spaces and facilities [181].
In this sphere, the controversy upon the effectiveness and focus of European cohesion policy [182]
makes it particularly evident how necessary it is to pour new energy into the civic foundations of
European societies as a basis to revitalize local identities and to contrast the idea of Europe as a remote
technocracy, not in sync with the lives, concerns and issues of European citizens [183]. Rather than
helping marginal territories to regain confidence and energy, and contrary to stated intentions and
goals, European policy discourses on local identity have de facto been so far unable to counter nostalgic
or self-segregating narratives of ethnicity and particularism [184], as well as vicious circles of local
identity impoverishment and stereotyping, finalized to tourist attraction [185]. A major rethinking
is called for, in terms of responsible re-appropriation of community assets [186]. A new generation
of participatory development projects based upon bottom-up creation of culturally mediated social
capital might be particularly effective in this respect [187-189]. Rather than breaking new ground,
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in this case the role of active cultural participation may be that of refocusing already ongoing programs
and initiatives [190].

5. Conclusions: Culture 3.0 and the Future of Cohesion Policies in Europe

The Culture 3.0 framework presented in this paper is an original theoretical construct that cannot
be found in the previous literature, although it systematizes a vast amount of previous research and
analysis, as discussed above. It should be seen as a conceptual canvas to stimulate future research in a
more and more systematic exploration of the effects of cultural participation on a variety of social and
economic domains whose policy relevance has already been acknowledged, and that could benefit
from such effects to effectively enlarge their own strategic menu. This also amounts to advocating a
bigger role for culture in the policy agenda not in terms of simple advocacy of culture for culture’s sake,
but also in terms of culture’s proven capacity to expand the scope of other, more recognized policy
areas. To assess how grounded such a new form of advocacy really is, we need a substantial amount of
interdisciplinary research, that for some tiers is already well on its way, whereas for others is still to
be properly formulated and translated into a full-fledged research program. The more such research
yields interesting confirmative results on the strength and significance of the links between cultural
participation and the corresponding spheres of social and economic impact, the more relevant the
Culture 3.0 framework will be for future policy design, and vice versa. The output of future research
in this vein will therefore be either a source of support or of limitation of the framework’s scientific
and policy relevance by confirming or questioning its fruitfulness in generating interesting research
hypotheses and providing a basic for effective policy design.

Our eight-tiered classification of the indirect developmental effects of culture finds its full sense
within a Culture 3.0 regime, where active cultural access and participation becomes the social norm
and the natural orientation of knowledge economies and societies. It provides a first list of possible
areas of indirect impact of cultural participation in the creation of social and economic value, but such
a list could even be partial and amenable to further enlargement in the future. This is not to say,
of course, that the direct macroeconomic effect of the growth of cultural and creative industries should
become less relevant in the new context. Quite the contrary, as we have argued, there is a strong
complementarity between direct economic impacts and indirect ones, as they concur to increase
individual participation and access to cultural opportunities, and stimulate further culturally-related
capability building.

The advent of Culture 3.0 lays the premise for a profound rethinking of the sense and scope of
cultural policy in the decades to come. In Culture 1.0, cultural policy is basically the channel for the
implementation of public patronage. In Culture 2.0, it is a tool to improve the financial sustainability
and the market drive in the production of cultural and creative contents. In Culture 3.0, however,
cultural policy becomes much more than a mere sectorial policy and qualifies to be considered as
a major policy pillar for the economy and the society as a whole. In this perspective, the role of
European institutions, such as Europeana [191,192], whose mission is to make European cultural
heritage accessible and usable to all citizens through smart digitalization, and therefore to foster active
cultural participation through a straightforward Culture 3.0 logic, goes much beyond a mere sectoral
dimension and can be regarded as a pilot experiment of a new generation of cultural institutions
that make massive bottom-up participation their main focus. As shown through the eight-tiered
classification, cultural participation opens up new, unprecedented possibilities of economic and social
value creation in so many different spheres that fall outside culture’s conventional domain of action
and impact. Such a new perspective has been explicitly recognized by the New Agenda for Culture of
the European Commission, which explicitly indicates the health, innovation, social cohesion, and soft
power tiers (the latter re-defined in terms of cultural diplomacy) as a key orientation of the EU future
policy, and more generally emphasizes the key strategic role of cultural crossovers as a full-fledged
internalization of what could previously be regarded as spillover (i.e., unintentional and unplanned)
effects into a coherent and cohesive policy design paradigm which purposefully pursues them [193].
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This means, in particular, that culture may cross paths with practically all the major policy themes
of today: from innovation to welfare, from inter-cultural dialogue to sustainability, and many more.
However, if this shift of perspective is not appropriately realized by policymakers, this amounts
to failing to acknowledge a key nexus of the emerging socio-economic organization made possible
by the ubiquitous production of cultural and creative contents. In European programming terms,
this calls for empowering cultural policies with new, key roles in the design and deployment of more
context-specific cohesion strategies [194], and as an innovative platform for smart specialization [195].
Learning to integrate cultural policies into the traditional policy toolbox and finding for them an
appropriate space in the policy agenda priorities are therefore key challenges for the policy making of
both the near and the not-so-near future.

It should also be noted that the Culture 3.0 paradigm is not denying the importance of more
conventional forms of culture-driven development such as, for instance, cultural tourism. It is simply
arguing that it should not be taken as the main driver of regional culture-led development, as it could
be done in a mature Culture 1.0 perspective, but rather as a complementary sector which generates
economic value as a consequence of the main drivers. A culturally thriving milieu can also attract
cultural tourism, but the vice versa is not true, in the sense that large tourist flows without a strong,
lively base of local cultural production quickly transform the milieu into a tourist-dependent theme
park [196]. The best way to create social and economic value through culture is in terms of expressive,
not instrumental rationality. The value of culture is tightly linked to its crucial capacity to produce,
preserve, and transmit meaning generatively, that is, as a self-catalytic process of human flourishing,
capability and skills creation, and equitable development [197].

Will Europe manage to seize the opportunity? The signals are contradictory so far. As we have just
noticed, the Culture 3.0 perspective is finding space in the EU strategic thinking on the role of culture
in future policies. However, having to face the urgencies posed by the many economic and social
criticalities of today, there is a constant risk that the EU marginalizes in practice the role of cultural
policy rather than upgrading it to the new level, and that would be a sign that there is still a significant
gap in terms of strategic vision and conceptual awareness of the revolutionary implications of Culture
3.0. At the moment, it is difficult to anticipate which side will prevail. If the new conception of cultural
policy making will not be able to inform the strategic policy vision for the next 2021-2027 policy
cycle, it seems reasonable to conjecture that a full-fledged cultural participation-driven concept of
cultural policy making will eventually flourish elsewhere, as it already happened with the emergence
of Culture 2.0. Furthermore, there are many interesting candidates in this respect. The future scenario
is open, and the race has already begun.
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Abstract: In the second decade of the 21st century, social media changed the nature of communication
and cooperation between participants of the culture services market. They became, among other
things, an important marketing instrument in the area of contact with the customers of the cultural
offer. However, despite their growing importance in various areas of activity of organisations in
the cultural sector, the issue of building the cultural institution’s brand equity by social media users
is relatively seldom raised. Research on the impact of online consumer activity on brand equity
is at an early stage of development. Therefore, this article is an attempt to fill the research gap in
this area. The article presents the results of a survey that was conducted in 2018 on a group of
1021 consumers of cultural services, who at the same time regularly used social media. The statistical
analysis carried out and the research results obtained prove that the 3C sustainable system (3C means:
consumer Consumption, Contribution, Creation) developed by the authors, concerning the activity of
consumers of cultural services in social media, stimulates the consumer-based brand equity (CBBE).
Statistically significant relations have been observed in particular for CBBE components that are
related to the awareness of a cultural institution’s brand and for the relationship related to the
perception of its quality.

Keywords: consumer-based brand equity; social media; cultural institutions; factor analysis; CBBE;
3C Sustainable System

1. Introduction

The development of new trends on the Internet caused, on the one hand, an increase in the social
engagement of Internet users, and on the other, the development of various types of web application
solutions that are based on the ideological and technological foundations of Web 2.0 [1]. What makes these
solutions—referred to as social media—stand out from other media is the fact that the message transmitted
through them goes from the sender to the recipient, after which feedback may occur and the recipient
has the opportunity to answer the sender in real time [2,3]. What is more, it is the users themselves that
are very often the active creators of social media. Therefore, these media, in the 21st century, play an
increasingly important role, not only in manufacturing companies, but they are also successfully used by
entities in the cultural sector. Thanks to them, managers of cultural institutions can [4,5]:

(i) strengthen the awareness of cultural institution brands,
(i) strengthen the perception of the brand’s quality and build its positive image,
(iii) build loyalty towards cultural institutions,
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(iv) follow the trends visible on the market, and
(v) gain knowledge about their surroundings (consumers, competitors, donors, etc.).

The research conducted by the authors of the study, which were carried out in cultural institutions
in the Euroregion Slask Cieszynski in 2015 and 2016 [6,7] shows that, in recent years, the range of social
media used has increased in the marketing activities of cultural institutions. This is evidenced by the
high percentage of Polish and Czech cultural institutions, which for at least one year, but not more
than five years, have a profile not only on Facebook (66.5%), but also Twitter (48.5%), Instagram (32%),
and YouTube (15.5%). This should therefore be seen as a response of the cultural institutions to new
trends in consumer behaviours that are associated with the virtualization of the consumer’s method of
gaining information or a decision-making process relating to purchases in the cultural sector. It can be
assumed that this will also translate into the growing activity of Polish consumers of culture services in
social media (consumption, contribution, and creation of content), and thus these media will become a
key instrument for building the brand equity of cultural institutions.

In cultural institutions, social media open new communication channels that give them direct
access to consumers and opinion-forming centres [8]. However, it should be emphasised that social
media are more than just communication tools. They allow for a new mode of action, which requires
new information flows. These, in turn, have an impact, not only on the communication or distribution
of services [9], but, what is very important, they also have a significant impact on building the brand
equity of cultural institutions. Therefore, the recognition and classification of consumer behaviour on
the Internet has become justified.

The first attempt to systematise consumer behaviour regarding brands in social media was made
by G. Shao. In his approach, consumption, co-participation, and brand content creation were among
those behaviours [10]. This approach was extended and refined in the research and findings of D.G.
Muntingi et al. [11]. For the purpose of this study, it is the Muntingi approach (the so-called COBRA
model—consumer’s online brand-related activities) that has been adapted to the needs of assessing
the activity of consumers of cultural services in social media. Similarly, as in the COBRA model, a
solution was proposed—the so-called 3C sustainable system—based on three components of activity
of culture services consumers. The customers are not the passive side in the act of exchange. In
the model the sustainable assumption has been made, that the consumer is also creating values and
contributes to the culture. Such assumption is connected with the paradigm of relationship marketing
as well with sustainable paradigms. It is quite likely that the struggle for a sustainable future will
transform many facets of “our” society, from politics and economics to cultural values, and, possibly,
human rights. The presented model is sustainable because is defined by an equilibrium point from
different aspects, not just by the number of its elements. In the case of our research, we have focused
on three aspects, which are connected with relationship paradigm in marketing actions of cultural
organisations. In the opinion of the authors, the activity of consumers of culture in social media should
be sustainable, i.e., take place at the level of three “Cs”:

(i) Consumption—requiring only the passive reception of content related to a specific cultural
institution’s brand, placed online by other Internet users or employees of cultural institutions
(e.g., viewing photos, videos, viewing ratings, and comments about cultural institutions,
reading discussions about events organised by the institution on social networks [12]);

(ii) Contribution—contributing to the creation of content related to the cultural institution’s
brand, by participating in discussions about events organised by the institution on fan pages,
writing comments about cultural institutions or adding content related to them (e.g., photos,
graphics, videos) on blogs and fan pages etc;

(ili) Creation—consisting in creating and publishing content about cultural institutions that will
be later consumed or contributed by others (e.g., running blogs dedicated to specific cultural
institutions, publishing reviews of events organised by the institution, creating and posting
videos, photos, graphics, or sound files that are related to a specific cultural institution.
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The sustainable activity of consumers of services of cultural institutions takes place at three
different levels (3C sustainable system), and, in the opinion of the authors, positively influences the
brand equity of cultural institutions. That is why it has become the subject of scientific research in 2018
that was conducted by authors this article.

Before discussing the concept of the brand equity of cultural institutions, we should determine
whether a cultural institution can be a brand. Products, not cultural entities, are most often referred
to in the context of brand equity. In the opinion of the authors, however, there is no doubt in this
matter. If, for example, we were to ask a representative group of Poles which cultural institutions
operating in the world have the strongest brands, then probably the names of such institutions as
the Louvre Museum, the Royal Opera House or the New York Philharmonic would be mentioned.
A strong and well-known brand of a cultural institution, which has a positive association, means
that millions of people trust it and its offer enjoys a great and unflagging interest, which, in turn,
translates into brand equity and further positive financial results of the organisation. W. Olins writes
about activities strengthening the power of a cultural institution’s brand, citing the “Polishing the
Diamond” report that was issued by a team of English experts. Olins claims that the brand is of key
importance to the activities of a cultural institution [13], which is why it is fully justified to use the term
“cultural institution’s brand”. The consumer-based brand equity (CBBE) of a cultural institution, in line
with the findings of B. Yoo and N. Donthu, will therefore be the difference in consumer behaviour
towards cultural institutions with an established position (recognisable brand) and a little-known
institution that occurs in a situation where both institutions have the same marketing support and
they have the same characteristics [14] (p. 1). In the opinion of K.L. Keller, CBBE means knowledge
about the brand, consisting of brand awareness and image [15] (pp. 1-22). In turn, according to D.A.
Aaker, it is a set of assets and liabilities that are related to the brand, its name, and mark, which can be
attached or subtracted from the total value of the service for a cultural institutions and its clients [16]
(p. 1). Among these assets, Aaker includes:

(i) Brand awareness—the strength with which the brand of a cultural institution is present in the
mind of the consumer, and therefore which refers to the ability of the consumer to recognise or
recall a specific brand in a given category of institutions or products [17],

(i) Brand associations—everything that, according to the consumer, concerns the cultural institution’s
brand [17]. They are related to creating the image of a cultural institution’s brand in the mind of
the consumer, the type of institution, product category, conditions in which the consumer operates,
awareness of the existence of cultural institutions and brand features, marks, and symbols [18],

(iii) Perceived brand quality—consumer perception of the general quality of the cultural institution’s
service or belief in its superiority in comparison with the alternative services of other
organisations. It is a very hard to explain a feeling about a brand, based on the traits of services
that are related to the cultural institution’s brand, such as reliability and efficiency [14],

(iv) Brand loyalty—consumer attachment to the cultural institution’s brand. Loyalty reflects the
likelihood of the consumer switching to another cultural institution, for example, when the price
of its services or brand features changes [14],

(v)  Other assets—in particular, patents, trademarks, and relations occurring in distribution channels.

When considering the fact that the last component of brand equity (other assets) is not related to the
consumer’s perspective (referring to the organisation—cultural institution), only the first four components
will be taken into account in the presented research, as is commonly done in research on the CBBE.
Studies carried out so far also prove that brand awareness and brand associations can be combined into
one dimension [14], which is why they will be considered jointly in the article. It is also acceptable to treat
the components of the CBBE as a single variable referred to as the overall brand equity.

The first reference to the concept of the CBBE related to brand equity in online commerce and
services can be found in 2006. At that time, the first attempt was made to measure the CBBE taking into
account the specificity of the Internet [19] (pp. 799-825). So far, however, there are no references of this
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concept regarding the sphere of culture, and therefore there are no studies indicating the possibilities
of its application in cultural institutions. Research on the impact of online consumer activity on the
brand equity of cultural institutions is still at a very early stage of development. Therefore, this article
is an attempt to fill the research gap in this area.

2. Materials and Methods

Three research hypotheses were put forward for the purposes of the study:

Hypothesis 1 (H1). 3C sustainable system positively affects brand awareness/association with the brand of
a cultural institution.

Hypothesis 2 (H2). 3C sustainable system has a positive impact on the perception of the brand quality of
a cultural institution.

Hypothesis 3 (H3). 3C sustainable system has a positive impact on loyalty to the cultural institution’s brand.

To verify the hypotheses, confront the theoretical construction with the empirical model developed
on the basis of data—in 2018, a survey was conducted on a group of 1021 Polish consumers of cultural
services, who at the same time regularly use social media. In this article, the 3C sustainable system has
been treated as a single latent variable, consisting of consumption, contribution, and creation, and we
expect it to correlate and exert a positive influence on the consumer-based brand equity (CBBE) of
a cultural institution.

In order to examine the impact of the 3C sustainable system (activity of Polish consumers of cultural
services in social media) on the CBBE (consumer-based brand equity), data collected using a standardised
online survey were used. 1837 respondents took part in the survey. The sample largely reflects the profile
of the group of Polish internet users who use social media in Poland—according to the Gemius study.
Apart from research agencies, during our research we were also taking under consideration research
conducted by M. Grzesiak and described in his book [8] (pp. 51-56). He is presenting in his work deep
characteristics of young generations in Poland and in US. We can also find the detailed portrait of polish
e-commerce users in work of M. Jaciow and R. Wolny [20] (pp. 57-96, pp. 100-112).

As a result of the verification, incomplete questionnaires, and those with errors, as well
as questionnaires filled in by respondents who replied that they have never used social media,
were rejected. This ultimately gave 1021 correctly filled-out questionnaires. Women accounted
for 68.3% of the sample, men for 31.7%. The majority of respondents (34.6%) were young people aged
29-38 and 19-28 (34.1%). The largest group were respondents with higher education (69.7%), 27.1% of
respondents were people with secondary education (Table 1).

In order to capture the online activity of respondents in social media (dimensions of the 3C
sustainable system), they were asked to respond to 15 statements on the seven-level Likert scale,
ranging from the “very rarely” to “very often”. The components and individual elements of the 3C
sustainable system used to measure the activity of Polish consumers of cultural services in social media
are presented in Table 2.

Statements used to measure brand awareness of cultural institutions, perception of brand quality of
cultural institutions and loyalty to the brand of cultural institutions—the CBBE system (nine statements)
were taken from the source literature and also adapted to the seven-point Likert scale, ranging from
the answer “strongly disagree” (1) to “strongly agree (7). The awareness of the existence of the brand
of a cultural institution and the perceived brand quality of a cultural institution was measured with
the help of six statements that were proposed by B. Yoo et al. [14,21], A.F. Villarejo-Ramos, and M.].
Sanchez-Franco [22]. To measure brand loyalty, we used three statements by G. Walsh et al. [23] (Table 3).
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Table 1. Personal details of respondents.

Personal Details Percent Personal Details Percent
Sex Female 68.3 Pupil 3.6
Male 317 Student 13.7
Up to 18 years 22 Profession Manual worker 11.5
From 19 to 28 years 34.1 Office workers 66.4
Age From 29 to 38 years 34.6 Pensioner/retired 2.3
& From 39 to 48 years 194 Unemployed 2.5
From 49 to 58 years 71 Rural areas 16.1
Over 58 years 27 Place of permanent Town up to 50,000 residents 17.7
Primary 0.1 residence Town from 50,000 to 150,000 residents 17.7
Lower secondary 1.8 Town from 150,000 to 500,000 residents 16.8
Basic vocational 1.3 City over 500,000 residents 31.6
Education Secondary 27.1 Very bad 1.3
Bad 2.3
: Financial situation Average (neither good nor bad) 36.8
Higher 69.7 Good 45.7
Very good 14

Data source: Collected by this research.

Table 2. Components of the consumer Consumption, Contribution, Creation (3C) sustainable system
used to measure the activity of Polish consumers of cultural services in social media.

No. Component 1 Consumption of Component 2 Contribution of Component 3 Creation of
) Content on the Internet Content on the Internet Content on the Internet
T'look at the official website of the I post comments on the social ? V:f:i;f V;?V\rls)‘)ffi:le{};s dicated
1 indicated cultural institution profile of the indicated cultural < otters) of the cate
(statement 1.1) institution (statement 2.1) cultural institution
: . (statement 3.1)
ook at the social profiles (e.g., fan I “like Post§ of'the indicated I pl{bll%h photos from'eve'nts .of
2 age on Facebook) (statement 1.2) cultural institution posted on the indicated cultural institution
pag : the fan page (statement 2.2) (statement 3.2)
‘I refid posts pubhsAhed'by ‘the 1 “like’ phofosf vu;leos and other I'share posts about the
indicated cultural institution on content of the indicated cultural X R
3 . . . e designated cultural institution
social networking sites institution posted on the fan
(statement 3.3)
(statement 1.3) page (statement 2.3)
;ﬁ:ﬁ ?I:}elei;gi?t)ied ii‘f::glems 1 “like” pages (fan pages) related I share videos about the
4 to the indicated cultural indicated cultural institution

institution posted on social media

platforms (statement 1.4) institution (statement 2.4) (statement 3.4)

I share with other Internet users
posts related to the indicated
cultural institution

(statement 2.5)

I'look at photos, videos and other
5  content related to the indicated
cultural institution (statement 1.5)

I place content related to the
indicated cultural institution on
blogs (statement 3.5)

Data source: Collected by this research.

The analyses employ a combination of exploration and confirmatory statistics. First of all,
the analysis of the reliability of the components of the 3C sustainable system was used to measure
the activity of Polish consumers of culture services in social media [24]. It was carried out using
SPSS software and the Reliability Analysis module. As the analytical model, Cronbach’s alpha internal
consistency model, based on the average correlation between the scale positions, was chosen [25].
Cronbach'’s alpha coefficient is used to assess the reliability of the measuring tool. The value of the
coefficient exceeding a level of 0.7 is assumed to be acceptable values—in the analysed case, it was 0.945.
The results of evaluating the reliability of the measurement tool for the 15 components (statements) of the
3C system therefore indicate that it is highly reliable for the “Consumption” component (Cronbach’s alpha
coefficient 0.881), the “Contribution” component (0.925), and the “Creation” component (0.906), which is
why the authors predicted that this system can be considered as sustainable. All of the items describing

65



Sustainability 2018, 10, 3986

components of the 3C sustainable system used to measure the activity of Polish consumers of cultural
services in social media are strongly correlated with the total scale.

Table 3. Components of the consumer-based brand equity (CBBE) system used to measure brand
awareness/associations with the cultural institution’s brand, perception of the quality of the cultural
institution’s brand and loyalty to the cultural institution’s brand.

Component 4 Brand Component 5 Perceived
.. . . Component 6 Loyalty to the
No. Awareness/Associations with the Quality of the Cultural Cultural Institution’s Brand
Cultural Institution’s Brand Institution’s Brand
I easily recognise the indicated cultural ~ The cultural offer of the I regularly use the offer of the
1  institution among other similar indicated institution is of good indicated cultural institution
organisations (statement 4.1) quality (statement 5.1) (statement 6.1)
I'have good memories related to the ;r‘ﬁet‘frf;f;fﬁtﬁil::lizagiie ter I would recommend the
2 indicated cultural institution indicated cultural institution to

quality than of other similar

tat t4.2 T
(statement 4.2) organisations (statement 5.2)

my friends (statement 6.2)

The cultural offer of the
indicated institution is chosen
by me in the first place
(statement 6.3)

It is well known what distinguishes the ~ The offer of the indicated
3 indicated cultural institution cultural institution is one of a
(statement 4.3) kind (statement 5.3)

Data source: Collected by this research.

3. Results

Most respondents declared that they most often use the services of cultural institutions, such as
the cinema (53.1%), library (20.2%), and theatre (8.5%). The respondents usually use these cultural
institutions once a month (35.6%)—Table 4.

Table 4. Frequency of using the services of cultural institutions by respondents.

Question/Answer Variant Percent
Once a year 2.0
Two, three times a year 25.6

How often do you use

h . £ th Once a month 35.6
the serv1ces_ of the Two, three times a month 24.1
aforementioned o K 83
Itural institution? nee a wee ’
cu ' Two, three times a week 45
Total 100.0

Data source: Collected by this research.

All of the respondents use social media (Facebook, Twitter, Instagram). As definitely the most
popular device for viewing content on the Internet, the respondents have indicated mobile phones
(smartphone—96%). A desktop computer (27.2%), a portable computer (laptop—17%), and a tablet
(notebook—18.3%) are also popular—Table 5.

Table 5. Tools used to view content on the Internet.

Question/Answer Variant Percent
Desktop computer 272
. Laptop 17.0
Whtat d‘e vices dto ytou US€ Tablet (notebook) 18.3
° ‘:f“; con en7 on Mobile phone (smartphone) 96.0
e Internet? Smart TV 8.4
Other 0.5

Data source: Collected by this research.
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In total, the brands of 387 different cultural institutions were analysed, belonging to such
categories as: cinema (53.1%), library (20.2%), theatre (8.5%), community centre (6.6%), museum (4.2%),
philharmonic (2.3%), art gallery (1.4%), and opera and operetta (0.9%).

Exploratory factor analysis was carried out using the Principal Component Analysis
(PCA, Variable Selection) and orthogonal Promax rotation using SPSS software [22]. The adequacy
coefficient of the Kaiser-Meyer-Olkin sample (KMO) was 0.931, while the Barrett sphericity test proved
to be significant (x% = 13057,836, p <0.001). The KMO measure indicates whether the variables were
correctly presented in the sample. Its high level (0.931), exceeding the value of 0.5, indicates the validity
of using the factor analysis. The possibility of applying this analysis was also confirmed by the p-value
value, which is below 0.001—the hypothesis about the correlation matrix being an identity matrix was
rejected, therefore there are correlations between the analysed variables indicating the existence of
unobservable factors. The obtained results indicated their suitable matching with the data—however,
two of the scales used were eliminated from the analysis. For variable (1.1), no value was displayed,
because it is lower than 0.5 (this level of presentation of the result was indicated in the assumptions
of the analysis). This variable is poorly correlated with both factors. In addition, an indirect analysis
indicated that the variable (2.1) should also be removed.

When considering the degree of the explanation of the variability of the input set of variables,
we managed to detect two factors explaining over 67% of the information for the set of 13 observable
variables (Table 6).

Table 6. Factor loading matrix—a reduced model.

Structure Matrix

Statement Component

Statement (No.) Content 1 2

[T “like” photos, videos and other content of the indicated cultural institution

(2.3) 0.970 0.622
posted on the fan page]

. ike” posts of the indicated cultural institution posted on the fan page A .
(2.2) [T “like” p f the indicated cultural institution posted he fan page] 0.964 0.622
(2.4) [I “like” pages (fan pages) related to the indicated cultural institution] 0.923 0.643
13) [I read posts published by the indicated cultural institution on social 0.764 0.59%

networking sites]
(1.2) [I'look at the social profiles (e.g., fan page on Facebook)] 0.691 0.521
[T read other people’s comments about the indicated cultural institution

(14 posted on social media platforms] 0.670 0.531
15) [Tlook at photos, videos and other content related to the indicated cultural 0.657
: institution] :
(3.4) [I share videos about the indicated cultural institution] 0.646 0.932
(3.3) [I share posts about the designated cultural institution] 0.670 0.920
(3.5) [I place content related to the indicated cultural institution on blogs] 0.527 0.819
25) [I s}}are' with other Internet users posts related to the indicated cultural 0727 0768
institution]

(3.2) [T publish photos from events of the indicated cultural institution] 0.564 0.718
(3.1) [I write reviews of events (cultural offers) of the indicated cultural institution] 0.628

Data source: Collected by this research.

The results from Table 6 show that 13 variables (statements) from all input variables have been
assigned to the relevant factors. The composition of the factors is as follows:

() Factor 1: (2.3), (2.2), (2.4), (1.3), (1.2), (1.4), (1.5), and
(i) Factor 2: (3.4), (3.3), (3.5), (2.5), (3.2), (3.1).

Using Promax’s oblique rotation to ensure the occurrence of a relationship between the factors,
this relationship is shown at the level of 0.687, which means a strong positive relationship. An increase
in the level of one factor increases the level of the other one.

In the next part, an analysis of the reliability of components that are used to measure the components
of the CBBE system was carried out (awareness of a cultural institution’s brand, perception of the quality
of a cultural institution’s brand, and loyalty to a cultural institution’s brand). This analysis was carried
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out (similarly to the 3C sustainable system) using SPSS software and the Reliability Analysis module.
All of the assumptions are analogous to the 3C sustainable system discussed above. Testing the reliability
of the measurement tool indicates its acceptable level (0.751), exceeding the value of 0.7. The variables
used in the analysis are moderately strongly correlated with the total scale. Analysing the questions
as a whole, it was noticed that questions (6.1), (6.2), and (6.3) are poorly correlated with the total scale
and their removal increases the Cronbach’s alpha value. However, taking into account that all three
questions define loyalty to the cultural institution’s brand, it was decided not to eliminate them from
further analysis. All nine variables were left.

As in the case of the 3C sustainable system, exploratory factor analysis was carried out with respect
to the components of the CBBE system while using the Principal Component Analysis (Variable Selection)
and orthogonal Promax rotation in SPSS software. In this case, the adequacy coefficient of the
Kaiser-Meyer-Olkin sample (KMO) was 0.782, while the Barrett sphericity test proved to be significant
(? = 4472.921, p < 0.001).

The obtained results indicated their matching with the data—none of the used scales were
eliminated in the analysis. Considering the degree of explanation of the variability of the input set of
variables, it was possible to detect three factors explaining over 65% of the information for the full set
of 9 observable variables (Table 7).

Table 7. Factor loading matrix—a full model.

Structure Matrix

Statement Component
Statement (No.) Content 1 2 3
@2 I'have g(.)od memories related to the indicated 0.922 0.465 _0.012
cultural institution
43) Itis well.knqwg what distinguishes the indicated 0.870 0514 —0.023
cultural institution
@1 I easily recogn‘lse‘the mdlcgted' cultural institution 0.832 0379 —0.010
among other similar organisations
The offer of the indicated cultural institution is of
2) better quality than of other similar organisations 0438 0871 0.046
G.1) The cultur-al offer of the indicated institution is of 0.605 0743 0.048
good quality
53) "(l)"?: ng; of the indicated cultural institution is one 0304 0713 0.028
63) The cultural offer of the indicated institution is —0.035 0.054 0786

chosen by me in the first place

©62) I wgulq recommenfi the indicated cultural —0.038 _0.032 0773
institution to my friends

I regularly use the offer of the indicated cultural

1 institution

0.042 0.088 0.653

Data source: Collected by this research.

Analysing the results from Table 7, it was observed that all input variables have been assigned to
the relevant factors. The composition of the factors is as follows:

(i) Factor1: (4.2), (4.3), (4.1),
(i) Factor 2: (5.2), (5.1), (5.3), and
(iii) Factor 3: (6.3), (6.2), (6.1).

The results of the analysis show that it was possible to generate three factors that clearly correspond
to the components of the CBBE system used to measure brand awareness/associations with the brand
of a cultural institution, the perceived quality of cultural institution’s brand and loyalty to the cultural
institution’s brand. Factor loadings are high, showing a very strong correlation between observable input
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variables and hidden factors. A moderately strong correlation was observed between factor 1 (brand
awareness/associations with the brand) and factor 2 (brand quality perception), while dependencies are
very weak between the remaining pairs of factors, which rather suggests their independence.

In order to test the research hypotheses established and the conceptual model, latent variables
were placed in the structural equation model (SEM). The SEM analysis was based on a factor model
estimated using the PCA (Variable Selection) in correspondence to the obtained results, which did
assume the elimination of two variables (1.1, 2.1). The 3C sustainable system that was used to measure
the activity of Polish consumers of cultural services in social media was analysed as a second-order
factor consisting of first-order latent variables (consumption, contribution, and creation). On the
other hand, the CBBE system that was used to measure the brand equity based on the consumer
consisted of three latent variables (brand awareness/associations with the cultural institution’s
brand, perceived quality of the institution’s brand, and loyalty to the cultural institution’s brand).
The results obtained have shown that the conceptual model has achieved the appropriate matching
levels—Figure 1. Statistically significant relations were marked with the symbol (*) and standard
regression coefficients were given in brackets.

Brand awareness

0.409* /associations

3C Sustainable
System

Perception
of the brand

Loyalty
to the brand

Figure 1. Theoretical construct: 3C Sustainable System versus CBBE components.

The results presented in Figure 1, obtained for the reduced model based on the PCA method,
indicate that the positive impact of the 3C sustainable system used to measure the activity of Polish
consumers of culture services in social media was found on the components of the CBBE system used to
measure brand equity, however statistical significance (*) was confirmed only for the relation of the 3C
sustainable system and the CBBE component “brand awareness/associations with the brand”, and for
the relation between the 3C sustainable system and the CBBE component “brand quality perception”.
The relations are positive, which means that the 3C sustainable system acts as a stimulant for the CBBE
system components. Thus, along with the increase in the activity of consumers of cultural services
in social media, the level of brand equity that is based on the consumer increases. The strength of
impact is measured using the standardised regression coefficient—this impact is weak but comparable.
However, for the relationship with loyalty to the brand, this impact is negligible, which is related to the
lack of relevance for this relationship. Table 8 presents selected indicators for matching the theoretical
construct to empirical data.
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Table 8. Goodness of fit indices of the structural equation model (SEM) model.

Name of the Indicator ~ Value of the Indicator Comment

Quotient of the chi-square index and the number of
degrees of freedom; an acceptable level of measure
that indicates a good model fit: less than 5.0;

the estimated model is acceptable.

CMIN/df 1.634

Root mean square residual; an acceptable level of
RMR 0.095 measure that indicates a good model fit: less than 0.1;
the estimated model is acceptable.

Goodness of fit index; an acceptable level of measure
GFI 0.980 that indicates good model fit: above 0.9;
the estimated model is acceptable.

Adjusted goodness of fit index; an acceptable level of
AGFI 0.964 measure that indicates good model fit: above 0.9;
the estimated model is acceptable.

Confirmatory fit index; an acceptable level of
CFL 0.995 measure that indicates good model fit: above 0.9;
the estimated model is acceptable.

Root mean square error of approximation; an
acceptable level of measure that indicates a good

KMSEA 0025 model fit: less than 0.08; the estimated model is
acceptable.
PCLOSE 1.000 Proximity index; acceptable level: above 0.05;

the estimated model is acceptable.

Data source: Collected by this research.

The index values that are presented in Table 8 confirm that the theoretical model is well matched
to the empirical data.

Commenting on the final results of the SEM analysis carried out using the PCA method and
referring them to the stated research hypotheses, it was found that:

(i) Hypothesis 1: the 3C sustainable system positively affects brand awareness/associations with
the cultural institution’s brand—the null hypothesis proclaiming no influence was rejected,
therefore Hypothesis 1 was confirmed

(i) Hypothesis 2: the 3C sustainable system positively affects the perception of the cultural
institution’s brand—the null hypothesis proclaiming no influence was rejected, therefore
Hypothesis 2 was confirmed

(i) Hypothesis 3: the 3C sustainable system positively affects brand loyalty—there are no grounds
to reject the null hypothesis stating that there is no relationship, therefore Hypothesis 3 has not
been confirmed.

Summing up the results of the research that is based on the reliability analysis, factor analysis
and SEM analysis, it should be stated that the 3C sustainable system stimulates the CBBE system
components. Statistically significant relationships have been observed for components that are related
to brand awareness/associations with the cultural institution’s brand and for the relationship related
to the perception of quality of the cultural institution’s brand. However, no statistically significant
relationship has been demonstrated for the impact of the 3C sustainable system on loyalty to the
cultural institution’s brand.

4. Discussion

In the second decade of the 21st century, significant qualitative changes have been occurring, resulting
in new opportunities to strengthen the brand equity of cultural institutions. Websites, Facebook profiles,
or YouTube channels are becoming the foundation of building long-term relationships, creating the image
of a cultural institution and the primary source of information about the organisation, its activities and
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offer. This is also confirmed by the results of the research, which are presented in the article. As the
authors of the study show, the activity of consumers of cultural institutions on the Internet, in particular,
in social media, stimulates the brand’s awareness /associations with the brand of a cultural institution and
the perception of its quality. Research that was conducted by M. Sobociriska [26] (p. 214), however, shows
that not all managers of cultural institutions are fully aware of these facts. Although almost all Polish
cultural institutions subjected to the study (the study covered 451 institutions) have their own website
(99.1%), only 77.4% of them have a Facebook profile. Managers of the cultural institutions in Poland,
mentioned creating the image of the cultural institution, developing relationships with consumers of
culture, and advertisement of the cultural institution as the main goals of using social media. This was
indicated by 71.2%, 51.3%, and 44.9% of the respondents, respectively. All three responses are therefore
related to the consumer-based brand equity (CBBE), because they have a significant impact on brand
awareness, the perception of its quality or loyalty to the cultural institution’s brand. Table 9 presents
the most important goals—indicated by the surveyed managers of 451 entities in the cultural sector in
Poland—in the use of social media in the cultural sector.

Table 9. Objectives for the use of social media in various types of cultural institutions.

Type of Cultural Institution Purpose of Using

. . Art . Theatres and . Cultural Centres and Other
Social Media Total Museums Galleries Cinemas Musical Institutions Publishers Cultural Institutions
.Creatmg the cultural institution’s 712 787 635 662 761 563 685
image
Shaping relationships with consumers 513 50.0 53.8 5.9 59.1 50.0 37.0
of culture
Advertising of a cultural institution 449 52.1 51.9 353 409 43.8 4.4
Supporting sales of cultural goods 359 74 19.2 35.3 46.6 50.0 463
and services
Acquisition of information for the
needs of managing the cultural 30.4 26.6 30.8 30.9 30.7 37.5 333
institution
Engaging consumers of culture in 274 309 25.0 294 27 18.8 315
the process of creating the offer
Searching for ideas for changes in 172 202 96 235 114 125 2.2

the offer

The results do not add up to 100% because respondents were able to select three answers. Data source: [26] (p. 209).

Sobocirniska’s research also shows that social media are gaining importance in Poland and are
becoming a more important tool in the cultural institutions” communication with the market [26].
Studies conducted by Pew Research Center on 1244 non-governmental organisations operating in
the US prove that American cultural institutions mainly use social media in their activities, such
as: Facebook (99%), Twitter (74%), YouTube (67%), Flickr (38%), LinkedIn (31%), Wikipedia (27%),
Vimeo (23%), Foursquare (20%), Yelp (19%), and Google+ (17%) [27]. Out of the surveyed organisations,
12.2% have four profiles in social media, 11.9% have three profiles, 11.3%—five profiles, 11.1%—two
profiles, and 10.6% as many as six [27] (p. 27). It is worth noting that every fourth organisation publishes
content on social media several times a day (25%), and every fifth one—once a day (20%). In addition,
28% publish content several times a week, and 16%—once a week. Similarly to Sobocifiska’s research,
it follows that the role of social media in the coming years will be even more significant [26].

The research that was conducted by the authors shows that statistically significant relations have
been observed in particular for components related to the awareness of a cultural institution’s brand
and for the relationship related to the perception of its quality. However, no statistically significant
relationship has been demonstrated for the impact of the 3C sustainable system on loyalty to the
cultural institution’s brand. Therefore, we should think about what has a significant impact on
this state of affairs. The mere consumption of content, tracking (“liking”) the profile of a cultural
institution on a website such as Facebook can be very beneficial to users, and at the same time does
not bind the Internet user to any obligation towards the cultural institution. The research conducted
for MuseumNext in April 2011 on 500 residents of the United Kingdom shows that people who follow
the profile of a cultural institution in social media do it mainly because they want to [27]:
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(i) provide support in the promotion of this institution (47%),

(ii) impress their friends by visiting this institution (38%),

(iii) obtain promotional online discounts or see announcements about upcoming exhibitions (35%),

(iv) identify with the opinions or style represented by a given cultural institution in social media
(31%),

(v) visit a given cultural institution (20%), and

(vi) inform their friends that they value cultural institutions (11%).

Profiles of cultural institutions in social media can be attractive in themselves for the users of
these media, which makes them willingly consume content about the cultural institution, and often
even share their opinions about it (contribution). The first two components of the 3C sustainable
system (consumption and contribution) do not usually involve a large intellectual effort for the user
of social media, which is why this activity can be observed most often. The third component of
the 3C sustainable system—the creation of content that is related to a cultural institution in social
media requires the Internet users to be much more involved than just consumption of content or
contribution. It also often requires specialist knowledge and appropriate skills (e.g., preparation of
appropriate graphics or a short film), which is why this type of involvement occurs in the Internet
space less frequently than the aforementioned consumption or contribution. The mere consumption of
content or contribution probably have a big impact on the brand’s awareness and even the perception
of its quality, but it seems that in the process of building loyalty to the cultural institution’s brand,
the creation of content online, which as mentioned above, occurs much less frequently than the other
two components of the 3C sustainable system, is the most important.

The reasons for the activity of consumers of culture services on social media can be found in
the economic, psychological, and social regularities of consumer behaviour on the market of culture
services. Among them, we should indicate, for example, the effect of demonstration (the tendency
to be similar to others) or the “halo” effect (positive assessment of a given product or service if it
has at least one advantage with a significant intensity) [28]. However, the most important thing is
to pay attention to the fact that social media users are happy to inform their friends about any of
their activities related to a given cultural institution, because they want to feel that they participate
in something important, want to impress others with their lifestyle and raise their social status [2,26].
On the other hand, if they see that their friends are involved in a cultural event, they also want to
participate, for example, in order not to stand out from others. In addition, there is a snowball effect in
social media [29]. This is the process of a “viral” increase in the number of people that are involved in
a given event, thanks to the fact that they were persuaded by others who had been persuaded to it
earlier [30,31]. So, if, for example, users intend to take part in a symphonic concert, they encourage
their friends to do it, and those in turn their friends, etc. Thanks to this kind of effect, based on the
activity of consumers of cultural services in social media, it is possible to actively and steadily develop
the brand equity of cultural institutions, in particular, brand awareness and its perceived quality.

However, when reaching for social media in the process of building the brand equity of a
cultural institution, it should be remembered that they are governed by slightly different laws than
typical marketing communication tools. The particularly important ones are: openness, transparency,
informality, and equality of users. An important implication of these characteristics is a willingness
for sincere dialogue with users. Institutions need to be aware that interactions with the community
(often anonymous) can be both positive and negative, which can affect the brand equity in both positive
and negative ways. The latter interactions, criticising the cultural institution, the initiatives and subjects
presented, are especially difficult. Examples include harassing comments to certain posts made by
artists appearing on social networks, or often non-related comments on film materials that are posted
on YouTube. In addition, there still remains the rational and substantive criticism of the published
content and of the activities to which it relates, which often cannot be simply ignored. Its existence
requires the cultural institution to determine appropriate guidelines in such cases. Of course there is
also the option to disable commenting, but this takes away invaluable feedback, thanks to which the
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institution can not only build the brand equity but also improve its operations and adapt them to the
needs of its customers [32].

5. Conclusions

In summary, the development of social media contributes significantly to changes in the forms
of satisfying the needs and the participation of individuals in social life, including in culture. This is
reflected by the development of the information society and a society based on knowledge. This state
of affairs creates new opportunities for the creation of the brand equity of cultural institutions.
These opportunities are accompanied by a change in the roles that are played by the consumer
of culture. Thanks to the use of modern technologies, through the use of new media, he is no longer
only a consumer of content related to cultural institutions included in social media, but through its
contribution and creation, he is also an active participant in the processes of creation and dissemination.
Managers of cultural institutions should be fully aware of this, especially since, as the authors of
the article have discussed, the activity of consumers of cultural services in social media significantly
influences the brand equity of cultural institutions.

In this place, it must be also indicated that the obtained results of the conducted survey, due to
the sampling method applied (in the survey, non-random sampling methods were used—targeted
selection), provides knowledge about only the Polish respondents’ opinions. Additionally, it is
worth to underline, that the costumer behaviour may be different when they interact with different
“types of culture”, because their backgrounds could be different and this fact could “re-direct” them
to some cultural product rather than others. In the future, in-depth qualitative and quantitative
research is planned on a much larger sample of online consumer of cultural services in countries of
Central Europe.
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Abstract: Following the continuous development characterized by large-scale constructions, Chinese
urban development has shifted to the promotion of refined urban space quality. Urban sculpture,
an important part of public arts, has been receiving increased attention in China as an important
carrier for highlighting urban characteristics, culture, and history within cultural policies. As a
type of cultural capital, it offers innovative methods to address the issues of economic, social, and
environmental sustainability, in particular cultural sustainability. Interdisciplinary theories of urban
planning are creatively applied to guide, coordinate, and improve the sustainable production of urban
sculptures in China. This research was initiated to: (1) Illustrate how urban sculptures are produced
through an urban planning system in the context of China; (2) explain what kind of influencing factors
in relation to sustainability exist, mainly within the framework of planning strategies and cultural
policies; and (3) put forward sustainable planning strategies to produce urban sculptures. To answer
the above inquiries, we reviewed more than 100 articles, plans, and government documents, and we
conducted several semi-structured interviews. The article argues that urban planning strategies and
policies have been conceived as strategic instruments by the Chinese municipal governments to realize
sustainable development of urban sculptures. Our findings would enrich knowledge on geographic
studies of public art planning through the contextualized analysis of a Chinese urban sculpture
planning system. It also fills the gap in the literature on the sustainability of urban sculptures by
approaching the perspectives of planning strategies and cultural policies.

Keywords: Urban sculpture planning system; public art; sustainable urban sculpture development;
cultural policy; management; heritage; public participation; China

1. Introduction

Ancient Chinese sculpture has flourished with a long history, boasting a splendid civilization.
However, the actual placement of sculptures in urban public spaces began in the Republican era
(1911-1949), as the concept of government authority-oriented memorial sculptures was imported
from the West. Consequently, the wars and political movements stagnated the construction of urban
sculptures. Since the 1980s, the construction of urban sculptures has been revived and has begun
to develop dramatically. Since the economic reform in 1978, Chinese cities experienced a historic
period of transition from a planned economy to market economy [1]. The industrial structure of
several Chinese cities shifted from the traditional economy of manufacturing to a consumption-based
economy, especially the cultural consumption industry. The conflict between the development of
urban construction and the protection of urban features is always a problem faced during the process
of urban development, especially in a post-socialist context [2]. The importance of art has gradually
been granted within social policies in the economy, politics, and culture [1,3].
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The concept of an “urban sculpture” emphasizes the notion of "urban” and highlights its
interactive nature with the surrounding urban environment. This specific definition was put forward in
1985: “Urban sculptures refer to the sculptures those built on roads, squares, green spaces, residential
areas, scenic spots, public buildings, and other event venues within the urban planning areas” [4].
Internationally, urban sculptures are usually categorized as public art (Table 1). Public art refers to
permanent or temporary works of art that are located in places accessible to the public, including a
variety of spatial forms, material media, and expressions. Public art refers to the art form that public
institutions have used public funds to place them in public spaces, and the art itself often emphasizes
its public nature [5-7]. Although China has gradually begun to pay attention to diversified public art
installations, urban sculpture has occupied a more important position in the production of Chinese
public arts in the past few decades. It can be seen from the plans, official documents, and policies that
they are focusing more on urban sculptures than other kinds of public arts (see more in Appendix A).
Urban sculpture can, therefore, be seen as a kind of contextualized production of public art in China
that corresponds to its international context.

Table 1. Products or activities of public arts.

Type of Product or Activity

Tangible Intangible

Sculpture, Painting, monument, building, Event, performance, or gathering (temporary
multimedia, or other permanent or temporary activity); oral history or cultural expressions passed
physical work of art on from generation to generation

Source: Based on the report of “The role of the arts and culture in planning practice” [8].

Public art has been utilized as a strategy for sustainable urban living by many cities and regions [9]
(p. 9). It is generally recognized to respond to a number of urban issues in environment, economic,
social, and cultural development [10-12]. Extensive researchers have claimed the benefits of public art
on the improvement of the quality of the environment [13]; activation of living communities [1]; city
marketing [14]; promotion of tourism [15]; development of sustainable tourism [16]; strengthening
social equity [13]; enhancement of social cohesion [17]; improvement of urban image [17]; formation of
urban identity [18]; economic, social, and physical urban regeneration [19,20]; vandalism reduction [21];
rehabilitation of post-industrial sites [16]; development of a “sense of place” [13]; and construction of a
cultural landscape [22], etc. There are three pillars of sustainability: Ecological, economic, and social,
with culture included as the fourth pillar [23-25]. Katriina Soini and Joost Dessein elaborate “culture
in sustainability” and recognizes cultural capital in different forms as arts, heritage, knowledge, and
cultural diversity [24]. Excellent urban sculptures can respond to the issues of sustainable urban
development in the above four pillars, especially culture sustainability [26].

The definition of “sustainable development” adopted here is based on the 1987 report of the
World Commission on Environment and Development (also known as the Brundtland Report) that
it “meets the needs of the present without compromising the ability of future generations to meet
their own needs” [27,28]. As for the notion of “sculpture sustainability”, it is usually examined
from the perspectives of “ecological arts” and “environmental arts” [26,29-32]. A lot of academic
improvements have been made in achieving the maximum use of original materials and modern
environmentally friendly materials in the design of sculptures, such as low-carbon materials and
recyclable materials [33-37]. However, few studies have examined “sculpture sustainability” from the
perspective of planning strategies and cultural policies. Sustainability is defined as a development
model that includes certain policies that are adopted to reduce energy consumption and pollution,
promote cohesion for the harmonious development of people and cities, and encourage efficient
landscape design [38,39]. Problems of unsustainable development should not be merely spontaneous
social products, but planning should be utilized as a means guided by policy makers and stakeholders
to avoid unsustainable outcomes [38]. We can therefore see that planning strategies and policies are
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actually important determinants of whether urban development can be sustainable. As for sculpture
sustainability, planning strategies and policies also play important roles. Policy making is regarded
as an important factor in the production of public art, as discussed in studies by several researchers,
such as Cartiere and Willis [7], Chang [40], Miles [41], Selwood [10], and Senie and Webster [42].
Martin has also demonstrated how different cultural policies have shaped the divergent public-art
productions [43]. Pollock and Paddison have pointed out that it is better to embed the public art
within institutional structures [44]. “Cardiff Public Art Strategy” also states that the development and
integration of public art should be actively encouraged throughout the planning policy framework [45]
(p- 13). All these research and practices have provided a robust conceptual basis for this article.
However, few researchers have unpacked how planning strategies can be utilized, and what kinds
of policies can be utilized in order to promote the sustainability of urban sculptures. It is, therefore,
crucial to fill the research gap of sculpture sustainability from the perspective of planning strategies
and policies.

Most of the current studies written in English on public art planning focus on European-American
contexts. These studies rarely focus on Asian contexts, which are characterized by different social
structures and management [4]. In particular, urban sculpture and its planning systems in China have
not been comprehensively examined. Chinese cities have applied urban planning theory creatively
in the field of urban sculpture [46]. Urban sculpture planning is formulated to take all aspects of
sustainable development factors into account. Examples of the factors include ensuring that the overall
planning and arrangements take into consideration the required conformation with the dynamic
urban space development, as well as making sure that the development focus of urban sculpture
correlates with the major urban heritage preservation and cultural landscape construction projects.
In the practices of international regions and cities, planning has also been utilized as a tool to lead to
the long-term production of public art, as playing a full role to the coordination role of planners to
endeavor to strengthen the effects of promoting the healthy development of culture and economy, such
as the “Fort Worth Public Art Master Plan” [47], “Louisville Public Art Master Plan”, and “Enhancing
Singapore’s City Landscape: The Public Sculptures Masterplan 2002" [48], etc. We can see, therefore,
that some issues of sculpture sustainability are not unique to China. The investigations into Chinese
urban sculpture planning systems could also present local experiences for global issues in other
countries and regions. China was chosen as the main research object because it has an urgent need for a
sustainable development model, following the rapid and large-scale development of urban sculptures,
which is reflected in the sharp increase in the number of urban sculptures. Taking Shanghai as an
example, the number of urban sculptures has increased from 1500 pieces in 2003 to 3500 in 2015,
and many of these are large-scale, fixed sculptures. As a result of this concentrated and explosive
development, several unsustainable issues have arisen. Faced with these problems, how can we realize
the human-centered principle of intergenerational equilibrium to meet the needs of contemporary
people and leave room for our future generations? How can we achieve harmonious development
of sculpture and dynamic development of urban space? How can we achieve ultimate cultural and
social sustainability through the continuous development of urban sculptures? How can we make
urban sculpture develop in a long-term and healthy way? These questions are all related to urban
sculpture sustainability.

Consequently, this article differs dramatically from the existing literature, not only because of
the different perspectives, but also because of the geographic areas in which it was conducted. The
main purpose of this article is to put forwards sustainable principles from the perspectives of planning
strategies using the case studies that mainly focus on a Chinese context. For this purpose, our research
questions are the following: (1) How are urban sculptures produced through planning systems in
China’s context? (2) What kind of influencing factors are related to sustainability, predominantly within
the framework of planning strategies and policies? (3) What kind of principles for planning strategies
and policies could be utilized to move urban sculptures towards sustainability? Our findings will be
valuable to both policy makers and other urban actors, such as urban planners, artists, and architects,
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in crafting strategies for the sustainable production of urban sculptures by improving planning efforts.
Moreover, the results will also add to the knowledge of geographic studies of public art planning
through the contextualized analysis of Chinese urban sculpture planning systems.

2. Materials and Methods

We first conducted a comprehensive search of scientific publications from the China National
Knowledge Infrastructure (CNKI-http:/ /www.cnkinet/) and Web of Science Direct, using different
search terms and combinations, as shown in Table 2. As urban sculpture is an important part of public
arts in international contexts, the term of “public art” was also used to make sure related studies could
be included. Following the searches, we eliminated the repetitive studies in different databases to make
sure the data was not covered more than once in the analysis. As a significant proportion of urban
sculpture planning research is not published in peer-reviewed journals, we also used Google Scholar
to get more articles by an extensive subjective search. As was previously stated, one of our aims was
to describe the development history so we did not define the time limit to get as much information
as much as possible (-May 31, 2018). In addition, planning and policy documents were collected
from open sources, such as local official planning bureau websites, and from personal contacts with
unpublished documents.

Table 2. Keywords for the search in the academic databases.

Search Terms

%1

Q1: “urban sculpture planning
Q2: “urban sculpture” and “planning”
Q3: “public art planning*”

Q4: “public art” and “planning”

Source: Drawn by the author.

In the database of Web of Science, we obtained 31 studies of peer-reviewed scientific papers
and conference papers. We obtained another 95 studies of peer-reviewed articles, 31 newspaper
articles, and 26 theses of PhDs and Masters from the CNKI database. We then verified the relevance of
these studies through article titles, keywords, and abstracts, resulting in 126 articles in two languages
(English; Chinese), which specifically dealt with urban sculpture planning of China. Another 31 urban
sculpture planning and policy documents were also included in this research. Because urban sculpture
planning studies are closely related to actual practices, the studies were also checked by the standards
whether it contained cases for specific cities. The 37 studies with cases were the core materials for the
review. To make some comparative studies, another 31 foreign (including Asia, European, Australian,
American cities) public art master plans and related literature were collected through searching “public
art master plan” on Google and Google Scholar.

Each paper was examined according to the following descriptive attributes in the established
analysis framework of this research, as listed in Table 3. This framework was formulated based on
preliminary fast literature reviews with the main research objectives in mind. Initially, some aspects
were targeted to gather basic information, such as when, where, why, by whom, and how the research
and practice took place. According to the framework, related literature materials were reviewed one
by one. As a result, the targeted inquiries could be conducted according to the analysis and a summary
of the information reviewed, such as the status quo of urban sculpture development in Chinese cities,
the problems of urban sculptures” development before planning and strategies of planning, and also
the different strategies utilized in the planning practices to move sculptures towards sustainability.
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Table 3. Aspects for literature examination.

Aspects Attributes

® Planning development over time

Who, why, when, how, where (city) the plans were

Related information about the planning documents formulated and implemented

o Current situation of urban sculpture development

Distribution Overall layout of the current sculptures

Number of sculptures For current situation

The information carried by urban sculptures, such as
cultural metaphor and historical connotation; the
relationship between sculptures and social, historical,

Artisti li . . L .
rtistic quality and physical environment; it is usually reflected in the

characteristics of sculptures, such as theme, size,
color, etc.

Physical quality Current p1'-oblems of materials, sources, or energy
consumption

Management Participator, financial factor, legislative condition

® Methodological approaches for planning

Planning from different levels Master plan, district-level plan and detailed plan

Overall layout of the sculpture Distribution structure of corridor, cluster, and nodes, etc.

Related urban planning systems: Master plan, urban

Planning b . .
anning bases design, subject plan, green space system, etc.

Selection of sculpture characteristics Theme, size, type, color, material, color, etc.

Public spaces of different functions based on land use
type
Guidance principles Different guidelines in relation to different levels

Urban space related with sculptures

How to embed cultural and historical elements in

Heritage and culture
sculptures

Vision and goal The goal or vision anticipated on the plans

Participators, such as government, leader, planner,
Implementation strategy architects, artists, citizens, etc., how to broaden the
participation; Methods of public participation

Source: Drawn by the author.

Other qualitative methods were also utilized in this study, such as semi-structured interviews
with key actors of government officials in the Municipal Urban Planning Bureau, artists, urban
planners, architects, landscape architects, residents, etc. These interviews were mainly designed as
supplementary materials to identify the effects brought by sculpture planning documents and policies
to the cities in relation to sustainability. The interviews were structured by several questions of “why,
how, what”. For example, why is the sculpture planning important for the sustainability of sculptures?
(the “why”); how does the urban sculpture planning contribute to the sustainability of sculptures?
(the “how”); and what actual effects does the planning and policy have after the implementation? (the
“what”). The descriptive method was also utilized in this research to study the development of the
urban planning system in China based on the literature examination.

3. Situating Urban Sculptures within Chinese Cultural Policies and Urban Planning Systems

Urban sculpture, as an important part of cultural strategies, varies with different social and
political contexts [43,49]. Cultural policy “refers to the institutional supports that channel both aesthetic
creativity and collective ways of life . .. Cultural policy is embodied in systematic, regulatory guides to
action that are adopted by organizations to achieve their goals” [43,50]. Before the Chinese economic
reform (1978), the development of urban sculpture was influenced largely by political factors, with
commemorative urban sculptures in realistic styles, such as statues of historical celebrities, peasants,
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and soldiers (Figure 1). The sculptures were regarded as a political tool of maintaining social order,
which could produce monuments to stimulate civic identities and nationalism. Since 1980s, urban
sculpture was utilized by Chinese cities as a driver of local economies, local tourism, urban-upgrading,
and sociocultural urban regeneration. The “National Urban Sculpture Planning Group” (chengshi
diaosu guihua zu) was established with the approval of the Ministry of Culture and the Ministry of
Construction in 1982. Subsequently, various cities and provinces across the country have set up special
institutions to promote urban sculpture construction.

(a)

Figure 1. (a) The statue of Sun-Yat Sen, Nanjing, 1930; (b) the statue of peasants and soldiers, Nanjing,
1968. Source: Baidu picture.

In order to strengthen the construction and management of urban sculptures, the national
regulation of the “Administration Regulations of Urban Sculpture Construction” (chengshi diaosu
jianshe guanli banfa) was issued by the Ministry of Culture and Construction in 1993 [46]. It marked
the point at which the construction of urban sculptures in China began to enter the track of legal
systematic management. The cities of Seattle, Birmingham, Melbourne, and Singapore are all excellent
examples of regenerating urban economies, beautifying city spaces, and fostering a sense of identity
through arts and culture [40] (p. 1921). Thus, urban sculptures were also taken as new ways to
increase urban economics and competitiveness because of its effects of imaging cities in post-socialist
China. In order to integrate the urban sculpture construction into the management systems of urban
planning, the Ministry of Construction has undertaken the role of guidance, which further clarified
the function of construction management [51]. In 2005, the Ministry of Construction carried out the
“Public Art-Percent Investment Policy Research (gonggong yishu baifenbi touzi zhengce yanjiu)” to
conduct research and analysis on the public art policies, financial factors, and development trends
of domestic and foreign cities [52]. In 2006, “Guiding Opinions on Urban Sculpture Construction
(guanyu chengshi diaosu jianshede zhidao yijian)” (No.137 [2006]) has been issued to guide urban
sculptures’ construction from aspects of project establishment, site selection, design examination,
etc. Based on the establishment of urban sculpture management agencies and the formulation of
relevant regulations, urban sculpture construction has gradually been incorporated into urban planning
systems throughout the country [53]. Urban sculpture planning is a suggestive document, which
is linked to the original urban planning system, providing a platform for joint work of professional
practitioners from different majors, including urban planning, art, landscape, architecture, municipal
administration, transportation, etc. Song Chunhua, the Deputy Minister of Construction, in his speech
at the Changchun sculpture construction conference, proposed that urban sculpture has already
entered the “planning era (guihuashidai)” [54]. Urban sculpture plans are usually formulated as a part
of overall master plans (chengshi zongti guihua) or a single special plan (zhuanxiang guihua) [55].
According to incomplete statistics, from 1996, more than 38 cities (See details in Appendix A) have
compiled urban sculpture planning documents. Since the 1980s, more than 10,000 urban sculptures
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in China have been constructed [56] (Table 4). The number of sculptures in many cities have
increased significantly. However, due to the lack of corresponding planning, management regulations,
operational mechanisms, and other policy measures, the urban sculpture construction of some cities
has been under chaotic situations. Before the formulation of urban sculpture planning, most of the
cities would do a thorough investigation on the development status of the urban sculptures, including
the number, location, image, and some other details of the sculptures. This helped to summarize the
problems existing in the current situation, and then solve them through corresponding methods during
the formulation of sculpture planning documents. Through the analysis results of the literature review
for the current situation of urban sculpture development (based on the framework in Table 2), the
factors in relation to sustainability for the current situation could be conducted and classified into four
aspects (Table 5). In addition, these four aspects are related to the values corresponding to sustainable
urban development, such as environmental, cultural, economic, and social values [57,58].

Table 4. Number of sculptures in some Chinese cities.

City Beijing  Shanghai Chongqing Ningbo Wuhan Nanjing Shanghai Guangzhou Xi’an
Number 1836 1034 700 235 500 1046 3500 1245 572
Year 2004 2004 2004 2010 2012 2014 2015 2015 2017

Source: Drawn by the author according to the data from literature review.

Table 5. Influencing factors of urban sculptures in relation to sustainability.

Value in Relation to

Sustainability Factor Attributes
Smart site design of the sculptures in a collaborative
Economic and Environmental Systematism sy_ste{n; c1jeation of urbap image; overall stl:ucture of
Value distribution as a narrative system; marketing place
Urban identities; local distinctiveness; cultural
Cultural Regionalism herllfage utilization (tanglblg a141d intangible);
value adaptive theme and characteristics of sculptures
Eco-friendly materials; renewable and low carbon
Life cycle resources; reduction of energy consumption
Environmental Physical-life Harmonious relationship of sculpture and
Value Artistic-life env1ronmgnt; 1mprovemept of the
environmental quality
. Int tional equilibrium; le oriented;
Social value Management ntergenerational equilibrium; people oriente

resilient system; phased arrangement

Source: Drawn by the author.

According to the above analysis, these current issues in relation to sustainability could be listed
as follows:

e Lack of systematic coordination. Due to the market-oriented urban sculpture construction, the
overall distribution of urban sculptures in many cities is uneven. Most artists usually work in
their own independent fields without consideration of the relationships between these sculptures
and other existing ones [59]. In particular, the lack of an overall arrangement for characteristics
and themes of urban sculptures results in a singleness of form and the duplication of subject
matter within the proposed site vicinity. This will not only lead to a waste of urban resources,
gentrification of certain areas, and increasing disparities, but it can also be detrimental to the
principles of equity balance. In addition to the fairness of the urban sculpture layout, urban
sculptures should be given priority in areas in which they are relatively scarce [60].

e  Loss of cultural identity. Affected by cultural globalization, China has also been influenced by
Western art. There are too many similar sculptures emulated from the West, making it impossible
to construct a unique urban cultural landscape [61,62]. The sculptures are mass-produced by
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factories as industrial products without cultural meaning, formal sense, or taste in art [63]. The
mass production of these urban sculptures aggravates the phenomenon of “thousands of cities
with one appearance (qian cheng yi mian)”. There is a lack of understanding of regional culture,
especially in works responding to regional culture [64].

e Reduction of life cycle. The life span of urban sculptures includes both their physical life and
artistic life [65]. Lack of research on sculptural materials and production techniques results
in their reduction in the physical life span. Materials should withstand climatic conditions,
such as sun, heat, and freezing as well as winter salt exposure. There is no corresponding
policy to strengthen the protection of existing urban sculptures, so professional maintenance
and repairs cannot be carried out [59]. What is more important is the abnormal shortening of
the urban sculptures” art life, which is demonstrated by their disharmony with the surrounding
environment. An inconsistency of characteristics, such as theme, site selection, and material, could
result in relocation or dismantling only a short period after the sculpture was constructed [66].
These processes cause a waste of construction funds, manpower, and resources [65]. For Chinese
cities, the urban space holding sculptures may change due to rapid urbanization. For example,
the statue of Sun Yat-sen in Nanjing was moved due to the construction of the subway and
the upgrading of the transportation system. The reason for this was a disjunction between the
superior planning of the urban spatial development and the construction of urban sculptures,
which cannot meet the long-term and short-term goals of urban development.

e Non-standard management system. Urban sculpture construction is based mainly on local
management and lacks overall city coordination. The management levels of different districts
are uneven and the division of responsibilities are not clear, as they lack unified mechanisms
throughout the entire process of production. Many cities do not have a specific department
to manage the construction of sculptures. Therefore, the construction of sculptures cannot
be combined with several major projects in urban transformation, such as the regeneration
of historical and cultural blocks. Contrary to the principle of intergenerational equilibrium,
the spontaneous construction of sculptures in the short-term will lead to overdevelopment.
Construction should satisfy the long-, medium-, and short-term goals, and be carried out in a
planned and regulated manner [67]. In some cities, urban sculptures are often monopolized by a
small number of governors and elites, meaning that the citizens cannot participate in the process,
which goes against the principle of people-orientation [68,69].

In response to these issues, urban sculpture planning has been utilized as a tool of solution by
several cities in China. It has been suggested that the drafting of the urban sculpture development
plan should be gradually transferred to regional coordination, location confirmation, measurement
control, and cultural guidance in the long run. Through these methods, Chinese urban sculptures will
be pushed towards the path of sustainability. Furthermore, it has been proven that urban sculpture
will become an indispensable part of the process of urban and social development in China [65].

4. Drafting Strategies for Urban Sculpture Planning from the Perspective of Sustainability

Although urban sculpture planning of each city has different focuses and methods in each city,
it can be summarized and divided into four main aspects. Four strategies compose a theoretical
framework of urban sculpture planning, which addresses the four issues in relation to sustainability
(see Part 3). According to the analysis, this section proposes advices and guidelines for future planning,
using excellent examples in practice and research.

4.1. Structure and Image

The Chinese urban sculptural planning system does not just focus on a single urban sculpture,
but on urban sculptures as a narrative system of symbols. It emphasizes the distribution structure
among the sculpture clusters from the overall city level. The development of urban sculptures has
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infiltrated into various spaces of the city, as they are inextricably linked to urban transportation, green
space systems, and other types of open spaces. This means that determining the spatial planning
for the distribution of priority urban sculptures should be based on a comprehensive analysis of
other existing urban planning systems. Urban sculpture planning in China’s urban planning system
usually includes: General urban planning, general urban design, green space system planning, and
historical and cultural city preservation planning, etc. Taking Wuhan as an example, GIS (Geographic
Information System) technology was utilized in the plan to sort out the spatial distribution structure
of urban sculptures [70]. The road skeleton, urban landscape system, and urban green infrastructure,
etc. were all superimposed to form the elements of an urban public space. Consequently, the overall
structure of urban sculpture planning was formed by this open spatial structure.

The interactive relationship between urban sculptures and urban spaces can help to enhance the
overall image of the city [20,71]. Kevin Lynch’s theory of urban images presents five elements that
people perceive as urban images: The path, the edge, the district, the node, and the landmark [72]. This
theory was imported as guidelines for the formation of an overall image of urban sculptures in several
cities in China. It has been considered that, if urban sculptures could be linked to these elements, the
effects of promoting the city’s image and people’s perceptions could be enhanced dramatically. In
other words, urban spaces that consider these five elements when building sculptures could create
the highlights of the overall municipal layout. This cognitive theory and urban landscape system
elements are the main basis of hierarchical positioning in urban public spaces from different levels of
districts, corridors, landmarks, and nodes [73]. The famous international example of this is the “Angel
of the North” landmark, which plays an important role in changing the image of a “postindustrial”
city into a “cultural” city [19]. The other example can be also seen in Cardiff, Atlanta, Reston, Santa
Rosa, and Greeley, where their master plans recommend that public arts should be displayed in
the sites corresponding to these five cognitive elements: “Path” of primary road, pedestrian, cycle
networks, river, and rail corridors; “edge” of gateways; “district” of parks, education area; “node”
of metro stations, town center, and government center; and also “landmarks”. [45,74-77]. Nanjing,
Suzhou, Mianyang, and Wuxi all utilized Kevin Lynch’s five elements of perception to form main
cognitive systems and they also took the traditional axis of Chinese landscape into consideration [78].
Spatial cognitive systems could help to construct an overall visual perception hierarchy of urban
sculptures [78]. Harbin also considers these five elements, as they create a park and a large square
as a core point, urban streets as links, and a general spatial layout of urban sculptures that is based
on courtyards, street gardens, small gardens, city entrances, and important road intersections [79]. It
can be seen that the core areas are composed of elements that include points, lines, and faces, as they
are the guiding core points of urban space imagery that correspond to the five elements proposed by
Kevin Lynch.

The above-mentioned structure and image formation should be based on a full understanding
of the status quo of sculpture, the urban natural environment, and the humanistic environment. The
preliminary work for the preparation of urban sculpture planning includes a basic survey of the
distribution of current urban sculptures, specific themes, and features. Taking Nanjing as an example, a
master distribution plan was made by locating current urban sculptures on the map and other analysis,
such as themes’ classification, was also formulated according to the investigation data. (Figure 2)
A database of urban sculptures was also formulated using GIS technology. Standardized charts
of urban sculpture survey included basic information, such as individual sculptures, photographs,
designers, and other basic information. This information can be utilized to analyze different themes
or districts of current urban sculptures systematically. “The urban sculpture current situation survey
fully investigates and analyzes the status quo of urban sculpture and provides valuable digital basic
data for the systematic management of urban sculptures. In the future, this information can also be
reflected in the urban tourism systems” (Interviews with Wang Zhaozhao who is in charge of urban
sculpture construction at the Nanjing Urban Planning Bureau, March 2017). The direction of priorities
for future development can be determined by comparing the current distribution density of urban
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sculptures with the planned structure and image, which can be determined by analysis of existing
planning documents. Unsustainable issues of excessive concentration and duplication of themes in the
process of urban sculpture development can be avoided from a macro level.
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Figure 2. Examples of analysis in the Nanjing sculpture investigation. (a) Distribution of urban
sculptures within main urban areas’ boundaries and the old city’s boundary (a red spot represents
one piece of sculpture, about 1,069 pieces in total until 2015); (b) Analysis of sculptures located in 11
different administrative districts; (c) Analysis of different types of sculptures in Nanjing (classified
according to investigation). Source: Drawn by the author according to the data from Nanjing Urban
Planning Bureau [80].

Taking Shanghai as an example, the “Shanghai Urban Sculpture Master Plan” was compiled under
the framework of the “Shanghai Master Plan”. It takes urban public spaces within the administrative
jurisdiction of Shanghai as the main planning scope. The plan determines the layout of key districts
for urban sculptures from two different geographic levels of the city level (shiyu) and central city-level
(zhongxin cheng). The city level determines the urban development structural axis, key urban areas,
and industrial districts in the suburbs, and the key areas for the construction of urban sculptures; the
level of central urban area determines the geometric patterns of ‘one vertical, two horizontal, three
rings, many hearts’ (yizong, liangheng, sanhuan, duoxin). (Figure 3). “One vertical” represents the
Huangpu riverside landscape axis; “two horizontal” means the Suzhou riverside landscape axis and
the avenue from the east to the west; “third rings” are the inner ring, central ring, and the outer
ring landscape axis; “many hearts” determine the business district, the municipal and sub-municipal
business centers, historical and cultural areas, large-scale ecological green space, and other key areas
as important districts of the sculpture landscape system [81]. “From the level of overall planning,
urban sculpture planning does not only help to determine the layout of urban sculptures scientifically
through sorting out urban spaces in other urban planning systems, but also make sculptures a holistic
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narrative expression for specific city. At this point the city sculpture was successful” (Interview with
deputy chief officers at the Nanjing Urban Planning Bureau, 2017).
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Figure 3. “The configuration of the sculptures in the central city” in the Master Plan of Sculptures in
Shanghai, 2006. Source: Shanghai Municipal Planning Bureau [81] (Translated by the author).

4.2. Identity and Heritage

As illustrated by TC Chang, “contemporary public art has the power to inform place identity” [40].
“Identity in this context is a socio-spatial concept in that people themselves endow places with meaning,
leading to identification with shared characteristics between groups within locality” [20]. Good urban
sculptures can form a special “sense of place” by shaping regional culture [82], creating a cultural
landscape, and inheriting the collective memory of the city [83], so as to give its residents or tourists
a sense of identity. This is largely due to the local cultural information displayed in urban sculpture
and the high degree of conformity between urban sculpture and the local environment. As suggested
by Tim Hall and Iain Robertson, two elements are crucial to develop a sense of place through urban
sculptures: The creation of artwork unique to sites, and the development of an awareness of the
tradition and identity that is unique to a certain place [84]. The corresponding planning strategies
of urban sculptures are mainly represented in the selection of the theme of the urban sculptures,
based on both the regional cultural resources and the selection of the location, which often relates
to historical events [37]. The construction of urban cultural landscapes and collective memories
plays an important role in the transmission of urban historical culture through full use of urban
history, city characteristics, and regional culture. Taking the urban sculpture planning of Xi’an as an
example, a large amount of data was collected on historical contexts in the early stages of the planning
work, including key historical figures, events, and the locations of historical events, and 116 typical
historical subjects and events were selected. According to the time of the historical events, such as
dynasties, the sculptures were arranged to form an “oriental city sculpture poem” of historical local
characteristics [85]. “Manchester’s Northern Quarter Public Art Scheme” is an international example
of the adoption of this approach of reflecting the local identity through a study of local history on
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Tib Street [20]. Other famous examples can also be seen in Virginia [86] and the “Power of Place”
projects in Los Angeles [87]. The layout of urban sculptures in Xiangtan city took full account of
the location of major historical events, trying to awaken people’s memories and innermost feeling to
carry forward this traditional history and culture. The planning process considered historical events,
historical and cultural blocks (lishiwenhua jiequ), famous monuments, and celebrity relics as the main
distribution focuses of urban sculptures. This analysis was mainly based on the historical and cultural
city’s planning documents of conservation. Several locations were selected, such as the Guandi Temple,
Martyrs, and celebrities” former residences [88].

In addition, urban sculpture planning should also play an important role in the protection of
urban heritage, which includes both physical and metaphysical aspects. This does not only mean
the protection of existing heritage sculptures, it also means that urban sculptures could be used
to rejuvenate historic districts and cultural blocks, by highlighting the history and heritage of a
place [88,89]. McCarthy argues that “the use of historical associations can provide a valuable means of
linking public art with local identity” [20]. In China, the construction of urban sculpture is usually
incorporated into the regeneration of the historical and cultural blocks. For example, the Luwan District
of Shanghai is rich in historical resources. Nearly one-quarter of the district has been categorized as
a historic conservation area. During the planning process of urban sculptures, these resources are
considered. Intangible historical and cultural resources are materialized in the form of sculptures by
an emphasis on themes, such as historical events, folk culture, historical figures, literary arts, and
historical buildings, for future developments. These main themes were formulated by examining
important historical events, historical figures, and cultural relics of historic buildings [90]. Harbin has
proposed to place sculptures at the historic sites, such as the locations of historical events, and places
where outstanding historical figures lived and worked [79]. In the process of the renewal of historic
districts, the important role of public art has been examined by several researchers, such as Beijing’s
798 Historic District [3] and Shanghai’s Red Town Urban Regeneration project [91]. Urban sculpture
planning puts these kinds of projects on the agenda. A “culture-led” approach to regeneration and
the mechanisms of its application are embedded in the regeneration policies and practices in UK,
such as the famous example of the Tate Modern in London. This can also be seen in the Guggenheim
in Bilbao [20]. It can be said that, especially in the post-industrial era, urban sculptures can help
realize the transformation and revitalization of cultural centers from global experiences. However,
one critical issue of equity should be recognized, as the public art could lead to gentrification in some
circumstances. In addition, some researchers point out that the simple historical reflection may only
lead to “nostalgia and the re-production of myths” [19,20].

In Chinese urban sculpture planning systems, the urban sculptures are actively advocated to
be utilized to activate the historic street renewal project, inherit the historical context, and construct
a tangible spatial form [64]. Many Chinese cities attempt to create more sculptures with themes of
regional culture and historical information in sculpture planning. This also encourages a variety of
sculptures to be built at the same time. Urban sculptures also provide a platform for sustainable
education, presenting a unique form and interface for the continuation of ecological concepts. Through
the experience of the sculpture, sustainable environmental ethics and the educational function of
sustainable development can be realized [37]. Since Harbin is building an ecological city, the planning
of the sculpture emphasizes the construction of related themes, such as ecological conservation [79].

4.3. Space and Function

One way of using art in urban sustainable development is realized through an interaction with the
environment [17], “Public art may be defined as site-specific art in the public domain” [20]. Kwon has
analyzed the specific form of site-specific public art, emphasizing the important connections between
sculpture and the environment [92]. These interactions between urban sculptures and the environment
have manifested itself in several ways. First of all, the urban sculptures should be environmentally
friendly and fit with the natural environment [66]. When the environment surrounding the urban
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sculpture project changes, the main structure of the original urban sculpture project should be tested
and reinforced if necessary. In addition, urban sculptures should utilize their tangible forms to
emphasize the surrounding environment, working together with the surrounding environment to
enhance the quality of the space.

Interpreting the correlation and mutual restraint between urban sculptures and urban space
on an artistic level can be regarded as urban sculpture planning’s main basis for consideration. In
other words, urban spaces with different locations, functions, history, and forms restrict the selection
of specific attributes and the spiritual implications of the urban sculptures. Most plans guide the
corresponding theme and specific attributes of urban sculpture according to the nature of the area.
The planning of the urban sculptures ensures that the artistic life of urban sculptures is long-lasting,
and the dynamic urban development, such as the nature of the land use, corresponds to the urban
sculptures. Therefore, it is necessary to analyze the public spaces that may be associated with the
urban sculptures and try to determine highly relevant urban spaces. By classifying these typical urban
spaces, the corresponding principles of urban sculpture guidance are proposed in urban planning
documents. Taking Tianjin as an example, typical urban spaces are divided into seven different types of
spaces: Urban plazas and parks, residential areas, research and education spaces, culture and medical
facilities, large commercial areas, and transportation stations [93]. For these different types of areas,
corresponding guidelines for urban sculptures were put forward, including indicators, themes, size,
form, material, color, and other elements. It is worth mentioning that Tianjin was the first city to put
forward the specific indicator for urban sculptures in relation to its population. It is conceptualized
that, until 2030, the number of sculptures will be no less than one piece per 10,000 citizens within
the city boundary, and two pieces per 10,000 citizens within the central city area. This can also be
seen in the “Public Art Master Plan of Fort Worth”, in which it is suggested that public art should
be integrated with the development of special spatial functions of the regional transit system that
connects the growth centers and villages along commercial corridors [47].

Taking “urban sculpture planning in the central city of Beijing” (Beijing zhongxincheng chengshi
diaosu guihua) as an example (Figure 4), it has defined a total of 125 key districts for the future
construction of urban sculptures [94]. These districts are divided into six types based on their different
functions: Historical conservation areas, large urban functional areas, urban special cultural areas, and
centralized parks, green lands, strip green areas and waterfront, and urban road interfaces. Focusing
on the cultural features and functional attributes of the key districts, the theme of the corresponding
proposed urban sculpture was matched. The plan sets the requirements for urban sculptures in the
form of detailed drawing guidance for different land functions. At the same time, there is moderate
degree of flexibility to consider more detailed contents, such as the location, scale, and material of urban
sculptures, in conjunction with the urban design of the region in the next step, and proposes more
detailed guidelines for the design of urban sculptures at the site level as an artist’s urban sculpture task
manual. It also recommends that urban sculpture planning should be incorporated into the detailed
guidelines for urban design, the implementation phases of key planning, and development initiatives.
In this plan, it fully relies on the relevant contents of the central city control regulations and urban
design guidelines to ensure the unity of planning [95]. Urban sculpture planning is integrated into the
entire system of urban planning [66].
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4.4. Coordination and Management

To ensure the implementation and management of urban sculpture planning, it is necessary to
improve local policies, detailed rules of implementation, and corresponding operational mechanisms.
The coordination function of the urban sculpture management system mainly includes the systematic
design of specific implementation links, participating entities, fundraising, near-long-term planning,
hierarchical divisions, and legislative trials. Urban sculpture construction management systems
integrate the planning, selection, approval, construction, evaluation, conservation, and maintenance of
the urban sculptures into a complete system [69]. In particular, different participators of the creative
subject (artist and sculptor), the evaluation subject (evaluation commission composed of experts,
scholars, and citizens), and the promotion subject (related government department) are integrated
and managed by the system during the construction process [96]. The current mechanisms for the
production in China is mainly influenced by the government, while community-led sculptures and
urban sculptures promoted by non-government agencies are rare. Most urban sculptures are still
influenced mainly by the opinions of the government and elite groups. Therefore, it is necessary
to focus on developing a reasonable mechanism for public participation [55]. At the same time,
multi-channel financing methods suitable for local administration should be explored, such as setting
up public art funds, special funds for key projects, and private investments. Urban sculpture planning
should be set up in a step-by-step, orderly, and reasonable way, in order to guide the cities’ recent and
long-term urban sculpture construction [97]. In the plan of Taizhou, different description methods
were used to determine the relevant contents of the short-, middle-, and long-term sculpture planning
projects. The short-term planning is relatively microscopic, focusing at the local sculpture placement,
theme selection, and the guidance of related attributes and indicators. Long-term planning puts
forward different requirements for key areas, such as commercial areas and residential areas, and takes
principled guidance with regards to the main methods, referring to the description methods of the
city’s overall planning and sub-district planning [62]. The management system should also combine
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legislation and regulations into the production of urban sculptures. The specific provision of the
“Zhengzhou City Sculpture Management Measures” was set up according to the “People’s Republic of
China Urban and Rural Planning Law”, “Copyright Law of the People’s Republic of China”, “Urban
Design Management Measures”, and other laws and regulations. The Yangpu District of Shanghai has
tried to incorporate urban sculpture into the conditions of urban land transfer [98]. While ensuring the
implementation of urban sculptures, this also provides a basis for subsequent planning management.

The development of urban sculptures should meet the requirements of intergenerational balance.
Urban sculpture planning should have flexibilities, the ability to look to the future, be open to change,
and sustain people’s interest in urban sculptures over the decades [99]. Greater participation is
generally agreed to be one of the central principles of sustainable development [17,100]. The initial
formulation of urban sculpture planning was a result of the rapid and large-scale development of
sculptures by local governments with a conscious promotion of public participation. Permanent offices
are responsible for the planning, organization, coordination, and management of the city’s urban
sculptures. Art committees, which consist of sculptors, planners, architects, landscape architects,
sociologists, and other experts, are responsible for the evaluation of the city’s major urban sculptures
and decision-making process. In this way, the establishment of specialized management institutions
for urban sculpture will benefit the participation of all sections of society, which will be advantageous
for the daily management of the urban sculptures, and also for the smooth implementation of sculpture
planning [55]. The case of Manchester is very distinctive in its application of relatively loose, fluid,
and flexible processes through innovative participation methods, such as the “Big Jam” open-forum
sessions [20]. As McCarthy argues, the use of flexible processes are always conflicting with the
provision of detailed frameworks and guidance [20] (p. 247). Also, “there needs to be a high degree of
flexibility within the roles of artists to ensure an innovative and diverse approach” [20]. Therefore,
sculpture planning should avoid excessive intervention and guidance.

5. Discussions and Conclusions

Above all, the study has summarized how the existing urban sculpture planning documents in
China try to realize sustainability in terms of the framework of systematism, regionalism, integration
into the surrounding urban space, and management. The planning documents can be divided into
three different levels. The general plan proposes geometric patterns to help to realize the city image
and the overall sculpture planning structures based on the legacy of existing sculptures. Sculptures of
themes, which could highlight regional culture and history, are recommended in the detailed plans.
In the planning, urban sculptures were creatively applied in urban renewal, cultural heritage protection,
urban characteristics, and personalized expression. Urban sculptures also promote the sustainable
development of urban space and the formation of an urban landscape. The management of urban
sculpture planning provides a certain degree of flexibility, leaving space for artists to create, while also
trying to build a multidisciplinary integration platform so that different fields of scholars can work
together to provide suggestions of sustainable development for urban sculptures. It can be seen that
the first three principles are all closely related to the ‘co-production of sculptures and cities’ [101] (p. 1).
In other words, the way that the China’s urban planning systems move urban sculptures towards
sustainability are operated by and through positive interactions between arts and cities. They discuss
the important guiding principles that are useful for the implementation of sculptures, such as the
selection of sites and the selection of sculptures. As argued, one of the core principles for sustainability
is “quality of life”, and urban sculpture planning, as an important part of cultural policy that links art
and the environment, can promote the core aim of sustainable urban development [17]. The fourth
principle of ‘coordination and management’ can be seen as an institutional guarantee, which could
guide the smooth implementation of planning.

This article argues that urban sculpture planning is formed under specific Chinese social
structures, the political government, and cultural backgrounds through reviews of the urban sculpture
planning development process in China. Some scholars state that urban sculpture planning is used
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as an instrument to both boost urban entrepreneurialism and advance state authoritarianism in
China [49,102]. Although urban sculpture planning largely originated from the leadership of local
governments, it also involves experts, scholars, and citizens of various professions in its formulation
process. Public art was an essential element of the early planning profession in the United States,
which can be traced back to the collaboration of Frederick Law Olmsted with artists during the “City
Beautiful Movement” [103]. This historical echo tells us that the urban sculptures were situated within
the planning system globally. It is not just linked to the specific political factors of China. In other
words, we argue that the appearance of urban sculpture planning in China is not simply due to the
authoritarian mode of state, but the means and methods that are suitable for the sustainable production
of urban sculptures and sustainable urban development. The main purpose of the planning is not only
for realizing political and social control, but to cope with various problems that have emerged in the
rapid development of urban sculpture construction.

Through the analysis of this article, it can be seen that China’s urban sculpture planning has
several special focuses in relation to sustainability. Firstly, the urban sculpture planning is usually
examined from the city scale by incorporating urban sculptures within the framework of the whole
urban planning systems and cultural policies in China. Secondly, it is conceptualized to make strategies
based on the overall situation of urban sculptures in the city. Moreover, it is also a pioneering attempt
to refine the guidance in urban sculptures through their relationships with the dynamic function of
land use. These points were all examined specifically in this article through the main cases in Chinese
contexts. However, some of China’s challenges relating to sustainable development are not unique. For
example, since the 1980s, a general consensus has already formed globally that urban regeneration can
be realized through the use of public art [12,15,87,88]. Therefore, we have also adopted many excellent
international examples and theories to help illuminate the conceptual framework of sustainable
principles. All in all, although the urban sculpture planning system is formed with the special context
of China, several principles towards sustainability are not unique. Thus, the planning principles put
forward in this article also offer valuable insights into global issues relating to sculpture sustainability.

However, we must acknowledge that there are still several problems in the urban sculpture
planning system. Currently, most of the Chinese urban sculpture plans have been made for upcoming
urban sculptures instead of existing sculptures. Therefore, future research is required, in order to
evaluate and recycle the existing sculptures [104]. We can also see the example of the “IXIA Public
Art Think Tank” has conducted a very brief evaluation framework [57]. More studies should be
carried out to evaluate existing sculptures. This article has taken a glimpse at the effectiveness of the
urban sculpture planning through the method of interviews, but a more specific evaluation framework
remains to be studied based on the current article.

The value of this exercise is threefold: (1) The study enriches the geographic research of
internationalized sustainable public art planning in different regions through studies of the urban
sculpture planning under the specific circumstances of China; (2) the notion of sustainable development
of urban sculpture was proposed and expanded, especially from the perspective of planning strategies
and cultural policies; and (3) in addition, sustainable principals for the development of sculptures
in terms of the four aspects of systematism, regionalism, environmentalism, and management were
proposed. Our findings enrich valuable knowledge on geographic studies of public art planning
through the contextualized analysis of Chinese urban sculpture planning systems. Moreover, results
will be valuable to both policy makers and other urban actors of urban planners, artists, and architects in
crafting strategies about the sustainable production of urban sculptures through improving planning
efforts. Although China’s political, social, and economic conditions are unique, it does not only
provide experiences for China’s urban sculpture production, but also acts as a valuable reference to
the development of urban sculptures in other regions and countries.
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Appendix A.

Overview of urban sculpture plans in Chinese cities urban sculpture policy (a), urban sculpture
planning document (b). Source: Based on a literature review on urban sculpture planning in Chinese
cities (including literature, policies and planning documents).

City Year Document Type and Title Other Issues
1988 (a) Beijing Urban Sculpture Construction
Planning Outline
2003 (a) Beijing Urban Sculpture Construction
Development Plan(2004-2014)
2008 (a) Interim Regulations on Urban Planning and
Beijing Construction in Beijing

1. Beijing urban sculpture construction planning

principles; 2. Beijing urban sculpture theme;

3. Beijing urban sculpture layout; 4. Urban

sculpture quality; 5. Urban sculpture planning
2009 (b) Beijing City Center Urban Sculpture Planning  and construction implementation measures;

6. Beijing urban sculpture planning project;

including character statues, historical events,

group sculpture, urban historical and cultural

signs, national art sculpture park

(a) Shanghai Municipal Sculpture Construction

1
Shanghai 9% Management Measures
2004 (b) Shanghai Urban Sculpture Master Plan
(2004-2020)
1994/2004/ (a) Shenzhen Special Economic Zone Urban
2017 Sculpture Management Regulations
2002 (a) Shenzhen Municipal Special Economic Zone
Shenzhen Urban Sculpture Management Regulations
1998 (b) Urban Sculpture Planning
1999,/2012 (b) Shenzhen Special Economic Zone Urban
Sculpture Master Plan
2002 (b) Shenzhen City Center Sculpture Planning
2001 (b) Guangzhou Science City Urban Sculpture

Planning

(b) Guangzhou City Sculpture Master Plan

Guangzhou 2002/2015 i
Revision

(b) Guangzhou Urban Sculpture System
- Thi f shaft gallery, ke
Planning (2015-2030) ree types of shaft gallery, key area, node

(a) Hangzhou City Sculpture Construction

2007 Management Measures
Hangzhou

2008 (b) Hangzhou City Sculpture Master Plan

2011 (b) Hangzhou City Sculpture Special Plan
Kunshan 2016 (b) Kunshan Urban Sculpture Planning

“One heart, one garden, one axis, two belts,
: (b) Changsha Urban Sculpture Planning multiple points” urban sculpture overall

Changsha 2004/2015 (2004-2020) layout [105]

Historical and cultural sculpture area
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City Year Document Type and Title Other Issues
The selection of urban sculpture theme, the
overall spatial layout of urban sculpture (urban
Wuxi 2014 (b) Taihu Urban Sculpture Planning gateway, major roads along the main public
activity center and square, city park, scenic area,
historic area, river and lakeside)
Mudanjiang 2016 (b) Mudanjiang City Sculpture Special Plan
2005 (a) Nanning Urban Sculpture Construction and
. Management Measures
Nanning
R h on the Devel Planni f
(b) Research on t,e eve _0 pme.nt anming o One belt, two rings, four axes, five gardens [82]
Urban Sculpture in Nanning City
. . . . 1 linear layout 2 planar expansion layout 3
Xiangtan 2010 (b) Xiangtan City Master Plan- Sculpture Section L.
multi-point layout [88]
Wathan 2012 (b) Main City Urban Sculpture and Square Vision: cultural city, city with sculptures
Planning One gallery, two belts, multiple groups [70]
Tq dens, th ints, four belts, fi
2005 (b) Harbin Urban Sculpture Planning WO gardens, three points, four betts, tive
. axes [79]
Harbin
One river, one island, two belts, sixteen districts,
2010 (b) Harbin Public Art Planning sixteen axes, sixteen gardens, Hundreds of
points [106]
2002 (b)Xi"an Cityscape Sculpture System Planning
2003 (b) Xi’an Urban Sculpture System Planning Two axes, three rings, sixteen district [107]
Xi‘an 2014 (b) Xi‘an Urban Sculpture Planning Two axes, three rings, eight radiation, sixteen
zones [85]
Sculpture demonstration Street, 12 rent public
2017 (b) Xi’an Urban Sculpture Special Plan center sculpture, 16 sculpture parks and 11 rent
silk road theme sculptures
Suzhou 2008 (b) Suzhou City Sculpture Planning One heart, two zones, two pieces [78]
Nanjing 2017 (b) Nanjing Urban Sculpture Planning
Ningbo 2011 (b) lewgbo City Center City Sculpture Special
Planning
(b) Wenzhou Urban Sculpture Planning
Wenzhou 2008 (2007-2020)
Taizhou 2004 (b) Taizhou Urban Sculpture Planning Six lines, one area, a.nd”mulhp]e points. “One
percent cultural policy” [62]
Yuyao 2006 (b) Yuyao Urban Sculpture Concept Planning
2007 (a) Tianjin City Sculpture Management Measures
(a) Interim Provisions on the Management of
Tianjin 2016 Urban Sculptures for Construction Projects in
Tianjin Regulations [2016] No. 213
2017 (b) Tianjin Urban Sculpture Master Plan
(2017-2030)
199 (b) Changchun City Master Plan (1996-2020) One river, one line, two roads, two streets and
Sculpture Planning Section parks [108]
Changchun
2000 (b) Changchun Urban Sculpture Planning
(2000-2020)
Qinhuangdao 2014 (b) Qinhuangdao Urban Sculpture Planning
Huainan 2006 (b) Huainan Urban Sculpture Planning Three groups, multi-center [109]
) (b) Tongling City Urban Sculpture Planning Three cities, three hearts, five axes, one park,
7
Tongling 200 (2003-2020) multiple nodes [107]
Panzhihua 2005 (b) Panzhihua Public Art Master Plan (2005-2020) "T" shape structure pattern [110]
b 11 Urban Design of Mi ity-
Mianyang - (b) Overall Urban esign o Manyang City one point, two belts, three axes, four zones
Sculpture System Planning Section
Luoyang 2011 (b) Luoyang City Sculpture System Planning Aim: Cultural sustainability [64]

(2011-2020)
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City Year Document Type and Title Other Issues
Fuzhou 2012 (b) Fuzhou City Sculpture Planning One core, two new cities, three groups, three
axes [111]
. (b) Urumgi Urban Sculpture Planning
2007
Urumgi 00 (2007-2020)
Shenyang 2003 (b) Shenyang Urban Sculpture Master Plan
Chongging (b) Cbongqing Main City Urban Sculpture
Planning
(b) Nanyang City Landscape Sculpture Planning  Five windows, two rings and two axes, city
Nanyang - . .
and Design square, key section [112]
Xianyang - (b) Xianyang Urban Sculpture Planning System ZZ\I:;SCQ[?(;;' five major areas, scattered
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Abstract: With economic development and globalization, more organizations have been cooperating
with foreign enterprises, which brings not only opportunities but also management difficulties
and competitions with organizations. Organizations must improve their management and adapt
to changing market conditions and the requirements and needs of its customers to maintain and
strengthen its position in the market. Management by Project (MBP) uses technical methods of
modern project management (PM) to manage various tasks and activities that are considered as
projects. It is an effective way to solve management problems and improve management levels and
enterprise competitiveness. However, few small and medium-sized enterprises apply MBP in their
operation and management processes. Therefore, this paper presents a new idea to promote the
application of MBP and the formation of a PM culture within society. In this paper, we searched
a major database using the systematic literature review method and analyzed the articles directly
or indirectly linked to our paper to obtain literature supporting the views of this article. First, this
paper presents a new kind of management culture from the social aspect, termed as Social Project
Culture (SPC), which can promote sustainable development and improve the management level and
efficiency of organizations by promoting MBP application across society. Second, by analyzing the
SPC definition, its three functions, i.e., project management behavior, management and risk control
capacity, and international competitiveness, are provided. Then, to help organizations apply this
method, an evolutionary path is proposed, including the creation stage, formative stage, mature stage,
and heritage stage. Finally, to ensure the continued optimization of SPC, four safeguard measures in
terms of theory, institution, behavior, and ideology are proposed.

Keywords: social project culture; management by project; evolution path; sustainable development

1. Introduction

With economic development and globalization, more organizations have been cooperating
with foreign enterprises, which brings not only opportunities but also management difficulties
and competitions with organizations. Organizations must improve their management and adapt
to changing market conditions and the requirements and needs of its customers to maintain
and strengthen its position in the market. Therefore, organizations are striving to improve their
management and competitiveness in order to promote sustainable development.

To deal with an increasingly complex business environment, organizations have begun to find new
methods to improve management ability and solve management problems, such as transformation and
upgrading issues, risk control, and self-management problems [1]. Hence, the idea of Management by

Sustainability 2019, 11, 202; doi:10.3390/su11010202 99 www.mdpi.com/journal/sustainability
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Project (MBP), which leads to clearer management purposes, more scientific control, and more efficient
operation results [2], is proposed to solve the management problem and promote the sustainable
development of organizations and enterprises.

However, at present, the organizations utilizing MBP are mostly large corporations. Few small
and medium-sized enterprises implement MBP into their operational processes [3]. Many management
problems, such as transformation and upgrading issues, risk control, and self-management problems,
are becoming key impediments to the sustainable development of these enterprises, which plays an
irreplaceable role in promoting economic development [4-6]. Therefore, it is imperative to find a
way to generalize the MBP concept to improve the management capacity of small and medium-sized
enterprises and promote the sustainable development of organizations [7-9].

Based on the management problems of small and medium-sized enterprises and a systematic
literature review of papers directly or indirectly linked to culture and PM such as MBP, studies
on enterprise project culture (EPC) and organizational culture, this paper proposed a new kind of
management culture, termed Social Project Culture (SPC). The aim of SPC is to help organizations,
especially small and medium-sized enterprises, achieve sustainable development by improving the
application of MBP in society. It can then also indirectly promote economic development through the
prosperity of organizations and enterprises.

The definition and functions of SPC are provided to make the leaders of relevant organizations
clearly understand its connection. We describe the evolution of SPC to guide users in implementing SPC
and help them to make this culture more suitable for their socio-economic environment. Meanwhile,
to ensure the smooth implementation and continued optimization of SPC, four safeguard measures in
terms of theory, institution, behavior, and ideology are proposed. These guarantees can also reduce the
risk of implementation and ensure the formation of SPC.

This paper is structured as follows. Section 2 describes the literature review. The methodology is
introduced in Section 3. Section 4 elaborates on the connotation of SPC and presents an analysis
of the important role of SPC. Section 5 addresses the four stages of SPC’s evolutionary path.
The four safeguard measures from theory, systems, behavior, and ideology are provided in Section 6.
Conclusions and discussions are drawn in Section 7.

2. Literature Review

Modern project management (PM), especially the idea of MBP, has become popular within
organizations [10-12]. As a modern model, MBP uses technical methods of modern PM to manage
various tasks and activities that are considered as projects [13,14], and is an effective method to improve
the efficiency of enterprise management [10,15,16]. The concept of MBP was first advanced in the
mid-1980s [17] and applied in a number of areas, such as architecture, national defense, aerospace, etc.
After the 1990s, MBP was gradually applied to the rapidly developing IT industry and other high-tech
fields [18], which effectively improved management ability in these fields. As a result, more and more
enterprises and departments chose to complete their work using MBP [19]. Since then, MBP has been
used in multi-project management, including project program and project portfolio management, and
become the main management model in organizations due to its advantages in pursuing organizations’
strategies, improving resource utilization, and solving sustainable development problems [20,21].
Above all, most researchers concentrate on how to apply it in different fields and the optimization
of this theory. Few researchers pay attention to promoting the application of this method within
society for sustainable development of organizations, especially small and medium-sized enterprises.
There are also few studies that combine MBP and culture. In order to fill these research gaps, SPC is
proposed to guide organizations, especially small and medium-sized enterprises, to achieve sustainable
development by promoting the application of MBP within society.

Culture is typically viewed as the values, beliefs, and ideology of an organization or society [22-24].
It influences the way in which people behave [25,26]. A person’s decision-making process is dependent
on their cultural background according to what is considered ‘the right way’, highlighting the
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importance of culture [27]. As a collection of group consciousnesses, the guiding role of culture
in society has become increasingly prominent [28,29], especially in the management of enterprises and
organizations [30-32]. Therefore, theoretical research focusing on cultural perspectives has significantly
improved in the field of management [33-35]. Some researchers have pointed out that PM culture is
enterprise-oriented [7,36—41]. It is considered as a unique culture within a project or a project portfolio.
They have also analyzed its importance in the success and sustainable development of projects [42,43],
especially cross-border international cooperation projects [44—47]. Other researchers have noted
that PM culture is a set of stable beliefs, attitudes, and values recognized from the perspective of
an enterprise, and could combine the values of members with strategic objectives to promote the
realization of those objectives [48]. Drawing conclusions from this previous research, it can be argued
that PM culture is only suitable for spreading MBP within enterprises and not suitable for prompting
the application of MBP within society. Therefore, we propose SPC from a social perspective for the
first time. It fills the research gap in that most researchers only concentrated on management culture
from the perspective of a single enterprise.

3. Methodology

In our analysis we make use of the systematic literature review (SLR) approach. The SLR method
originated in the 1990s, and it was initially used in the field of medicine, although more recently it has
also been adopted in various fields, such as systems engineering, marketing, tourism, and strategic
innovation [49-52]. We reviewed the literature directly or indirectly linked to culture, organizational
culture, enterprise project culture, and project management. Some of the references we selected to
support the viewpoint of this paper are summarized in Appendices A and B, the others are described
in this paper. The systematic review process is presented as follows.

3.1. Search Strategy

SLR was conducted as a research methodology to collect material for this paper. To obtain the
relevant literature, we used a search in the common database of published literature including Web of
Science, Springerlink, Wiley Online Library, Elsevier and China National Knowledge Infrastructure,
one of the largest biomedical abstracts and full test literature databases in China. In addition, references
identified from bibliographies of pertinent articles were also retrieved if needed. We made no restriction
on language or date. The searches sought the following combinations of key words: “management

7 i i i

by project”, “project management”, “enterprise project culture”, “enterprise culture”, “organizational
" ou " ou " ou " ou

culture”, “culture”, “enterprise culture AND function”, “culture AND function”, “enterprise culture
AND evolution”, and “culture AND evolution”.

3.2. Criteria

The studies are selected to support the conception provided in this paper. Therefore, articles were
included when they met the following criteria:

1.  The paper included the key words that we mentioned above.
The definition of enterprise project culture or culture is provided in the paper.

3. The function of project management, management by project, enterprise project culture or
organizational culture, or culture is described directly or indirectly.

4. The evolution of enterprise project culture or culture is decribed.

3.3. Study Selection

First, we selected the studies based on titles, key words, and abstracts of the retrieved records.
Studies that did not meet the criteria were discarded during the initial review. Then, we cross-checked
these studies. When uncertainty existed, we retrieved and assessed the full text studies if they were
available. Different opinions were resolved through discussion. The articles we selected have been
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cited in this paper. The views of the articles we referenced to support this paper have been summarized
in Appendices A and B.

4. Overview of Social Project Culture

4.1. Connotation of Social Project Culture

Culture is a type of social phenomenon based on a certain organization and produced in a certain
environment [53]. It is an internal restriction and norm, which is widely recognized by humans in social
activities. Culture can guide the public and organizations to choose their own behavior to achieve
long-term, sustainable development [42,53]. SPC is a special kind of culture that emerges during the
process of popularization and application of PM in various fields. The benefit of promoting SPC to
realize organizations’ long-term sustainable development is obvious [54]. However, the definition of
SPC has not been determined. Therefore, it is necessary to define SPC in order to promote it.

SPC has a strong similarity in several aspects with enterprise-based group
consciousness—enterprise project culture (EPC). Both SPC and EPC attempt to popularize
MBP and build a project culture to ensure sustainable development and achieve organization strategic
objectives with the MBP application. Hence, it can be concluded that the EPC characteristics can
provide a reference for defining SPC [55], which enables SPC to be analyzed from three aspects, i.e.,
scope, purpose, and result, and the definition of SPC can be described as follows.

Definition: SPC is a consensus that originates from the MBP process. It is composed of PM
values, management styles, management methods, and ideological systems, of which the purpose is
to improve the efficiency of management activities and guide the organization to form management
behavior and achieve sustainable development.

The number of cooperative projects is increasing and the scale is expanding, which brings
difficulties to organizations. SPC can contribute to solving this problem. SPC helps guide organizations
to conduct activities using PM in order to improve the management efficiency of organizations and
ensure the smooth implementation of cooperation. Its purpose is to guide enterprises, individuals,
and outreach groups to address cooperative matters using project management. It will promote the
success of a single project into the success of the organization, and the success of a single organization
into the success of national strategy. Eventually, a kind of project management value concept, system
standard, management thought, and management behavior are formed.

The connotation of SPC is complicated; it involves many influencing factors, such as project
environment, national policy, and management capacity, which cause difficulties for building SPC in
essence [54]. Similar to the process of forming corporate culture [56] and EPC, the core elements in
building SPC are the scope, purpose, and result [54,57]. Therefore, in this paper, the connotation of
SPC is described as follows: from the scope perspective, the scope of SPC is covered by the whole
organizations in society. From the perspective of construction purpose, the main purpose of building
SPC is to guide the organization to apply PM to its daily routine. Based on the result analysis, SPC
adapts to the special background of the society to form PM values, concepts, system standards,
management ideas, and management behaviors for organizations.

4.2. Functions of Social Project Culture

Based on analyzing the previous studies, we found that as a special kind of management culture
SPC has functions in culture as well as PM [54]. Here, the functions in culture are orientation, value
integration, and normative integration, which will guide the organization to achieve sustainable
development. Developing a corporate culture supersedes factors such as corporate strategy, market
presence, and technological advantage to affect the success of a company [58]. The functions in
PM work towards more flexible organizations, closer teamwork, and a more efficient management
process [2]. According to the method we described in Section 3, we selected some literature to support
the function provided in this section, as summarized in Appendix A. The functions of SPC can be
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concluded by combining the functions of culture and PM, which can be divided into three aspects, as
shown in Figure 1 [59-66].

Guide organizations to
promote project management
behavior

Functions of the
SPC

Improve the international
competitiveness of
organizations

Improve the organizations’
project management and risk
control capabilities

Figure 1. Functions of Social Project Culture (SPC).

Figure 1 shows that guiding organizations to promote PM behavior and sustainable development
is the primary function of SPC. SPC emphasizes PM behavior implementation, PM system
establishment, and PM thinking formation during the MBP process. It guides organizations,
individuals, and groups to address affairs, actualize PM behavior, and manage using a specific
program in accordance with the MBP principles, which will promote their sustainable development.

The second function of SPC is to help organizations improve their PM and risk control capabilities
(Figure 1). Modern PM emphasizes three-dimensional constraints (quality, cost, and duration) as
well as other factors, such as human, risk, and flexible management. Hence, the establishment of an
intangible mechanism is required to ensure PM implementation and integrate the rigid and flexible
constraints. In addition, SPC could ensure that organizations perform activities in accordance with
MBP and control risks by using systematic procedure in the order of plan, organize, implement, control,
and finish.

The importance of SPC can be reflected in improving the third function of SPC, i.e., international
competitiveness of organizations, individuals, and groups (Figure 1) by facilitating enterprises to
apply MBP. Within the MBP trend, building SPC will help organizations, individuals, and groups
improve their levels of technical services, engineering quality, and management [7-9]. Ultimately,
these organizations will achieve a market advantage with higher efficiency and quality and raise their
international and sustainable development competitiveness.

It can be found that these three functions correlate with each other and can work together to
improve the management level of the company for sustainable development. In practice, SPC will help
organizations develop PM behavior, which will in turn improve the organizations’ PM and risk control
capability, management efficiency, and international competitiveness. Hence, more organizations will
be encouraged to develop PM behavior.

5. Evolutionary Path of Social Project Culture

With the implementation of policies such as “The Belt and Road”, the number of cross-border
projects has increased, which provides a broader space for the practice of project management. Modern
project management not only requires the support of all kinds of ‘hardware’ but the assistance of
‘software’ such as project management culture. Therefore, the development process of SPC should
be included, in addition to building SPC. At present, there are few studies about the evolutionary
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path of SPC, but many researchers have studied similar corporate culture. By analyzing the existing
literature shown in Appendix B, it can be found that the development of culture generally includes four
stages: generation, interpretation, identification, and following [67-73]. As a management culture, SPC
includes some other complex processes, such as creation, formation, improvement, and heritability.
Therefore, the evolutionary path of SPC can be constructed in four steps: cultural creation, cultural
formative, cultural maturity, and cultural heritage, as shown in Figure 2.

According to the evolutionary path of SPC shown in Figure 2, first, government departments,
PM institutes, or other organizations create SPC based on the environment of society and enterprises.
Then a special PM agency is established by a PM institution or the relevant government departments
to establish and improve the PM rules and regulations. After that, these relevant departments
guide managers to apply MBP and PM knowledge in their organizations. Through the successful
implementation of individual project management, the idea of PM is gradually extended to the whole
industry. It then extends to multiple industry areas. The concept of project management is deepened
and SPC is initially formed within society. Then, relevant organizations evaluate the effect of the
implementation of SPC and propose some optimization measures to make it more suitable for the
current social and economic environment. SPC is recognized generally and constantly inherited.
The specific implementation method of each stage is as follows.

The creation stage, as the first evolutionary phase of SPC, refers to how to build SPC based on
the environment of society and enterprises to improve the adaptive capacity. At the beginning of this
stage, the idea of PM is proposed and promoted by government departments, PM institutes, or other
organizations. Then, the basic framework of SPC is proposed after analyzing the construction environment,
the construction content, the construction purpose, the target group, etc. The requirements for creating
the SPC should be raised and used to guide the subsequent building stage.

The second evolutionary phase of SPC is the formative stage, referring to how to make society
accept and implement SPC. This is a process that makes SPC convert from concept to behavior and
mainly includes three parts: (1) Identifying SPC. In the initial construction stage, some employees may
doubt the SPC functions, and hence some methods, such as publicity, training, and communication,
are adopted to help them accept and recognize SPC and provide ideological guarantees for the
implementation of specific actions. (2) Implementing SPC. The SPC will be translated into practical
action from the level of managers’ design frame in the implementation process. (3) Building SPC.
The purpose of building SPC is to promote MBP and guide people to form PM behavior. The project
management organizations (PMOs), as direct users of SPC, could regulate people’s will and behavior
and make sure they follow and implement what the SPC advocates. In order to ensure that SPC
can be implemented in a mandatory manner, institutionalizing PM and building SPC systematically
are necessary.
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The process of the SPC formative stage is shown in Figure 2. First, according to the actual situation
of a project, a PM idea based on SPC is proposed. Then, a PM agency is established by an institution or
a relevant government department responsible for developing and designing standards of PM, which
provides guidance for project activities and deploys and builds the SPC. PM institutions or government
legal branches regulate the management process and the division of responsibilities by establishing
the relevant PM system. After that, the PM system can ensure PM process standardization, define the
division of responsibilities clearly, and restrain the behavior of project members, while the management
system helps the organization ensure that the PM procedure is working correctly and the activities are
efficiently managed, which will provide an institutional guarantee for SPC construction. Finally, PM
agencies or organizations could carry out some training and experience exchange activities to help
employees understand, master, and apply PM knowledge. These steps would lay the foundation for
developing PM behavior, reducing communication barriers, and improving management efficiency.
After summarizing the successful experience in an individual organization, the MBP application can be
gradually extended to the entire industry, and the MBP behaviors could evolve from a single project to
a complex program or project portfolio management, which provides a guarantee for building the SPC
and promoting the sustainable development of the organization. During the formative stage of SPC, a
foundation for raising people’s awareness of MBP and promoting SPC development is established.
However, during the formation process of SPC, the order of multi-subprocesses is not fixed. It should
be noted that these subprocesses could begin simultaneously as long as the conditions required for
building the culture are satisfied.

The third evolutionary phase of SPC is the mature stage, referring to evaluation and improvement.
The original SPC may contain many shortcomings, so evaluating and analyzing the SPC insufficiency
from PM systems, PM departments, PM practices, and other aspects is an effective way to realize SPC’s
sustainable improvement. Through this assessment, the basic situation of the established SPC can
be grasped, on the basis of which suggestions for sustainable improvement can be proposed. If the
evaluation results reflect that the original SPC cannot fulfill the requirements for building the culture,
the process of building the SPC will be reorganized or returned to the first stage. If the evaluation
results show that the initial SPC satisfies the requirements for building the culture but is insufficient,
the shortcomings will be addressed. Afterwards, the SPC is re-evaluated to ensure that the purpose of
the organization’s sustainable development can be achieved. It can be seen that during the formative
stage and mature stage, SPC can be accepted by staff and workers, optimized, and applied in different
organizations, and then management can be guided to improve the success rate of projects.

The fourth evolutionary phase of SPC is the heritage stage, referring to how to inherit and
develop the SPC. Similar to the final step of constructing a culture, building SPC eventually realizes
the development and heritance of the ideas, theories, and methods of MBP in organizations to guide
organizations to achieve sustainable development in contemporary society.

6. Guarantees for Promoting Social Project Culture

The evolutionary process of culture can be influenced by the social environment. At present,
some problems in the social environment obstruct SPC evolution, such as lack of awareness of
PM [74], insufficient attention of leaders paid to PM [75], and inadequate systems built for PM [76].
Solving these problems is a prerequisite for building the SPC, but it is a complex process involving
many disciplines, such as organizational ecology [77,78], management [7,9,14], and organizational
management [79]. Therefore, considering the existing literature in different disciplines, this paper
proposes four supporting guarantees (i.e., theoretic guarantee, behavior guarantee, institutional
guarantee, and ideological guarantee) in order to solve the problems for confirming the realization of
SPC (Figure 3), which are elucidated as follows.
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Figure 3. Guarantees for promoting the SPC.

The SPC is a combination of project management ideas and culture, so it is imperative to strengthen
the theory of MBP for the continuous optimization of this theory. Theoretic guarantee is the basis of
promoting SPC from a theoretical perspective. Therefore, it is important to propose this guarantee.
There are many approaches to providing theoretical guarantees for the realization of SPC. For example,
talent support for SPC implementation can be supplied by developing the academic and vocational
education of PM. As a system that provides comprehensive theoretical support for PM practice, PM
science can be established to adapt to the requirements of this new trend [80] with some corresponding
and supporting policies formulated by the relevant government departments, PM institutions, research
institutions, or other organizations. Investment in PM theory and the study of PM science is required
to provide a theoretical basis for an organization to carry out PM activities, especially for modern
projects that are becoming more variable, uncertain, complex, and ambiguous.

The behavior guarantee is provided to instruct people’s behavior during the implementation
process. It is key to building SPC to help top managers pay sufficient attention to PM. The behavior
patterns and values of senior managers determine which culture the organization pursues. Leaders
should pay attention to PM implementation. As behaviors of cultural construction leaders, such as
government departments and PM associations, tend to set an example for employees, they must
fulfill their responsibility as cultural leaders and demonstrate the important role of PM in production
practice for employees through their own actions. In this way, a powerful guarantee is provided for
SPC development.

Institutional guarantee is another important support for the construction of SPC to solve the
problem of inadequate system building for MBP. In addition, it can prompt the formation of SPC
by constraining and guiding people’s behavior during the implementation process. A unified
PM system can guarantee PM quality, regulate behavior rationality, and ensure the systematic
implementation of SPC to adapt to the special trends of MBP. For instance, the PM system could
help organizations, individuals, and groups apply the theory of MBP in practice. This system can
provide a standard specification of PM that allows different organizations to explore personalized
management combined with their characteristics and finally achieve the ultimate goals: improving
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the efficiency of PM, enhancing the organization’s competitiveness, and achieving the sustainable
development of the organization.

Social project culture has both management characteristics and cultural characteristics. It not
only affects people from the mind but also influences them from behavior. Therefore, as a special
kind of culture, it is imperative to provide ideological guarantees to ensure that people form this kind
of thinking. The fourth guarantee, the ideological guarantee, is the core of building SPC. Attaching
great importance to publicity and education and improving the awareness of project management
in enterprises, individuals and groups provide the ideological guarantee for constructing SPC.As is
known, the main body in the process of culture building is people. If there is no effective participation
from the people, the culture is just a facade. At present, different people have different understandings
of PM, which has hindered the implementation of PM. Therefore, it is necessary to strengthen
publicity and education for personnel and improve their technical quality, cultural quality, and moral
quality, which will provide an ideological basis for SPC construction. For this purpose, government
departments and PM associations should carry out a variety of PM-related training activities to
encourage outreach enterprises, individuals, and groups to pay attention to PM. Consequently, an
organization’s PM skills can be improved and PM ideology can form, which will lay a foundation for
the implementation of PM behavior and make construction of the SPC possible.

7. Conclusions and Discussion

Under the background of ‘The Belt and Road’, the number of collaborative projects is increasing,
and the background of the stakeholders involved in the projects is also becoming more complex.
This situation requires pursuing win-win modern project management to meet the needs of
management. Modern project management pays more attention to the market and competition,
focusing on the human factor. It ensures projects are carried out efficiently with its systematic
management theory and methods. Therefore, the idea of constructing SPC in Chinese society is
proposed. Its purpose is to guide outreach organizations to apply the concept of MBP to their practical
management activities. The importance of constructing social project management is analyzed. Then,
the evolution path of SPC is built within the context of “The Belt and Road’. Finally, some corresponding
safeguard measures are proposed. This provides a new idea for promoting the extensive application of
project management, with details shown as follows.

With the number of collaborative projects increasing, the background of the stakeholders involved
in the projects is also becoming more complex. Modern PM, taking into consideration influencing
factors such as competitions and markets, is a win-win PM strategy that can satisfy sustainable
development requirements. As a modern model, MBP uses technical methods of modern PM to
manage various tasks and activities that are considered as projects and is an effective method to
improve the efficiency of enterprise management [10,13-16]. MBP promotes cooperation among
different projects and organizations and can accelerate economic development. With this approach,
all projects can be executed efficiently based on the application of a systematic management theory,
method, and culture. In this paper, SPC, which aims to achieve the sustainable development of
organizations by guiding employees to apply MBP and practical management activities in society,
has been proposed. Its evolutionary path including four stages has also been described. Moreover, in
order to ensure that SPC is accepted, used, and promoted by the organization, some corresponding
safeguard measures have been proposed.

SPC is a type of consensus which is formed in the process of implementing the idea of project
management in society. As a special form of culture, SPC not only has the function of culture but
also the characteristics of PM mode. On the one hand, culture has the functions of orientation,
value integration, normative integration, and so on. On the other hand, a project management
model can make organization management more flexible, teams work more closely, and management
process more efficient. Culture has a strong influence on people, which will lead the members of
society to choose certain behavior. SPC emphasizes implementation of project management behavior,
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establishment of the project management system, and formation of project management thinking
during the implementation. Therefore, when SPC is formed, it will lead the members of society to
choose behavior according to this cultural background. It will instruct enterprises, individuals, and
groups to address affairs, to actualize project management behavior, and to manage with a specific
program in accordance with the ideas of MBP. We summarize some of the benefits of this culture
as follows.

For organizations, SPC can improve their management efficiency and management capacity.
In addition, it can reduce the communication barriers in different enterprises and improve the
success rate of cooperation. For managers, SPC can reduce the management difficulties caused
by different cultures, outdated management, and changing environments. For government, it can
indirectly promote the economic development of society by prompting the prosperity of enterprises
and organizations.

Finally, this study provides a new idea for the sustainable development of organizations by
promoting the extensive application of MBP innovations shown as follows:

1.  Combined with the MBP trend, the SPC concept is proposed, which defines the concept of PM
culture at the social level. Furthermore, the important role of SPC is analyzed, and a new field
regarding PM culture at the social level is provided from the perspective of organizations.

2. Referring to the established literature, the evolutionary path of SPC is constructed based on four
stages of culture: creation, formation, maturity, and inheritance. With this evolutionary path of
SPC, the requirements of building a culture from four aspects (i.e., materials, behaviors, systems,
and spirits) can be satisfied.

3. According to the social status of PM, some safeguard measures are proposed from the aspects of
theory, system, behavior, and ideology. At the theoretical level, investment in PM research should
be increased, and a disciplined system for projects should be created and improved. At the system
level, the corresponding PM system should be established and improved, and the leaders should
pay more attention to SPC construction and take an active role as cultural leaders at the behavioral
level. At the ideological level, PM should be given great importance in publicity and education
to improve the PM ideology of organizations, individuals, and groups. The combination of these
four guarantees ensures the realization of SPC and sustainable development of organizations.

There are two shortcomings in this study: (1) In this paper, we proposed a general framework
of the evolutionary path of SPC roughly, and the specific details require in-depth analysis. (2) The
proposed evolutionary path of SPC is a general framework, which needs an in-depth analysis for
specific cases in actual practice. These limitations will be addressed in future research.
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Appendix A

Function

Authors

References

Point of View

Improve the
international
competitiveness of
organizations

Bai, S.J. [2]

The functions in PM work towards more flexible
organizations, more close teamwork, and a more efficient
management process.

Kamenskaya, I.N. [59]

The author described the components of culture in the
modern library and provided that the components become
organizational assets that are capable of ultimately increasing
the competitiveness and attractiveness of a library.

Barney, ].B. [60]

Firms that have cultures with the required attributes can
obtain sustained superior financial performance and generate
sustained competitive advantages from their cultures.

Quan, X.Y. [61]

This paper provided that organizational culture is one of the
intangible resources a firm owns, which is of importance in
developing competitive advantage.

Guide organizations to
promote project
management behavior

Bai, S.J. [2]

The functions in PM work towards more flexible
organizations, more close teamwork, and a more efficient
management process.

Kerzner, H. [62]

This research shows how effective project implementation can
play a key role for the success of a company.

Milosevic, D.Z.;
Patanakul, P; [63]
Srivannaboon, S.

Culture is a collective programming of the minds, generally
used to understand basic values of a group, and is used by
management to direct the behavior of employees to achieve
better performance.

Meyer, L.L.;

Pretorius, JH.C.; [64]
Pretorius, L.

Culture can improve the efficiency of the project manager and
enable engineering and project managers to interact and

manage efficiently on a “person to person”, “person to team”
and “team to team” basis.

Improve the
organizations’ project
management and risk

control capabilities

Bai, SJ. 2]

The functions in PM work towards more flexible
organizations, more close teamwork, and a more efficient
management process.

Kamenskaya, I.N. [59]

The author described the components of culture in the
modern library and provided that the components become
organizational assets that are capable of ultimately increasing
the competitiveness and attractiveness of a library.

Barney, ].B. [60]

Firms that have cultures with the required attributes can
obtain sustained superior financial performance and generate
sustained competitive advantages from their cultures.

Quan, X.Y. [61]

This paper provided that organizational culture is one of the
intangible resources a firm owns, which is of importance in
developing competitive advantage.

The views of the articles we referenced for Figure 1.
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Appendix B
Authors References Point of View
Schein, E.H. [67] The(formulatl‘on of corporate culture{ must consider the economic and social
environment in which the company is located.
The construction of corporate culture should be considered in the construction of
Conbere, ].P.; . R .
L [68]. corporate culture. The behavior of leaders has an important influence on the
Heorhiadi, A. . R
implementation of culture.
The formation process of corporate culture includes the following processes:
1. Creating the corporate culture: Corporate leaders build their own cultural based
on the enterprise characteristics and social environment.
2. Accept the corporate culture: Let the employees of the company understand and
Fan, G.Y. [69] agree with the culture of the company.
3. Behavioral training: Train employees to work in accordance with the culture of
the company.
4. Support for stability of corporate culture: Through various measures to ensure
the inheritance and continuity of corporate culture.
The formation process of corporate culture includes the following processes:
1. Theleader proposes the cultural concept.
Wang, WK. [70] 2. Corporate managers practice culture and strengthen the implementation of
the culture.
3. People implement the organization’s culture in the company.
1. Analyze the external environmental conditions and the strategy of the
corporates, Form the cultural mechanism of the enterprise, including the cultural
Wang, SJ. [71] control mechanism and inheritance mechanism. Form the unique corporate

environment and employee behavior culture of the enterprise.

Organization culture is shaped by the common experience of the organization and
most organization have developed unique cultures over time by practice and common
usage. Common experience include, but not limited to: shared vision, mission, values,
beliefs and expectation

1. regulations, polices, methods, and procedures
Rose, KH. [72] 2. motivation and reward systems

3. risk tolerance

4. view of leadership, hierarchy, and authority relationship
5. code of conduct, work ethic, and work hours

6 operating environment

Establishing a project culture

initiate the project: formalize the initiation of project
project definition

analysis of the issues

developing a European project process

launch and roll-out

review

Palmer, M. [73]

ARSI Sl

The views of the articles we referenced for Figure 2.

References

1. Bu, X.L. Thinking about ‘going out’ engineering contracting within the context of ‘The Belt and Road’.
Macroecon. Manag. 2016, 2, 57-60.

2. Bai, S.J. Modern Project Management; China Machine Press: Beijing, China, 2010; ISBN 978-7-111-10090-5.

3. Gang, L. The application of project management in small and medium-sized enterprises. New Economy 2016,
12,103-104.

4. Hai, BW. The Strategic Work of Small and Medium Enterprises on China’s Economic Development.
Spec. Zone Econ. 2010, 12, 234-235.

5. Shun, EA. The Impact of Developing Small and Medium Enterprises on China’s Economy. Times Finance
2013, 24, 170.

6.  Xin, L. China’s economic development and the role of Small and Medium Enterprises. Bus. Res. 2012, 4, 189-190.

7. Bai, L.B.; Du, Q. Co-evolution efficiency of project portfolio based on strategic orientation. Rairo-Oper. Res.
2017, 52, 645-659. [CrossRef]

8.  Xue, M.Z; Ran, L. The project management of enterprises. Econ. Tribune 2006, 3, 81-83. [CrossRef]

111



Sustainability 2019, 11, 202

10.

11.

12.

13.

14.

15.

16.

17.

18.

19.

20.

21.

22.
23.

24.

25.
26.

27.

28.

29.

30.

31.

32.

33.
34.

35.

Gareis, R. Management by projects: The management strategy of the ‘new’ project-oriented company. Int. J.
Proj. Manag. 1991, 9, 71-76. [CrossRef]

Maylor, H.; Brady, T.; Cookedavies, T.; Hodgson, D. From projectification to programmification. Int. ].
Proj. Manag. 2006, 24, 663—674. [CrossRef]

Kerzner, H. Implementation of Project Management; Project Management Case Studies; Wiley-Blackwell: Hoboken,
NJ, USA, 2017.

Turner, R.; Ledwith, A. Project Management in Small to Medium-Sized Enterprises: Fitting the Practices to
the Needs of the Firm to Deliver Benefit. J. Small Bus. Manag. 2016, 56, 475-479. [CrossRef]

Dan, W.D.; Qing, L.L. Research on Enterprise Project by Management Mode. |. Manag. Case Stud. 2013, 26,
163-168.

Gareis, R. "Management by projects”: The management approach for the future. Int. J. Proj. Manag. 1989, 7,
243-249. [CrossRef]

Chen, X.F. Research on the Construction and Promotion of Project Management System of BC Company.
Zhejiang University of Technology: Zhejiang, China, 2014.

Winter, M.; Smith, C.; Cooke-Davies, T.; Cicmil, S. The importance of ‘process” in Rethinking Project
Management: The story of a UK Government-funded research network. Int. J. Proj. Manag. 2006, 24, 650-662.
[CrossRef]

Sharad, D. Management by projects-an ideological breakthrough. Proj. Manag. ]. 1986, 3, 61-63.

Xie, L.N. Research on Cultural Characteristics of Project Management in IT Project. Master of Thesis, Yunnan
University, Yunnan, China, 2010.

Winter, M.; Szczepanek, T. Projects and programmes as value creation processes: A new perspective and
some practical implications. Int. J. Proj. Manag. 2008, 26, 95-103. [CrossRef]

Davidovitch, N.; Belichenko, M.; Kravchenko, Y. Information Resources Usage in Project Management
Digital Learning System. J. Educ. Learn. 2017, 6, 146. [CrossRef]

Kivild, J.; Martinsuo, M.; Vuorinen, L. Sustainable project management through project control in
infrastructure projects. Int. J. Proj. Manag. 2017, 35. [CrossRef]

Dimaggio, P. Culture and cognition. Metaphilosophy 1997, 23, 263-287. [CrossRef]

Montobon, E; Pagell, M.; Wu, Z. Making Sustainability Sustainable. |. Supply Chain Manag. 2016, 52, 11-27.
[CrossRef]

Song, F; Montabon, F; Xu, Y. The impact of national culture on corporate adoption of environmental
management practices and their effectiveness. Int. J. Prod. Econ. 2018, 205, 313-328. [CrossRef]

Mintu, A.T. Cultures and Organizations: Software of the Mind. J. Int. Bus. Stud. 1992, 23, 362-365. [CrossRef]
Alkhoraif, A.; Mclaughlin, P. Lean implementation within manufacturing SMEs in Saudi Arabia:
Organizational culture aspects. J. King Saud Univ.-Eng. Sci. 2018. [CrossRef]

Podrug, N. Influence of national culture on decision-making style. South East. Eur. ]. Econ. Bus. 2011, 6,
37-44. [CrossRef]

Sacco, P.L.; Ferilli, G.; Tavano Blessi, G. From Culture 1.0 to Culture 3.0: Three Socio-Technical Regimes of
Social and Economic Value Creation through Culture, and Their Impact on European Cohesion Policies.
Sustainability 2018, 10, 3923. [CrossRef]

Wréblewski, L.; Dziadzia, B.; Dacko-Pikiewicz, Z. Sustainable Management of the Offer of Cultural
Institutions in the Cross-Border Market for Cultural Services—Barriers and Conditions. Sustainability
2018, 10, 3253. [CrossRef]

Firth, G.; Krut, R. Introducing a project management culture. Eur. Manag. J. 1991, 9, 437-443. [CrossRef]
Eberlein, M. Culture as a critical success factor for successful global project management in multi-national it
service projects. J. Inf. Technol. Manag. 2008, 19, 27-42.

Morrison, ].M.; Brown, C.J.; Smit, E.V.D.M. The impact of organizational culture on project management in
matrix organizations. S. Afr. . Bus. Manag. 2008, 39, 27-36.

Henrie, ME.; Sousa-Posa, A. Project management: A cultural literary review. Proj. Manag. Inst. 2005. [CrossRef]
Maya, I.; Rahimi, M.; Meshkati, N.; Madabushi, D.; Pope, K.; Schulte, M. Cultural Influence on the
Implementation of Lessons Learned in Project Management. EMJ-Eng. Manag. ]. 2005, 17, 17-24. [CrossRef]
Zhang, Y.; Marquis, C.; Filippov, S.; Haasnoot, H.J.; Martijn, V.D.S. The Challenges and Enhancing
Opportunities of Global Project Management: Evidence from Chinese and Dutch Cross-Cultural Project
Management. Soc. Sci. Electr. Publ. 2015, 15. [CrossRef]

112



Sustainability 2019, 11, 202

36.

37.

38.

39.

40.

41.

42,

43.

44.

45.

46.

47.

48.

49.

50.

51.

52.

53.

54.

55.

56.

57.

58.

59.

Yazici, H.]. The role of project management maturity and organizational culture in perceived performance.
Proj. Manag. |. 2010, 40, 14-33. [CrossRef]

Daneshka, A. On the cultural profile of project management, Ikonomiceski i Sotsialni Alternativi. Available
online: https://ideas.repec.org/a/nwe/iisabg/y2016i3p83-92.html (accessed on 17 December 2018).
Hajian, H.; Astani, S. A Research Outlook for Real-Time Project Information Management by Integrating
Advanced Field Data Acquisition Systems and Building Information Modeling. In Proceedings of the
Computing in Civil Engineering, Austin, TX, USA, 24-27 June 2009.

Yuan, D.; Sai, Y. The Research on System of Construction Materials Management by Project. In Proceedings
of the International Conference on Management and Service Science, Wuhan, China, 24-26 August 2010;
pp- 1-4.

Ou, LX; Yu, WM. Strategic Programme Selection Model for Enterprise Management by Project.
Sci. Technol. Eng. 2007, 7, 2182-2186.

Wei, Y.; Miraglia, S. Organizational culture and knowledge transfer in project-based organizations:
Theoretical insights from a Chinese construction firm. Int. ]. Proj. Manag. 2017, 35, 571-585. [CrossRef]
Anderson, D.K.; Merna, T. Project management strategy—Project management represented as a process
based set of management domains and the consequences for project management strategy. Int. J. Proj. Manag.
2003, 21, 387-393. [CrossRef]

Yan, X.L.; Cao, H.P. Establishment and Realization of Project Culture during the Construction Project
Management in China. In Proceedings of the International Conference on Management and Service Science,
Wauhan, China, 12-14 August 2011; pp. 1-4.

Tsekhovoy, A.F.; Nekrassova, N.A.; Karmazina, L.I. The project management culture: International lessons
and kazakhstan’s experience. PM World |. 2014, 3, 1-14.

Agnantounkpatin, A.R.; Zhang, L.Y. A Framework for Culture Management in Sino-African International
Construction Projects. International Conference on Information Management. Innov. Manag. Ind. Eng. 2011,
2, 51-54. [CrossRef]

Fish, A. Assisting cross-border manager adjustment: Psycho-cultural and socio-cultural interventions.
Pers. Rev. 2005, 34, 225-245. [CrossRef]

Shore, B.; Cross, B.J. Exploring the role of national culture in the management of large-scale international
science projects. Int. J. Proj. Manag. 2005, 23, 55-64. [CrossRef]

Cheng, D.Q.; Chen, K. Organizational project management culture. Proj. Manag. Technol. 2006, 2, 31-35.
[CrossRef]

Lee, CK,; Yiu, TW.; Cheung, S.O. Selection and use of Alternative Dispute Resolution (ADR) in construction
Projects-Past and future research. Int. |. Proj. Manag. 2016, 34, 494-507. [CrossRef]

Putthiwanit, C. Exploring the Impact of Organizational Culture on Employees in Multinational Enterprise:
A Qualitative Approach. Procedia—Soc. Behav. Sci. 2015, 207, 483-491. [CrossRef]

Ke, Y,; Wang, S.Q.; Chan, A.P.C.; Cheung, E. Research Trend of Public-Private Partnership in Construction
Journals. J. Constr. Eng. Manag. 2009, 135, 1076-1086. [CrossRef]

Yu, Y,; Chan, A.P.C.; Chen, C.; Darko, A. Critical Risk Factors of Transnational Public-Private Partnership
Projects: Literature Review. J. Infrastruct. Syst. 2018, 24. [CrossRef]

Kotter, ].P.; Heskett, J.L.; Li, X.T. Corporate Culture and Performance; China Renmin University Press: Beijing,
China, 2004.

Zhang, T.T,; Lai, Y.X.; Bai, L.B.; Bai, S.J. Social Project Culture and Its Evolutionary Path. Proj. Manag. Technol.
2017, 15, 7-14. [CrossRef]

Zeng, Y.; Jin, M.; Guo, C.; Zhang, Z. Research on evaluation of enterprise project culture based on Denison
model. J. Ind. Eng. Manag. 2015, 8, 909-927. [CrossRef]

Heng, W.; Yang, D. The theoretical formation process of innovative corporate culture. Mita Bus. Rev. 2007,
50, 385-395.

Ajmal, M.M.; Koskinen, K.U. Knowledge transfer in project-based organizations: An organizational culture
perspective. Proj. Manag. . 2008, 39, 7-15. [CrossRef]

Arditi, D.; Nayak, S.; Damci, A. Effect of organizational culture on delay in construction. Int. |. Proj. Manag.
2017, 2, 136-147. [CrossRef]

Kamenskaya, LN. Organizational culture as a basis for the competitiveness of a library. Sci. Tech. Inf. Process.
2011, 38, 27-33. [CrossRef]

113



Sustainability 2019, 11, 202

60.

61.

62.

63.

64.

65.

66.

67.
68.

69.

70.

71.

72.

73.

74.

75.

76.

77.

78.

79.

80.

Barney, ].B. Organizational culture: Can it be a source of sustained competitive advantage? Acad. Manag. Rev.
1986, 11, 656-665. [CrossRef]

Quan, X.Y. Exploring Sustained Competitive Advantage: The Effect of Organizational Culture on Firm
Performance. In Proceedings of the International Conference on Management Science and Engineering,
Chengdu, China, 14-21 July 2007; pp. 1372-1377.

Kerzner, H. Culture. In Project Management Best Practices; John Wiley & Sons, Inc.: Hoboken, NJ, USA, 2014;
pp- 335-373.

Milosevic, D.Z.; Patanakul, P; Srivannaboon, S. Cultural Aspects of Project Management. In Case Studies in
Project, Program, and Organizational Project Management; John Wiley & Sons, Inc.: Hoboken, NJ, USA, 2010;
pp. 19-27.

Meyer, L.L.; Pretorius, ].H.C.; Pretorius, L. Effects of culture on project management contributing to the
success of managing culturally diverse engineering teams in a global environment. In Proceedings of the
IEEE International Conference on Industrial Engineering and Engineering Management, Bali, Indonesia,
4-7 December 2016; pp. 640-645.

Riley, J. Understanding the Antecedent Competencies of Organizational Risk Management Capabilities.
Doctor of Thesis, Clemson University, Clemson, SC, USA, 2013.

Kimbrough, R.L.; Componation, PJ. The Relationship between Organizational Culture and Enterprise Risk
Management. Eng. Manag. J. 2009, 21, 18-26. [CrossRef]

Schein, E.H. Culture: The missing concept in organization studies. Adm. Sci. Q. 1996, 41, 229-240. [CrossRef]
Conbere, ].P; Heorhiadi, A. Cultural influences and conflict in organizational change in new entrepreneurial
organizations in Ukraine. Int. J. Confl. Manag. 2006, 17, 226-241. [CrossRef]

Fan, G.Y. Enterprise Culture’s New Definition and the Enterprise Culture Management Model. East China
Econ. Manag. 2009, 23, 121-126.

Wang, W.K. The Formation Mechanism and Construction Method of Enterprise Culture. Prod. Res. 2009, 5,
251-252.

Wang, S.J. Field Research on Enterprise Culture Evolutionary path and Influence on its Performance—The
Analysis from the Perspective of Business Anthropology. |. Shanxi Univ. Finance Econ. 2015, 37, 71-84.

Rose, K.H. A Guide to the Project Management Body of Knowledge (PMBOK®; Guide)—Fifth Edition.
Proj. Manag. ]. 2013, 44, el. [CrossRef]

Palmer, M. How an effective project culture can help to achieve business success: Establishing a project
culture in Kimberly-Clark Europe. Ind. Commer. Train. 2002, 34, 101-105. [CrossRef]

Wei, C.L. Discussion on Project Management as a New Direction for the Development of Business
Management. J. Harbin Univ. Commerce (Soc. ScienceEdition) 2011, 1, 35-38. [CrossRef]

Wang, J.P. Analysis on the Problems and Improvement of Enterprise Project Culture Management.
China High.-Tech. Organ. 2016, 20, 169-170. [CrossRef]

Li, S.; Yu, Z.H.; Ding, Z.B. The present situation and problems of project management in China. Shanxi Arch.
2008, 8, 229-230. [CrossRef]

Hannan, M.T.; Freeman, J.H. Organizational Ecology. Ann. Rev. Sociol. 1984, 10, 71-93. [CrossRef]

Boone, C.; Wezel, F.C.; Witteloostuijn, A.V. Top management team composition and organizational ecology:
A nested hierarchical selection theory of team reproduction and organizational diversity. Adv. Strateg.
Manag. A 2006, 46, 97-124. [CrossRef]

Wood, R.; Bandura, A. Social Cognitive Theory of Organizational Management. Acad. Manag. Rev. 1989, 14,
361-384. [CrossRef]

Qian, EP. The Call of the Times-on the Establishment of ‘Project Science’. In Proceedings of the 2016 China
Project Management Conference and International Forum on Chinese Characteristics and Cross-Cultural
Project Management, Xi’an China, 26-27 November 2016.

@ © 2019 by the authors. Licensee MDPI, Basel, Switzerland. This article is an open access
@ article distributed under the terms and conditions of the Creative Commons Attribution
[

(CC BY) license (http:/ /creativecommons.org/licenses /by /4.0/).

114



a“r sustainability m\p\py

Atrticle

Understanding Pro-Environmental Behavior in the
US: Insights from Grid-Group Cultural Theory and
Cognitive Sociology

Gail Markle

Department of Sociology and Criminal Justice, Kennesaw State University, Kennesaw, GA 30067, USA;
gmarkle@kennesaw.edu

Received: 8 December 2018; Accepted: 17 January 2019; Published: 20 January 2019

Abstract: For almost fifty years researchers have endeavored to identify the factors that influence
individuals’ performance of environmentally significant behavior, with inconsistent results. This
quest has become even more urgent as newly released scientific reports provide mounting evidence
of global climate change and other types of anthropogenic environmental degradation. In order
to change individuals’ behavior on a large scale, it is necessary to change their habits of thinking.
Using insights from Grid-group cultural theory and cognitive sociology, this mixed-methods study
examined the factors that influence pro-environmental behavior among a nationally representative
US sample (1 = 395). Qualitative results indicate that individuals develop culturally-specific
environmental socio-cognitive schemas which they use to assign meaning to the environment
and guide their environmentally significant behavior. Quantitative results indicate cultural
orientation, pro-environmental orientation, environment identity, and environmental influence
predict pro-environmental behavior. Applying these combined theoretical perspectives to the social
problem of environmental degradation could facilitate the development of targeted strategies for
bringing about impactful behavioral change.

Keywords: pro-environmental behavior; grid-group cultural theory; cognitive sociology

1. Introduction

Global climate change is an urgent environmental issue. The Intergovernmental Panel on Climate
Change (IPCC) reports that warming of the climate system is unequivocal and has already significantly
impacted human and natural systems [1] (p. 1). The IPCC warns that continued emission of
greenhouse gases will have severe and irreversible consequences, although the risks of anthropogenic
environmental degradation can be mitigated with changes in behavior patterns. Yet, Americans’
response to increasing levels of environmental threat has been minimal [2-4]. Moreover, as scientific
evidence of environmental degradation mounts, so too does “environmental skepticism” [5] among
members of the general public, as well as outright repudiation among conservative think tanks and
foundations [6-8]. Climate change has become a polarizing political issue [9].

The social problem of environmental degradation represents the ultimate “commons
dilemma” [10]; an individual’s personal objective (want/need satisfaction) conflicts with that of the
group (resource viability). The challenge is: how to transform the performance of rational individual
behavior into collectively performed socially beneficial behavior which usually entails a perceived
cost to the individual? In order to bring about behavioral change on a large scale it is necessary to
change habits of thinking. This article reports the results of a nationally representative mixed-methods
study examining how Americans’ thinking about the environment influences their performance of
pro-environmental behavior.

Sustainability 2019, 11, 532; doi:10.3390/su11020532 115 www.mdpi.com/journal/sustainability
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2. Theoretical Perspectives and Relevant Research

Noting the complexity of pro-environmental behavior, Stern [11] called for the development of
synthetic theoretical models to advance our understanding of it; however, three perspectives continue
to dominate contemporary research into pro-environmental behavior. Norm activation theory [12]
argues that awareness of consequences and ascription of responsibility activate personal norms that
influence the performance of pro-environmental behavior. The theory of planned behavior [13]
posits that the performance of pro-environmental behavior is predicated upon intention, which
derives from a combination of attitudes, norms, and perceived behavioral control. Value-belief-norm
theory [14] states that personal values and norms, beliefs about environmental conditions, and
individual agency guide the performance of pro-environmental behavior. While useful, these theories
focus on individual-level explanations for behavior and pay little attention to social context. Social
context is important to consider since environmental attitudes and behavior result from the interplay
among characteristics of the individual and the social structure [15,16]. Grid-group cultural theory
and cognitive sociology share the perspective that the social structure embedded in the individual
as “culture” influences the individual’s attitudes and behavior [17]. This mixed-methods study
combines insights from grid-group cultural theory and cognitive sociology to examine how culture
influences individuals’ thinking about the environment, and consequently, their performance of
pro-environmental behavior.

2.1. Grid-Group Cultural Theory

The controversy over global warming is actually a debate about acceptable levels of risk,
specifically “which kinds of risks are acceptable to what sorts of people” [18] (p. 4). Absent complete
knowledge of the totality of potential dangers, individuals choose which risks to regard and which
to disregard in a manner that conforms to and sustains their way of life; hence risk is socially
constructed [18,19]. Grid-group cultural theory posits that conceptualizations of risk are not simply the
products of individual cognition, but social cognition as well. According to grid-group cultural theory,
the designation of which risks merit concern is a function of cultural biases and social relations, which
interact in a mutually reinforcing manner and are referred to as ways of life or political cultures [20].
Cultural biases are defined as worldviews, or shared values and beliefs, which support different
patterns of social relations. Social relations are defined as patterns of interpersonal relationships. The
specific risks chosen for regard/disregard function to reinforce one way of life while undermining
the others.

Grid-group cultural theory distinguishes three main ways of life, or cultures: individualist,
egalitarian, and hierarchical. ~Each culture has its own orientation to nature and specific
conceptualization of needs and resources by which its members justify their set of behavioral
strategies [21]. Members of the individualist culture regard nature as a cornucopia, where abundant
resources exist in a stable and global equilibrium. The individualist strategy is to manage both needs
and resources upward through conspicuous consumption, believing that when one prospers everyone
else benefits as well. Egalitarians view nature as existing in a delicate and precarious balance; resources
are finite and depleting. The ideals of equality and fairness are of utmost importance. The egalitarian
strategy is to decrease needs to ensure sustainability. For members of the hierarchical culture, nature
appears to exist in an unstable equilibrium with limited resources. The hierarchical strategy is to
increase resources in order to match needs. Due to their fundamentally different worldviews, or value
systems, these cultures exist in competition with one another, therefore irreconcilable conflict is a
central theme of grid-group cultural theory [22].

Several studies have empirically tested the principles of grid-group cultural theory. Consumption
behavior reflects the biases of the cultural groups [23]. Environmentalism is positively associated
with egalitarianism and negatively associated with individualism [24]. Egalitarians are more likely
to recycle and purchase organically-grown food compared to other cultural groups [25]. Egalitarians
favor policy measures aimed at reducing car use while individualists considered policy measures
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unnecessary [26]. Individualists prefer market-oriented solutions for managing environmental risk
and egalitarians preferred behavioral strategies [27].

2.2. Cognitive Sociology

Grid-group cultural theory explains variances in values but not the source of the variances.
Cognitive sociology has the potential to explain the source of those variances by illuminating the
relationship between cognition and culture [28]. Central to a cognitive sociological approach is the
distinction among three ways of thinking: cognitive individualism—thinking as an individual, from a
subjective position of personal experience; cognitive universalism—thinking as a human being, from an
objective position informed by nature and logic; and cognitive pluralism—thinking at the level of a social
being, from an inter-subjective position as part of a group whose members have developed similar
cognitive structures [29]. Cognitive sociology recognizes that people group themselves into cultures
with similar worldviews that provide “plausibility structures” or groups of confirming others who
validate the culture’s worldview and ipso facto that of the individual [30]. Individuals are socialized
into various thought communities, or cultures, via cognitive norms that specify appropriate ways
of perceiving, focusing attention, and signifying [29]. In perceiving, we become aware of something.
In focusing on something we make it the center of interest, relegating other things to a position of
less relevance or irrelevance. In signifying we invest something with meaning through the use of
signs (indicators, symbols, and icons). These cognitive norms, or rules of thinking, are a form of social
control, in effect, deciding for us “what we attend to, how we reason, what we remember, and how we
interpret out experiences” [31] (p. 323).

Cultural norms of focusing not only determine what is relevant and irrelevant, but also what is
ignored, usually through social pressure dictating its deliberate disregard. Denial is often invoked in the
face of things that virtually demand attention engendering “conspiracies of silence” [32]. For example,
Norgaard [4] characterized the lack of public response among a community of rural Norwegians
confronted with visible manifestations of global climate change as “collective avoidance.” Community
members had information, believed it, yet put it out of mind. Similarly, many Americans consider
recycling emblematic of pro-environmental behavior in general, and this singular focus precludes
their performance of other more productive pro-environmental behaviors [33]. They too are aware
of environmental degradation but choose not to focus on it. Neither group denied knowledge of
environmental problems; rather they were just not putting that knowledge to use [4]. Members of
both groups engaged in selective attention [34]: limiting their exposure to information, confining their
“mental horizons” to the short term, and especially among Americans, focusing on something small
that they could do.

Cognitive norms coalesce in the form of culturally specific socio-cognitive schemata, or
“mindscapes” [29] through which individuals develop an understanding of the world. As
knowledge structures, “[s]chemata are both representations of knowledge and information-processing
mechanisms” [28] (p. 269). As mechanisms of thinking, schemata provide culturally appropriate
cognitive shortcuts, simplifying individual cognition; thus, it is that culture is “manifest in people’s
heads” (p. 272). The process of developing a commitment to recycling entails adopting a socio-cognitive
schema associated with the role of recycler [35]. Grounded in the cultural meaning of the role of recycler,
the schema guides the perception and understanding of relevant information and ultimately behavior.

2.3. Other Influences on Pro-Environmental Behavior

Other social factors have been hypothesized to influence environmental behavior. Past experiences
with nature and exposure to negative environmental events [36] and environmentally-committed role
models [25] influence future performance of pro-environmental behavior. Stets and Biga [37] developed
a model of environment identity which situates one’s relationship with the natural environment along
a continuum from anthropocentrism (viewing the environment as a resource for consumption) to
ecocentrism (believing in interdependency among humans and the environment). Environment
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identity positively influences pro-environmental behavior [37]. Similarly, having a self-concept of
“environmentalist” positively influences pro-environmental behavior [38]. The process of becoming a
recycler entails: recognition and understanding of the meaning of the role of recycler; awareness that
the role can be a basis for identity; and congruence between the meaning of the role and the self [33].
Attitudes and behaviors associated with the role of recycler become associated with the self; it is thus
that “culture enters the person through cognitive schema associated with social roles” [35] (p. 55).

In this study I combined grid-group cultural theory and cognitive sociology to examine
the following research questions: what factors influence the performance of pro-environmental
behavior?; and how do these factors differ by cultural orientation? I hypothesize that individuals
develop culturally specific environmental socio-cognitive schemas which guide their performance
of environmentally significant behavior. An important step toward changing individuals’ behavior
toward the environment is to better understand how their thinking about the environment is influenced
by cultural group membership.

3. Research Methodology

This study was a correlational mixed-method design, in which both quantitative and qualitative
data were collected at the same time through an online survey instrument. A nationally representative
sample was generated from the US population using Zoomerang™ (Zoomerang, San Mateo, CA,
USA), an online market research company. Participants were randomly selected from this sample and
invited to participate in the survey via an email invitation from Zoomerang in 2011. The response rate
reported by Zoomerang was 67%. The survey consisted of 78 closed and open-ended questions which
assessed participants’ beliefs, attitudes, and behaviors relative to the environment.

3.1. Sample

Of the 395 participants who completed the online survey, 57.8% were women. Ages ranged from
18 to 84, with a median age of 32. Most (77.4%) had at least some college education. Just over 75%
of participants identified as white; 9.7% as black; 8.4% as Hispanic; and 4.0% as Asian. Household
income levels varied: 17.1% of participants reported an annual household income of less than $20,000;
26.5% reported between $20,001 and $45,000; 27.6% reported between $45,001 and $70,000; and 28.9%
reported more than $70,000. Most participants (79.2%) resided in an urban/suburban area, while the
remainder resided in a rural area. One important difference between this sample and the US population
is in the level of educational attainment; 77.4% of the sample have at least some college, compared to
59% of Americans [39]. This difference could be due to the use of an online data collection method.

3.2. Measures

Pro-environmental behavior was measured using a seven-item scale that reflects the level to which
participants take positive action toward the environment [40] (See Appendix A). The scale includes
such questions as: have you made any changes in your day-to-day behavior because of concerns about
the environment? Would you be willing to pay higher prices so that industry could better preserve
and protect the environment? Chronbach'’s alpha for this scale was 0.76.

Cultural group consisted of 16 items from Rippl’s [41] instrument for assessing cultural group
membership (See Appendix A). Participants were asked to indicate their level of agreement on a scale
of one to five with such statements as: the freedom of the individual should not be limited for reasons
for preventing crime (individualist); important questions for our society should not be decided upon
by experts but by the people (egalitarian); in a family, adults and children should have the same
influence in decisions (hierarchical). Chronbach’s alphas for the three subscales were: egalitarian 0.78;
hierarchical 0.69; and individualist 0.76.

Pro-environmental orientation refers to individuals’ values, attitudes, and beliefs toward the
environment. Pro-environmental orientation was measured by the 15-item revised New Ecological
Paradigm Scale [42] (See Appendix A). Participants were asked to indicate their level of agreement on

118



Sustainability 2019, 11, 532

a scale of one to five with such statements as: we are approaching the limit of the number of people
the earth can support; the balance of nature is strong enough to cope with the impacts of modern
industrial nations. Chronbach’s alpha for this scale was 0.83, and its validity has been established by
dozens of studies [42].

Environment identity was measured using Stets and Biga’s [37] Environment Identity Scale
(See Appendix A), in which participants indicate their relationship to the environment along eleven
continua such as: independent from the environment/dependent on the environment; very concerned
about the environment/indifferent about the environment. Chronbach’s alpha for this scale was 0.81.

Environmental influence refers to participants’ attribution of environmental influence from
experiences, role models, and/or events. This measure was derived from responses to the
open-ended question: what experiences, role models, or events have influenced your feelings toward
the environment?

Other open-ended questions included: what comes to mind when you think about the
environment? What environmental issues are you aware of? What environmental issues do you
think are important? How do you think these environmental issues should be resolved?

3.3. Methods of Analysis

I used multiple regression analysis to examine the influence of cultural group, pro-environmental
orientation, environment identity, and environmental influence on pro-environmental behavior. I used
single factor analysis of variance (ANOVA) to determine if pro-environmental orientation, environment
identity, environmental influence, and pro-environmental behavior differ according to cultural group.
I analyzed the qualitative data by applying the open coding phase of grounded theory methods,
examining responses line-by-line, linking concepts to indicators (words or series of words), and
comparing them until the concept was well defined [43]. The qualitative analysis was guided by the
categorization of thinking into the cognitive acts of perceiving, focusing, and assigning meaning [29].

4. Results
4.1. Quantitative Results

4.1.1. Descriptive Statistics

Table 1 presents the means and frequencies for the scales measuring pro-environmental behavior,
pro-environmental orientation, and environment identity. Scores on these variables were relatively
high. About two thirds of participants’ scores were in the top half of the environmental behavior
scale. More than 85% of participants’ scores were in the top half of both the pro-environmental
orientation scale and the environment identity scale. The most populated category of cultural group
was hierarchical (44.0%, n = 174), followed by individualist (34.2%, n = 135), and egalitarian (21.8%,
n = 86).

Almost 80% of participants reported that their feelings toward the environment were influenced
by personal experiences, role models or particular events. The most frequently reported types of
influence were personal observations of environmental degradation, environmental disasters such as
the 2010 British Petroleum Oil Spill in the Gulf of Mexico, childhood experiences, family members, the
media, and classes taken in high school or college.
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Table 1. Descriptive statistics. N = 395.

Means and Standard Deviations M SD
Pro-Environmental Behavior 8.39 2.33
Pro-Environmental Orientation 58.44 10.43
Environment Identity 43.23 7.15
Frequencies % N
Pro-Environmental Behavior
2-7 34.1 135
8-10 48.6 192
11-13 17.3 68
Pro-Environmental Orientation
15-44 16.5 65
45-59 49.9 197
60-75 33.6 133
Environment Identity
11-32 124 49
33-43 36.7 145
44-55 50.9 201

4.1.2. Regression Results

Preliminary analyses were conducted to ensure no violation of the assumptions of normality,
linearity, multicollinearity, and homoscedasticity. Table 2 presents the results of the regression analysis
on pro-environmental behavior. Cultural orientation is a significant predictor of pro-environmental
behavior; members of both the individualist and hierarchical cultures performed lower levels of
pro-environmental behavior compared to the egalitarian. Pro-environmental orientation, environment
identity, and environmental influence were also significant predictors of pro-environmental behavior.
The adjusted R? of the model was 0.310, indicating that these four variables explain 31% of the variation
in pro-environmental behavior. The demographic variables, gender, age, race/ethnicity, education,
and household income were not significant factors predicting pro-environmental behavior and are not
listed in Table 2.

Table 2. Unstandardized and standardized coefficients from regression of pro-environmental behavior.

Pro-Environmental Behavior

Independent Variable: B B
Cultural Orientation
Hierarchist —0.563 * —0.120
(0.315)
Individualist —0.796 ** —0.164
(0.325)
Pro-Environmental Orientation 0.050 *** 0.225
(0.014)
Environment Identity 0.124 *** 0.375
(.020)
Environmental Influence 0.296 ** 0.129
(0.106)
Constant —0.615
N 395
R? 0.310

Note: Numbers in parentheses are standard errors. Egalitarian is the omitted category for Cultural Group. * p <
0.05, ** p < 0.01, *** p < 0.001.

4.1.3. ANOVA Results

The results of one-way between groups analyses of variance (ANOVA) indicate significant
differences between cultural groups for pro-environmental behavior, pro-environmental orientation,
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and environment identity (see Table 3). Effect sizes for these differences, calculated using eta squared,
were large. The mean scores on the pro-environmental behavior scale for each group were: egalitarian
(M =991, SD =1.73); individualist (M = 8.48, SD = 2.35), and hierarchical (M = 7.80, SD = 1.90). The
mean scores on the pro-environmental orientation scale for each group were: egalitarian (M = 64.24, SD
=7.66); individualist (M = 53.10, SD = 9.86), and hierarchical (M = 49.51, SD = 8.38). The mean scores
on the environment identity scale for each group were: egalitarian (M = 48.76, SD = 5.90); individualist
(M =42.44, SD =7.05), and hierarchical (M = 39.95, SD = 9.90). Egalitarians had the highest levels of
pro-environmental behavior, pro-environmental orientation, and environment identity, followed by
individualists, and finally hierarchists.

Table 3. Results of one-way analyses of variance.

Mean

Culture Culture Difference SD
Variable (A) (B) (A-B) Error
Pro-Environmental Egalitarian Hierarchist 2.10 *** 0.268
Behavior Egalitarian Individualist 1.43 *** 0.280
Hierarchist Individualist —0.68* 0.233
Pro-Environmental Egalitarian Hierarchist 14.74 *** 1.156
Orientation Egalitarian Individualist 11.14 = 1.210
Hierarchist Individualist —3.60 ** 1.006
Environment Egalitarian Hierarchist 8.81 *** 1.065
Identity Egalitarian Individualist 6.31 *** 1.114
Hierarchist Individualist —0.50 * 0.926

*p <0.05,% p < 0.01,** p < 0.001.

4.2. Qualitative Results

4.2.1. Concepts

Applying the open coding phase of GTM (grounded theory methods) to the textual data
I identified the following six concepts that scaffold the environmental socio-cognitive schema.
Environmental consciousness represents the cognitive act of perceiving, and has two dimensions, level
and scope. Level of environmental consciousness refers to the amount of awareness participants
have of the environment, whether the environment appears in the foreground of people’s minds
or if it is relegated to the background. Participants’ levels of environmental consciousness varied
considerably from “I never gave it a thought until I filled out this survey” to “I consciously try to
keep the environment in mind.” Scope of environmental consciousness refers to how far participants’
awareness of the environment extends. Responses ranged from the very local to a global perspective.
Many participants described a dawning of environmental consciousness, for example:

T'used to not care about the environment because I lacked knowledge of

what was actually going on. But then I saw a documentary on pollution and

it shocked me into thinking about my part in the problem. On New Year’s Eve
I made a resolution not to litter and I kept that resolution and then I challenged
all of my friends and family members to do the same.

The concepts anthropocentrism, environmental concern, proximity of environmental issues, and
importance of environmental issues illustrate the cognitive act of focusing. Anthropocentrism reflects
the level at which participants placed themselves, or humans, at the center of the universe. Levels of
anthropocentrism varied from low, “the environment is like a big chain, each part affects the others
and they all need to work together as one;” to high, “we need to worry about getting everything okay
for ourselves before we try to worry about the animals.”
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Environmental concern has two dimensions. Intensity of concern about the environment varied
along a spectrum: “honestly, I have never really cared all that much about environmental issues”; “I
am not a tree hugger or anything, but I do care about the environment and what happens to it”; “I am
genuinely concerned.” Scope of concern varied as well. Some participants’ concern was limited to one
topic such as pollution, while others expressed concern about multiple issues.

Proximity of environmental issues describes the distance participants perceive themselves to
be from environmental issues. It reflects the degree to which they believe they have already been
affected by environmental issues and their perceptions of their risk of being affected in the future. This
participant describes directly experiencing the effects of water pollution:

I am concerned about our water. As a kid we could swim all summer in the Rock
River or any of the lakes and streams. Now I can’t even allow my dog to swim in
them. I seriously had to take her to the vet because she kept getting a skin disorder,
we finally figured out it was from swimming in the river.

In contrast, another participant considered himself far removed from environmental issues, stating
“I am simply not concerned with beach erosion and marine habitats because I live three hours away
from the nearest coastal area.”

Participants cited many environmental issues including climate change, pollution, deforestation,
species extinction, and plastic water bottle disposal, attributing varying levels of importance to each.

Participants assign meaning to the environment in various ways. Their explanations of what the
environment means to them encompassed five domains: (1) home; (2) resource; (3) nature; (4) spiritual
symbol; and (5) ideological symbol.

4.2.2. Culturally Specific Environmental Socio-Cognitive Schemas

Members of each cultural group used the cognitive acts of perceiving, focusing, and assigning
meaning similarly in the construction of their environmental schemas. For egalitarians, the
environment had spiritual, or ideological meaning; they believed in “nature and humans living
in harmony.” Egalitarians reported high levels of environmental consciousness. Egalitarians had
a holistic perspective on the environment, viewing all elements (species and physical features) as
interconnected and dependent upon one another. Egalitarians were the least anthropocentric of the
three groups. They considered humans to be no more important than other species and were especially
concerned about the plight of animals. Egalitarians perceived the risk of being personally affected by
environmental issues as quite high. Many saw themselves as having been already personally affected
by environmental issues, and argued that these issues present an impending threat to all, including
the planet as a whole. Egalitarians were alarmists, convinced that the planet was dying, on the brink
of ecological disaster. They viewed the future as apocalyptic. According to egalitarians, everyone is
responsible for coming together to solve environmental problems, although they had little confidence
that this will occur.

Individualists thought of the environment as their home, or associated the environment with
nature. Individualists reported moderate levels of environmental consciousness. The scope of
environmental consciousness for individualists encompassed the individual and the community
as well. Individualists were moderately anthropocentric. Individualists acknowledged the existence
of environmental issues but did not perceive themselves to be at risk because they believed
that current environmental degradation was reversible, there was still plenty of time before
conditions became serious, and scientific and technological solutions would soon be forthcoming.
Individualists supported free-market solutions to environmental issues such as “[c]lean water is a
crucial environmental issue for many developing countries, but there are companies that can provide
pure spring water from other sources to those who need it.” Individualists also argued that those
responsible for environmental issues should pay for their solution. Individualists were optimistic; they
believed that future environmental conditions would be much improved.
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For hierarchists, the environment represented natural resources. Hierarchists reported low levels
of environmental consciousness. Hierarchists reported the highest levels of anthropocentrism, as
one stated: “we need to worry about getting everything okay for ourselves before we try to worry
about the animals”. Hierarchists did not perceive themselves to be at risk of being impacted by
environmental issues. Hierarchists did not perceive current environmental conditions as problematic.
Many could even be considered environmental skeptics [7], as they expressed the opinion that reports
of environmental destruction were exaggerated or falsified for political reasons. Members of the
hierarchist culture believed that government should manage the environment by implementing rules
and regulations, but they did not have much confidence in the resolvability of environmental issues.

Figure 1 presents a heuristic, or hypothetical, model integrating the quantitative and qualitative
results of the study, illustrating the factors that influence the performance of pro-environmental
behavior. Those factors identified by qualitative analysis are italicized. Quantitative analysis indicates
cultural orientation, pro-environmental orientation, environment identity, and environmental influence
significantly influence the performance of pro-environmental behavior. Members of the three cultural
groups think differently about the environment as the culturally specific environmental socio-cognitive
schemas suggest, and differ from one another in their environmental attitudes and behavior.

Environmental Influence

Cultural Group \

Environmenial Schema

Consciottsness Pro-Environmental

I !
! I
I
: |
! ' —» —» Pro-Environmental
! Anthropocentrism i Orientation
\ I Behavior
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i Proximity (Risk) ! —» Environment Identity /'
\ Importance i
I
1
i Meaning '

Figure 1. Heuristic model of factors that influence pro-environmental behavior.
5. Discussion and Conclusion

This mixed-methods study examines the factors that influence the performance of
pro-environmental behavior, synthesizing grid-group cultural theory, and cognitive sociology to better
understand the influence of culture on individuals’ thinking about the environment and performance
of pro-environmental behavior. In general, participants reported relatively high levels of environment
identity and pro-environmental orientation, yet only 17.3 percent reported performing high levels
of pro-environmental behavior. Scores on these measures were consistent with those found in other
studies [37,44]. The results of this study indicate widespread support for environmentalism, but a lack
of corresponding individual or collective behavior. Many studies have documented this gap between
environmental attitudes and behavior [2,3,34] but so far none has identified the reasons for it.

The results of this study indicate environmental influence, environmental orientation and
environmental identity influence the performance of pro-environmental behavior. These results
are consistent with other studies [25,35-38]. This study supports others’ findings that cultural
orientation influences the performance of pro-environmental behavior [21,23-27]. These results
are consistent with grid-group cultural theory: attitudes and beliefs about the environment and
the performance of pro-environmental behavior differ according to the cultural groups identified by
Douglas and Wildavsky [45,46]. In this study, members of the egalitarian cultural group had the highest
levels of pro-environmental orientation and were the most likely to engage in pro-environmental
behavior, followed by members of the individualist cultural group. Members of the hierarchist cultural

123



Sustainability 2019, 11, 532

group had the lowest levels of pro-environmental orientation and were the least likely to engage in
pro-environmental behavior.

I use cognitive sociology to argue that cultural orientation influences the performance of
pro-environmental behavior via culturally specific environmental socio-cognitive schemas. Cognitive
sociology explains how cultural points-of-view influence the meaning individuals’ assign to the
environment, their understanding of environmental issues, their perceptions of environmental risk
associated with environmental issues and consequently their behavior. Individuals adopt a particular
environmental orientation and engage in a particular level of pro-environmental behavior based on
the worldview ascribed by their cultural group.

Conflicting assessments of environmental risk are not so much about empirical disagreements
than they are about competing cultural visions [47]. Egalitarians view environmental degradation as a
serious consequence of unregulated commerce and industry which they also believe generates and
legitimizes inequality. Individualists do not view environmental issues as very important because
doing so would lead to restrictions on commerce and industry, forms of behavior crucial to their
cultural way of life. Hierarchists view claims of environmental degradation as indictments of the
competence and authority of societal elites; remedies would upset the status quo supportive of
traditional social roles. The culturally specific meanings associated with the environment allow
members of each group to justify behavioral strategies that advance the way of life to which they are
committed, whether it be conspicuous consumption, organizing to reduce inequality, or supporting
increased government regulation.

There were limitations to this study. I chose the online survey method of data collection in order
to examine a large, nationally representative sample of consumers. Participants’ level of education in
this study was somewhat higher than that of the general population, thus making the sample not truly
representative. I attempted to structure the open-ended questions in such a way that would allow
me to examine in detail how respondents think about the environment. However, with this method I
was limited to the answers that respondents provided; I could not probe any further. Suggestions for
further research include collecting similar data from a broad range of countries and comparing results
among them.

Combining qualitative and quantitative methods requires a mixed process of validation [48].
Reliability was assessed by applying Cronbach’s alpha to the scales measuring the quantitative
variables and by maintaining an audit trail describing in detail how qualitative data were coded
and interpreted. In mixed methods studies validity refers to the “ability of the researcher to draw
meaningful and accurate conclusions” from the data [49] (p. 146) and is a function of data quality
and researcher competence. The qualitative data came directly from the participants with minimal
researcher interaction. The participants were anonymous; there is no reason to suspect insincerity. The
researcher’s competence and integrity can be confirmed by examining the audit trail.

This study has both theoretical and practical implications. Grid-group cultural theory and
cognitive sociology are useful for explaining the relationship between environmental attitudes and
behavior; they provide a much-needed social context. Together these theories suggest a method of
executing two of the intervention principles proposed by Gardner and Stern [50]—understanding the
situation from the actor’s perspective and using multiple intervention types—by developing segmented
strategies for increasing individuals’ engagement in pro-environmental behavior. Environmental
socio-cognitive schemas for each cultural group are not just different from one another, but frequently
conflict with one another. This finding reflects an increasing tendency of Americans to self-divide
along ideological lines [51].

Egalitarians perceive environmental issues as grave and in need of immediate collective attention;
individualists acknowledge the existence of environmental threats but believe they will be neutralized
in time by the “invisible hand” of the free market system; environmental issues remain an abstraction
for hierarchists. Since egalitarians value consensus and communality, they could be encouraged to join
local environmental groups to work together in solving local problems; their success in the local arena
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may spur them on to larger scale activism. Individualists believe in the power of the free-market system
and do not want to be confined by rules and regulations. By appealing to individualists’ entrepreneurial
spirit, they can be motivated by grants or other financial incentives to develop innovative technological
solutions to environmental issues. Hierarchists are traditionalists whose behavior is governed by rules
and regulations; they are especially susceptible to the power of subjective norms. Exert social pressure
on hierarchists by demonstrating the pro-environmental behavior of valued others and the hierarchists
will follow.

This study is significant because climate change presents an existential threat and time is of
the essence. Synthesizing grid-group cultural theory and cognitive sociology enables us to better
understand obstacles to the individual and collective performance of efficacious pro-environmental
behavior. By attending to the cultural meanings inherent in the conflicts surrounding environmental
issues, it may be possible for societies to re-frame these conflicts in ways that better correspond to
the worldviews held by its members and to develop culturally targeted strategies to bring about
behavioral change.
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Appendix A

Table A1. Measures.

Pro-Environmental Behavior [40]

Would you be willing to pay higher consumer prices so that industry could

L better preserve and protect the environment? yes,no
In the past several years, have you:
2 Ma{ie any changes in your day-to-day behavior because of concerns about the yes, no
environment?
3 Contr%but_ed ;noney to an environmental, conservation, or wildlife ves, no
organization?
4. Boycotted a company’s products because of its record on the environment? yes, no
5. Volunteered for an environmental, conservation, or wildlife protection group?  yes, no
To what extent do you agree or disagree with each of the following (SD=1,D=2,N=3, A =4,SA =5):
6. l would be willing to give up convenience products and services I now enjoy if 1-5
it meant
helping preserve our natural environment.
7 T'would be willing to spend a few hours a week of my own time helping to 1-5
reduce the
pollution problem.
Cultural Group [41]
To what extent do you agree or disagree with each of the following (SD=1,D =2, N =3, A =4,SA =5):
1. A person is better off if he or she doesn’t trust anyone. 1-5
2. In a family adults and children should have the same influence in decisions. 1-5
3. When I have problems I try to solve them on my own. 1-5
4 there is no use in doing things for other people—you only get taken advantage 1-5
5. It is important to preserve our customs and cultural heritage. 1-5
6. Firms and institutions should be organized in a way that everybody can 1-5
influence
important decisions.
7 I would not participate in civic action groups. Those in power do what they 1-5

like anyway.
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Table A1. Cont.

8. I prefer clear instruction from my superiors about what to do 1-5
9. The freedom of the individual should not be limited for reasons for preventing 1-5
crime.
10. It is important to me that in the case of important decisions at work everyone is 1-5
asked.
11. I prefer tasks where I work something out on my own. 1-5
12. Order is probably an unpopular but important virtue. 1-5
13. Important questions for our society should not be decided upon by experts but 1-5
by the people.
14. An intact family is the basis of a functioning society. 1-5
Environment Identity [37]
Think about how you view yourself in relationship to the natural environment and indicate where you would place
yourself between each statement (1-5):
1. in competition with the environment . .. .. in cooperation with the environment 1-5
2. detached from the environment . ... .. connected to the environment 1-5
3. very concerned about the environment ... .. indifferent about the environment 1-5
4. very protective of the environment . .. .. not at all protective of the environment 1-5
5. superior to the environment . .. .. inferior to the environment 1-5
6. very palssionate towards the environment . .. .. not at all passionate towards 1-5
the environment
7. not respectful of the environment . ... .. very respectful of the environment 1-5
8. independent from the environment . .. .. dependent on the environment 1-5
9. an advocate of the environment . .. .. disinterested in the environment 1-5
10. wanting to preserve the environment . .. .. wanting to utilize the environment 1-5
1. nosfalgic thinking about the environment ... .. emotionless thinking about the 1-5
environment
Pro-Environmental Orientation [42]
To what extent do you agree or disagree with each of the following (SD=1,D =2, N=3, A =4,SA =5):
1. We are approaching the limit of the number of people the earth can support. 1-5
2. Humans have the right to modify the natural environment to suit their needs. 1-5
3. When humans interfere with nature it often produces disastrous results. 1-5
4. Human ingenuity will insure that we do NOT make the earth unlivable. 1-5
5. Humans are severely abusing the environment. 1-5
6. The earth has plenty of natural resources if we just learn how to develop them. 1-5
7. Plants and animals exist primarily to be used by humans. 1-5
s ?I'he balfmce of nature is strong enough to cope with the impacts of modern 1-5
industrial nations.
9. Despite our special abilities humans are still subject to the laws of nature. 1-5
10. The so—called “ecological crisis” facing humankind has been greatly 1-5
exaggerated.
11. The earth is like a spaceship with very limited room and resources. 1-5
12. Humans were meant to rule over the rest of nature. 1-5
13. The balance of nature is very delicate and easily upset. 1-5
14 Humans will eventually learn enough about how nature works to be able to 1-5
control it.
15. If things continue on their present course, we will soon experience a major 1-5

ecological catastrophe.
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Abstract: The art market operates in a very different way from conventional economic markets,
ranging from its behaviors of supply and demand, the trading of goods, and the economic agents
intervening in it. In addition, it is a highly unregulated market, with very little standardized
information in economic terms. This paper focuses on art galleries, which are the most influential
intermediaries in the Spanish primary contemporary fine-art market and perform a role that goes
beyond the mere distribution of works of art. This study develops and applies a prospective
methodology based on the subjective information compiled by experts, known as the Delphi method,
to identify and evaluate the factors that determine the current situation and future outlook for
Spanish contemporary art galleries. The results show, on one hand, that the method employed
constitutes a valid option to provide reliable information. In addition, they show that the survival of
these organizations will depend on their ability to adapt to the changing conditions of the economic
environment, reactivating and internationalizing demand, and redirecting their business model
towards sustainable management by implementing appropriate business management models
and techniques.
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1. Introduction

The art market is an area of study which has considerable peculiarities from an economic
perspective. Largely unregulated, with its own rules based on handshake and trust [1], it operates in a
very different way from a conventional economic market, ranging from its behaviors of supply and
demand, the trading of goods, and the economic agents intervening in it. In addition, it is one of the
markets for which there is a very small amount of economic information available. Therefore, although
it has received some attention from research, there are still many aspects in the market that need to be
explored. Specifically, this paper focuses on the contemporary fine-art (visual art) market, whose main
players, as discussed below, are the artists or producers of the goods being traded, and the buyer of
these goods, whether (public or private) collectors or occasional buyers. This sector, which is popularly
referred to as the “arts sector”, is made up of organizations whose raison d’étre is a unique product,
a work of art that has not been designed to be mass produced (such as films, records, and books).

One of the most striking peculiarities of the common operating processes of the art market is the
absence of a unified economic theory [2]. The studies carried out to date, based on different hypotheses,
have endeavored to shed light on various aspects of the market, concluding in some cases that there is
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no point of equilibrium in the market itself. The elasticity of supply is non-existent [3], since an increase
in demand does not alter the number of products offered: works of art are unique and inimitable and
cannot be mass produced to satisfy increases in demand. Other authors, however, have identified
closer relationships between the art market and other asset markets. [4] pointed out that art behaves in
the same way as other assets, with a positive relationship between profitability and risk, the difference
being that changes in these variables are not due to economic factors, as occurs in other markets,
thus inferring that these shifts must be motivated by cultural forces [2]. Ginsburgh and Jeanfils [5]
concurred with this, relating the behavior of the secondary art market with the stock market, pointing
out that there are no long-term links between the two markets, although in the short term, the stock
market can influence art market transactions. Chanel [6] also concluded that financial markets react
quickly to economic fluctuations, so that profits generated in these markets can be invested in the art
market. Therefore, shifts in financial markets can be used as indicators to predict variations in the art
market in the short term.

Research does seem to agree, however, that it is impossible to draw accurate and definitive
conclusions about the art market as a whole, since many of the variables that converge and affect
it cannot be measured in economic terms. In addition, the longer the time horizon, the greater the
uncertainty as to the behavior of the market, since the tastes, fashions and trends associated with works
of art cannot be easily determined [7]. In terms of changes in the market over time, [8] demonstrated
that these shifts were mainly related to cultural phenomena rather than to economic losses or gains.

Another of the defining characteristics of the art market is the unique nature of the goods being
traded. Works of art are not a standard commodity and therefore traditional and conventional rules
on price setting, depreciation, and profitability are not applicable. Several factors determine that
works of art are not ordinary consumer goods: each of them is unique, has a special symbolism and
is a guarantee of longevity [9]. Their value neither diminishes nor is depleted over time; they do
not have a logical depreciation compared to other assets or goods, though their value can fluctuate
in the market. It is precisely this aspect, their market value, which marks the radical difference in
behavior of these goods: works of art do not follow an economic logic when it comes to fixing market
prices since, unlike the rest of goods, they have a significant symbolic value. Works are expected
to convey sensations, intellectual insight, and singularity to the beholder. This symbolic value is an
abstract one, which is very difficult to transpose in economic terms, but it determines the market price
of the work. In the case of contemporary art, there are several factors that have a bearing on the setting
of market value [10,11], such as the artist’s track record; the technique, dimensions, and production
cost of the work; the prestige and reputation of the gallery owner who represents the artist in the
primary market [12]; and supply and demand behavior.

The economic agents who participate and interact in this market are the artist (the producer
of the traded goods) and the collector (who acquires the goods and injects capital into the market).
The remaining players act as intermediaries in this process: gallery owners, auction houses, art dealers,
curators and critics, museums, and art shows [13]. According to how the interactions between these
agents take place, there is a difference between the primary market, whose main middleman is the art
gallery which interacts directly with the artist, and the secondary market, where the main agents in
terms of turnover are usually the auction houses [7].

In the Spanish contemporary art market, the art gallery is the most important intermediary agent,
asserting itself as a driving economic force and accounting for 80% of total market value in 2016 [14].
Galleries have different functions. In the primary market, artists supply galleries with original works
of art which are then distributed to individual and institutional collectors. In this context, the gallery
assumes a role beyond that of a simple distributor of art: the gallerist promotes the artist’s career with
a long-term view and “places” the work with important collections, interpreting the body of work for
collectors and taking over administrative functions for the artist [15]. Thus, the relationship between
artist and gallerist can be characterized as a “deep partnership” [1]. In the case of well-known artists,
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be they contemporary or historical, the gallery owner becomes an intermediary that is more involved
in the purchase and sale of works of art on the secondary market.

From a marketing perspective, there is a lack of literature on the primary art market,
the distribution of art and the relationships between the channel players [1]. This has been
compounded by the economic downturn that has affected cultural organizations, which is at the
heart of the difficult financial situation faced by most art galleries in the contemporary art market,
with insufficient income that often leads to closure. Badia and Lo Morello [16] pointed out that this
situation is directly correlated with the current contemporary art gallery business model and they
stressed the need for these galleries to refocus on innovative ways of creating social and economic
value and achieving financial sustainability. Furthermore, in the global context, the areas of art
and culture need to be linked to business. Cultural institutions are increasingly called upon to do
business internationally and increase their competitive advantage. However, only those that include
market orientation in their operations and efficiently manage their different target groups will be
able to improve their competitive advantage [17]. Consequently, the changing political and economic
environment in which these cultural organizations operate has begun to modify their core values
and realities. The traditional socio-cultural objectives on which art organizations based their strategic
management and operational processes have been displaced by the concepts and tools of the business
environment, which are gaining ground in these entities [18]. Art management is a discipline in which
research has developed considerably over the last 25 years [19].

In view of the aforementioned aspects and following the argument used by [20], which shows
how the local and socio-cultural context determines market development, highlighting the active role
of intermediaries in this process, this paper analyzes the situation of the main mediator in the Spanish
contemporary art market: art galleries. The objective is two-fold: firstly, to delve into the nature of this
intermediary’s relations with the other agents in the contemporary art market and, secondly, to analyze
the business formulas of these organizations as a way to redirect their practices towards sustainable
management that will secure their survival in the market. The fact that they are so closely related to
the other market agents makes them an ideal subject for study: The difficulties they encounter may
also be applicable to other agents and this can lead to the identification of issues that are common
to the market. In addition, the current situation of galleries is a good example of the present-day
status of the art market. The paper contributes in three ways to the literature on the contemporary
art market and galleries: firstly, it characterizes the art market, analyzing its position in the economic
environment and pinpointing the relationships between the agents who work in it; secondly, thanks to
the qualitative methodology used, it allows the opinions that the market agents have on these aspects
to emerge; and finally, it identifies the main challenges faced by art galleries and proposes possible
courses of action to deal with them.

However, attaining these objectives involves methodological drawbacks due to the scarcity of
prior information that would enable the statistical validation of results. The lack of factual information
that can be obtained directly from past or present reality makes it necessary to resort to subjective
information and the use of exploratory techniques. We propose the application of a methodology
based on qualitative techniques, the Delphi method, which, a priori, represents a very efficient resource
to obtain the required information. The Delphi method is a structured communication technique
involving a group of people who provide valuable information to solve a complex problem [21]. It is
noted for its flexible design, the fact that it does not require physical contact between experts [22],
and for the fact that the requirements regarding the size of the panel of experts are relatively modest [23].
In addition to this advantage, it can also identify divergent opinions and harmonize positions regarding
the current situation and the future proposals for the organizations under study. As [1] stated, the art
world is an insider market full of implicit rules, and is a market of handshake and trust, which needs
to be observed rather than quantified.

This paper is structured as follows: Section 2 offers a characterization of contemporary art
galleries in Spain, describing their role in the fine-art market and their relationships with other agents.
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Section 3 analyzes the principles and characteristics of the Delphi technique, as well as the design
and development of its application. Section 4 deals with the statistical control of the answers and
the results of the Delphi analysis. Finally, Section 5 discusses the results and Section 6 sets out the
conclusions that demonstrate their usefulness and validity.

2. Art Galleries in Spain

Art galleries are the most important intermediary agent in the contemporary art market: they are
the link between artists and buyers (supply and demand), and connect other agents. They contribute to
building market value [24], functioning as gatekeepers to the art market by selecting a limited number
of artists whose work they seek to market [25,26]. In addition, they actively aim to “make markets”
for new art, creating exhibition spaces where they organize solo and group shows. They develop
networks among curators, critics, museum directors and others who possess the symbolic capital
to consecrate art, or to produce belief in its value [27]. Only once this belief is produced and an
artist establishes a reputation are art dealers able to sell their work and raise its price [28]. In short,
art galleries perform an essential function both for the valuation and intermediation of art [20].

In 2016, the art gallery industry in Spain consisted of 2845 registered companies, of which
650 generated around 70% of total sales. The bulk of Spanish galleries tend to be small companies,
with relatively low turnover, and more than 68% billing less than €500,000 [14]. The majority are
individual entrepreneurs who work in the industry because of the close relationship they have with art.
They do not focus on the profit to be made from the business, but rather use it to promote art and culture
in society. Most of them operate in the primary market, which accounted for 77% of sales in 2016,
and promote young and mid-career artists. Nevertheless, Spain’s major cities (Madrid, Barcelona)
have some galleries with a high volume of business, mainly operating in the secondary market. Eighty
percent of Spanish galleries deal in contemporary art, followed by modern art (11%), since the artists
that work in the primary market are all contemporary.

Galleries are still the most popular sales channel, with 54% of market share in 2016, followed
by online sales (both through galleries’ official websites and intermediaries) and art shows. In the
secondary market, the gallery works just like many other trading companies: it buys the product and
then sells it for a higher price, thus obtaining a profit margin. Gallery owners are in charge of buying
works that they find interesting either because of their personal tastes or because they believe that they
will be able to make greater profits in the future by predicting changes in the artist’s value. In this
scenario, the purchased work remains in stock until a decision is made that it is time to put it on the
market. Galleries make a profit from the difference between the initial price they have paid, and the
amount received from the subsequent sale of the works. This type of market dominates the global art
world [29].

The primary market, however, is somewhat more complex, since gallery owners first must select
the artists whose work they want to exhibit in their galleries throughout the year. One of the criteria
used may be based on previous choices made by other gallery owners as a way of minimizing the risk
associated with this artist, since this gives an idea of how the market has reacted to his or her works.
Other galleries, on the other hand, rely on their own criteria which they have fine-tuned over the years:
they look for artists based on their own personal tastes, disregarding the sales factor, yet maintaining
the conceptual aesthetics to which their clients are accustomed. In terms of pricing, it is the artist
who provides an estimate of the market value he or she considers to be in line with his or her work.
The gallery owner adjusts the proposed initial price based on the artist’s track record and current
market value. Most gallery sales in the primary market take place at national and international fairs,
as these concentrate potential buyers.

The most important factor for gallery owners in terms of their relations with their clients is the
promotion of culture which is achieved, in their eyes, by their customers purchasing works of art.
Their motivations go beyond a mere profit orientation [20]. The aim is to make the act of buying
art something normal and routine, so they usually give their customers many purchasing options,
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although some of them do not benefit the gallery from an economic point of view, such as delays in
customer payments, which can result in growth and expansion issues for some galleries, especially
smaller ones.

Galleries tend to have a regular customer base and many sporadic clients. Most regular clients
are institutional: museums, foundations, and companies with specific art departments (insurance
companies, banks, etc.). There is also a small number of private collectors at national level, who have
been hard hit by the economic crisis and whose purchases have fallen by more than half compared
to the onset of the recession. Today, most private collectors who continue to buy art on the Spanish
market are foreigners, mainly from European countries such as France, Germany, and Sweden.

3. Materials and Methods

The use of subjective information, drawn from the opinions or judgements of recognized experts
in a particular field of study, is an undeniable contribution to scientific knowledge in cases where
the research lacks information that can be gleaned from reality. However, such opinions may be
biased if they are not guided by a helping hand. The use and development of methods to support the
elicitation, structuring, and evaluation of expert knowledge are essential to reduce or eliminate bias.
These methods generate the opinions of the experts and provide a structured methodology to collect
and process them, as well as a system to measure and monitor their quality.

The use of the Delphi method is proposed in this work, since it fulfils the aforementioned
requirements due to its capacity to generate knowledge and offer an effective and efficient perspective
of the subject under study. Delphi is a qualitative, subjective, and intuitive exploratory technique for
foresight studies and centers on the opinions of experts on a particular subject [30]. It also has the
advantage of being flexible in design; experts do not need to meet in a group [22], and the requirements
regarding panel size are relatively modest [23]. This procedure is the one that adapts best to the
exploration of elements that require a combination of scientific evidence and social values [31]. For the
above reasons, the Delphi method was considered to be the most suitable tool available for the present
study, requiring human decisions on different economic and social issues. Another strong reason was
the need to consider divergent opinions and reach a consensus on the different views of the art market
and art galleries in Spain. Different authors [32-36] have pointed out that the Delphi method not only
seeks a consensus opinion, but identifies divergent opinions, which is sometimes more important.

The research hypothesis we assumed regarding the methodology was that a group of recognized
experts in the Spanish art market would together accumulate more experience and knowledge
than the sum of the individual members. The combined judgement of the group, with a highly
developed capacity for criticism, was considered to be more suitable than that of any one individual to
analyze the current situation of the art galleries operating in the Spanish contemporary art market.
Despite the advances made by this technique since it was first used, to avoid its most critical and
controversial aspects, its key design elements continue to be anonymity, iteration, controlled feedback,
and participating experts [36-38]. Anonymity is achieved by using questionnaires, which eliminates
the so-called “leadership effect”, and their successive iteration in different rounds allows individuals
to re-consider or even modify their views without losing face in the eyes of other experts. Controlled
feedback is provided between iterations, so that the members are aware of the opinions of their
colleagues and can adapt or modify their opinion should they deem the views of others to be more
suitable than their own. The group response is arrived at by calculating the statistical mean of
individual estimations in the final round, showing the level of consensus reached as well. The method
consists of several successive rounds of questions that are answered by the experts. Once all the answers
from the round have been obtained, those which coincide are discarded, so that in successive rounds
the other questions on which no consensus has been reached will be raised once again, thus trying to
modify the answers and move towards group consensus.

The research included the selection of experts, the design of questionnaires, the statistical analysis
of the responses and, finally, the interpretation and evaluation of the results.
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3.1. Panel of Experts

The selection of the group of experts is one of the decisive phases in the Delphi method, to such a
degree that the success or failure of the method will be conditioned, to a large extent, by the experts
who have been chosen to participate in the panel. This fact dictates that the characteristics required of
potential participants must be identified with the utmost care. The most common selection criteria
focus on in-depth knowledge of the subject in question. In addition, the potential candidates must be
very willing to participate. One of the factors that can modify a group response is the appearance of
tendencies towards the profession or region the members belong to. To ensure maximum objectivity,
any possible bias among group members must therefore be sounded out and allowed for to prevent
distortions in the group response [39]. In this case, the bias that may have the greatest influence on
the study is that of professional dedication in the sector under analysis, as certain questions in the
questionnaire may lead to very different opinions depending on who answers it. The geographical
area can also distort information; cities such as Madrid and Barcelona are more relevant and dynamic
from a cultural standpoint, with more activity in the art market than other less influential cities.

The criteria used in the selection process were as follows:

1.  Professional dedication to the art market. Experts were chosen from three professional fields,
which in turn correspond to three of the most active economic agents in the market. The aim of
this was to make the final group as heterogeneous as possible.

(a) Artists: active contemporary artists with different age ranges and professional
backgrounds were selected to obtain the most heterogeneous group possible.

(b) Galley owners: gallery owners from different Spanish cities and with varying degrees of
influence in the market were selected. The market in which these galleries operated was
also taken into account: primary or secondary market.

(c) Art critics/curators: these were chosen based on their importance and experience in
the market. In this group, the degree of knowledge, reputation, and track record
were fundamental.

2. Contemporary art collectors: the inclusion of this group of experts in the study was considered
significant, since they represent a large part of contemporary art clients and consumers.
They represent market demand and it is interesting to find out their opinion on why they buy art
or why they stop buying it.

3. Geographical area: this refers to the location in which the experts are located, which in this study
was Spain.

The size of the panel of experts can vary for a whole host of reasons. Many studies [39] agree
that there should be a minimum of seven and a maximum of 25. Below this minimum, the room for
statistical error is high and having more than the maximum does not produce a significant improvement
in the results. The group that participated in the first round was composed of 25 experts: 36% artists,
32% collectors, 18% art critics /curators and 14% gallery owners.

3.2. Questionnaires

The questionnaire was drawn up with closed-ended questions, i.e., it only featured a limited
range of previously established responses and could only be answered with a numerical estimate or a
numerically objective system [40].

Various types of closed-ended questions were used:

1.  Dichotomous: the expert had to choose between two opposing options, generally “yes”/“no” or
“for” /“against”.

2. Multiple choice: these were questions with several closed-ended options from which the expert
had to choose.
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3. Likert-type intensity qualitative scales: a statement was presented to the subject and he or she
was asked to rate it on a scale from 1 to 5. A negative extreme and a positive extreme were
determined, leaving the determination of intermediate ranges to the expert’s discretion.

Once the questions had been defined, the questionnaire was created on the Google Forms platform.
This platform was chosen for the ease with which the obtained results can be managed, but above all
because it is easy for the experts who respond to the questionnaire, since they only must click on the
attached link and send the answers once all the questions have been completed. Making it easier to
complete the questionnaire can improve participation and the response rate.

A pilot test was carried out at the beginning of June 2018, by sending the questionnaire to two
experts. After this test and following the suggestions made by the experts, a series of modifications
were made before the questionnaire was considered valid for the study. Subsequently, an email
was sent in the second week of the same month to the selected participants explaining what the
study consisted of and what their contribution to it would be. This email included a link to the
final electronic questionnaire so that it could be filled in easily and quickly (electronic questionnaire
available on the following website (in Spanish): https://docs.google.com/forms/d/e/1FAIpQLSeyl6_
aNKPRWECI2Wb4huqVSUzLdxwkeUT-87XNGSOCgvI8SQ/viewform?usp=sf_link). After leaving an
estimated response time of one week, the results were statistically analyzed. Based on these results
and on the fact that no consensus had been reached on some of the responses, a second questionnaire
was drawn up and sent to the experts in the second half of June 2018. In this second round, only the
issues on which no consensus had been reached were repeated. Participation in this second round was
identical to the first, with all the experts who took part in the previous round answering the second
questionnaire. Finally, after receiving answers a few days later, the final results of the study were
analyzed and the conclusions of the study were obtained.

4. Results

Once the last round of consultation had been completed, the individual responses of the experts
were analyzed and the results of the Delphi application were obtained. The analysis of these results
implied their evaluation at three levels of control: Centralization, or the central tendency of individual
estimates; dispersion, or consensus of the responses, and the stability of the opinions.

4.1. Centralization

To assess this control parameter, we chose to use the median (w), since this made the group
response more centralized, compared to the use of the mean. The use of the mean can produce
misleading results, as the group’s core response is influenced by extreme answers [41]. In the case of
dichotomic questions (for example, being in favor of or against the need for a Patronage Law in Spain),
the group response was expressed by the mode (1), which represented the most common response.

4.2. Dispersion/Consensuis

Consensus in the group response represents the absence of dispersion or the convergence of expert
replies. The existence of a degree of dispersion in the individual responses is normal, since the aim of
the Delphi method is to reduce this in each of the iterations carried out. Dispersion was measured
through the k interquartile interval or range (difference between the third and first quartile [q3 — q1]),
given that it is not overly influenced by outlying values. Consensus is inversely proportional to the
interval width k = [q3 — q1], i.e., the greater the width, the lower the degree of consensus and vice-versa.
Unanimity is produced at k = 0 and after values of k < 1, an acceptable consensus can be assumed.

Table 1 shows the percentage results of responses that reached consensus level (k < 1) in the first
and second rounds. There was a notably high degree of consensus in the first round (77.78% of the
items), and consensus was achieved after the second round in more than 94% of the responses.
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Table 1. Consensus criterion.

Questionnaire
k<71inRound 1 77.78%
k <1in Round 2 75.00%
k <1 Total 94.44%

4.3. Stability

Stability is understood as the lack of significant variation in the opinions of experts in successive
rounds, irrespective of the degree of consensus reached. Thus, after a series of iterations, the point
will be reached at which experts do not change their opinion, regardless of the number of iterations in
which they participate, and the results will then be stable. This fact determines the number of iterations
or consultation rounds in the Delphi application. More than two or three iterations are rarely used
because most of the changes are made in these initial rounds.

The existence of consensus implies stability, but the reverse is not necessarily true, as stability
can also take place in the absence of consensus. Stability is measured in different ways in the
literature [42—44], such as the relative interquartile interval variation of the response distribution
in successive rounds, the relative variation of the median in contiguous rounds, and the percentage
of experts that change their opinion. The Delphi method does not aim to force consensus per se on
the group of experts, and response stability should be implemented as the finalization criterion [44].
However, in the first Delphi consultation round, stability can only be deduced from the existence of
consensus, so that, at this stage, the criterion of stability is equal to consensus.

In our case, it was not seen to be advisable to carry out more than two rounds. The group
opinion about the issues that corroborated the predetermined consensus (k < 1) in the first round was
considered to be stable, and accordingly these issues were removed in the second iteration.

Conversely, aspects that did not reach a degree of consensus did not meet the finalization criterion
either, so these were assessed again in the second round. In these cases, response stability was taken as
the finalization criterion, measured by the relative interquartile interval variation of answers in two
subsequent rounds. If the relative interquartile interval (kg) is established as the interquartile interval
divided by the median (w), the variation (Akgr) will be equal to the difference between the relative
interquartile intervals of the following two rounds, i.e.:

AKR =kgrn — KR (n-1), (@]

When this variation is between —0.25 and 0.25 it is assumed that a satisfactory level of group
response stability has been reached, in which case this response will be considered stable. However,
the consensus level after the second round (see Table 1) meant that these responses also reached the
stability criterion and, consequently, could be taken as the definitive group response.

Table 2 shows the statistical summary of final results obtained after the second round.

Table 2. Statistical summary of final results.

Statistics *

Ttem

w H s a3 @ k=g —q
. . 3
Overview of Spanish art market [(1) Strong—(2) Average—(3) Weak] - Weak market 0.64 3 3 0
Competitiveness of the Spanish market in terms of prices [(1) ~ 2 048 > 1 1
Competitive—(2) Not competitive] Not competitive :
VAT conditions the market [1 does not condition-5 totally conditions] 5 - 1.07 5 4.25 0.75
Appropriate regulation between artist and gallerist [1 totally
. . s 25 - 0.92 3 2 1
inappropriate-5 very appropriate]
Need for greater protection and regulation for the artist as a professional ~ 1 028 1 1 0
[(1) Yes—(2) No] Yes )
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Table 2. Cont.

Statistics *

Ttem
w u s s @ k=g —q
3
Aspects that should be amended in terms of protection and regulation Modify and improve
N . - 0.56 3 25 0.5
for the artist as a professional the self-employment
contribution
How adequate is the level of public expenditure on contemporary art [1
. 2 - 0.52 2 2 0
totally inadequate-5 very adequate]
Need for a Patronage Law in Spain [(1) Yes—(2) No] - Yls 0.19 1 1 0
Sales of contemporary art will increase in the short term [(1) Yes—~(2) No] - I\?o 0.48 2 2 0
Main motivation for buying contemporary art [(1) Passion for art—(2) _ 1 0.64 1 1 0
Investment—(3) Other] Passion for art .
Lack of appreciation of contemporary art by society [(1) Yes—(2) No] - Yls 0.19 1 1 0
Causes behind the lack of appreciation of contemporary art [(1) Cultural 1
education—(2) Lack of governmental support—(3) Public preference—(4) - Lack of cultural 111 2 1 1
Lack of awareness—(5) Other] education
Main challenges facing galleries over the next 5-10 years - ! 1.30 3 1 2

Finding new clients

2
Scant Spanish demand

Factors which account for galleries” recent need to internationalize - . 0.86 2 1 1
and low purchasing
power
Will Brexit have an impact on the Spanish contemporary art market? [(1) 1
- 048 2 1 1
Yes—(2) No] Yes
Level of impact of Brexit [1 insignificant-5 very significant] 3 - 1.08 4 3 1
Need for independent cultural and political institutions [(1) Yes, this is 1
S - 0.34 1 1 0
necessary—(2) No, it is not necessary] Yes
Existing level of independence [(1) very independent] [(5) not at 4
N . - 1.00 4 3 1
all independent] Not ind.

*w. median; u: Mode; s: Standard deviation; q: Quartile; k: Interquartile interval.

5. Discussion

The final evaluation of the results obtained with the Delphi methodology involves verifying its
reliability and validity. The first refers to the capacity shown by the application to construct the real
situation from the contributions of the participants. The second refers to the capacity of the results to
be applied to achieve the objective for which they were obtained.

Another fundamental aspect is the level of participation and commitment of the members of
the panel. Of the 25 initially selected experts, 22 completed the two rounds of the study, giving a
participation index of 88%, a figure which is highly significant for this type of studies. The final number
of experts validated the results obtained [40]. It is important to point out that none of the experts
dropped out in the second round which, given that their cooperation was voluntary and unpaid,
demonstrates their interest in the subject under study.

The first result derived from the study which reflects its degree of reliability, was the high level
of consensus reached among the experts, as shown in Table 1. The Delphi method assumes that if
a high level of consensus is achieved, higher quality information outputs are provided insofar as
they are closer to the real situation. Consequently, the results of the Delphi study provide a reliable
characterization of the current situation and future perspectives of Spanish contemporary art galleries.

The Spanish contemporary art market is considered by experts to be a weak market, with little
international influence, and this perception was shared unanimously. There are few influential artists
at international level, the bulk of Spanish galleries are small companies (between 1 and 3 workers)
and there are few private collectors, due to a lack of purchasing power among the general population
and to the negative impact of the recent economic crisis. This expert perception of market weakness is
consistent with macroeconomic figures. In 2016, Spain’s share of the global art market in terms of value
was just under 1% and represented just over 2% of the value of art and antique sales in the EU [29].

The general range of Spanish contemporary art on offer comes mainly from young artists who
have little experience at present and are the least recognized and renowned. Therefore there was
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also consensus among the experts over another of the market’s weaknesses, namely the fact that the
prices charged by Spanish artists are not competitive in comparison with foreign artists with similar
backgrounds. In this sense, all the panelists agreed in emphasizing how the VAT (Value Added Tax)
levied on works of art in Spain significantly conditions this market. This aspect generates widespread
discontent among the various market players. Firstly, according to the current tax rate, gallerists must
add a VAT rate of 21% to their sales, which is a higher percentage than in other European countries.
This makes Spanish galleries less competitive in international markets and fairs, where galleries from
other countries can sell works by the same artists at cheaper prices. Therefore, gallery owners point
out that if the Spanish industry wants to be competitive on the international market, VAT must be
reduced to bring the applicable rates into line with the rest of Europe. In addition, they also identify
this as one of the main reasons for the low purchasing levels of Spanish contemporary art. Moreover,
this taxation aspect also undermines the competitiveness of contemporary Spanish artists, causing the
price of their works to be substantially higher than those of foreign artists with a similar background.

Pricing of contemporary works of art is a controversial issue in the art market. As [10] pointed out,
buyers of contemporary art face a problem of fundamental uncertainty, because what passes as quality
is difficult to determine, and buyers can hardly estimate how a specific piece of art will perform as an
investment. The value of an art work or artist originates in an intersubjective process of assessment and
conferring of reputation by experts in the art field, such as gallery owners, curators, critics, art dealers,
journalists, and collectors, who help establish the artistic reputation of a work or an artist. The quality
signals emerging from the art field enable buyers to assess the economic value of art works. Other
authors [45] have explored the convergence between the market-oriented actions of commercial art
galleries and the exhibiting choices in the museum environment. The convergence between museums’
and galleries’ choices not only jeopardizes the traditional hypothesis of independence of the art system
but can also produce a lack of information balances and speculative behavior. They concluded that,
at least in the short term, there are set common preferences and expectations, which could engender
higher speculative risks.

The current regulation regarding the contractual relationship between artists and gallery owners
is considered to be acceptable, albeit with room for improvement. In this case, however, an analysis of
the experts’ responses was carried out by professional group, as biases were envisaged in the experts’
responses depending on their professional involvement in the market under study. The majority
(62.5%) of the artists’ subgroup considered the current regulation as being “totally inappropriate
(50%)” or “not very appropriate (12.5%)”, while the entire subgroup of gallery owners considered this
regulation to be “appropriate (60%)” or “very appropriate (40%)”.

There was unanimity, however, in recognizing the need for greater protection and regulation
for the artist as a professional, or for introducing improvements to existing schemes. Nevertheless,
identifying the aspects that should be amended required a second round of consultation to reach a
consensus. In this round, the experts agreed on the need to modify the Social Security contributions
paid by artists as self-employed workers, from a fixed contribution to a variable payment depending
on their monthly income, to avoid constant registrations and deregistrations of artists coinciding with
periods of activity and inactivity.

Public support for the art market was another aspect that the experts were asked to address.
Spain has three tiers of government: central government, regional government, and local government.
The level of public spending and funding for culture has fallen dramatically in recent years, coinciding
with the major economic recession. The bulk of public expenditure on culture by the three tiers of
government took place from 2007 to 2009. After this, expenditure fell drastically because of budget cuts
resulting from the economic slowdown. Public spending has continued to decline since then, though it
remained roughly the same between 2013 and 2015. These cuts have seriously affected the cultural
industry, in general, and the contemporary art market, in particular, further exacerbating the effect of
the crisis. In 2015, the amount spent on culture by the Spanish Central Government was €672 million,
while regional governments spent €1.081 billion and local governments spent €3.017 billion, which

138



Sustainability 2019, 11, 541

represents 0.06%, 0.10% and 0.28%, respectively, in terms of their GDP [46]. The experts described
these figures as insufficient (“level of public expenditure: inadequate”) and were unanimous in this
respect. This opinion is corroborated when the aforementioned figures are compared with those of
other neighboring countries, such as France, for example, where central government expenditure on
culture was equivalent to 0.16% of its GDP in 2016 [47].

As aresult, of the above, the need for a Patronage Law in Spain, promised by the various and
successive governments in recent years, but as yet undeveloped, again achieved unanimity among the
panel of experts. The enactment of this Law would be very well received by the sector in general and
would foreseeably improve the situation in which the contemporary art market currently finds itself,
since the purchase of art by private institutions and companies would increase, thus reactivating the
market. The experts also stated unanimously that sales of contemporary art in the short term will not
increase, which is why they consider this Patronage Law necessary.

In relation to demand in the art market, the experts unanimously agreed that passion for art is the
main motivation for buying contemporary art, rather than considering works of art as investments.
Some experts, however, added that it is a combination of both, along with an intention to maintain
assets, as more and more buyers are investing in contemporary art for profit. In the case of Spain,
the fact that the main motivation for purchasing art is passion implies a very small niche group and
limited demand, since not everyone understands this type of art or likes it.

In this sense, there was also unanimity regarding the existence of a marked lack of appreciation
of contemporary art by most of the population, which experts attribute to the general public’s level
of cultural education. In 2016, expenditure by Spanish households on cultural goods amounted to
€14,099.4 million, representing 2.7% of total expenditure on goods and services. However, a breakdown
of this expenditure reveals that 47.9% corresponded to television, data processing, and internet fees,
compared to 22.2% for books and periodicals, and 16.3% for cultural services [46]. Some experts also
provided additional qualitative information, indicating other causes, such as the poor visibility of
galleries and the predominance of television, with little cultural and educational content. Other experts
point to flawed transmission of the fundamentals and languages of contemporary art, resulting in
confusion for most of the population.

The experts on the panel expressed major discrepancies when it came to taking a stand on the
main challenges galleries will have to face in the near future, an aspect in which no consensus was
reached after the two rounds of consultation. However, the most recurrent response was the need
to find new customers, followed by the company’s funding methods and participation in trade fairs.
The search for new clients, a consequence of the scarcity and restricted size of Spanish demand, is the
main reason behind the growing need for contemporary art galleries to go international. It reinforces
the idea that Spanish demand for contemporary art is low, due to the fact that the main motivation
for buying works is a passion for art and very few people in Spain have cultural taste to understand
and want this type of art. To internationalize, galleries must take part in fairs, so that Spanish art is
made known to potential foreign buyers. At the same time, galleries must promote and advertise more,
to attract foreign artists and breathe new life into the Spanish market. As regards company funding,
the difficulties of most of these companies in accessing credit have already been pointed out, since
they are small and have irregular income due to the nature of their economic activity.

Finally, the experts spoke about the impact of Brexit on the contemporary art market in general.
It should be noted that the United Kingdom is the largest importer and exporter of art in Europe,
accounting for 62% of the European Union’s share and 21% of the global share. Therefore, if the United
Kingdom were to leave the European Union, this would not only be detrimental to Spain, but to all
the member states, as many countries depend on its stock. In addition, there would be a significant
decline in trade due to new, more restrictive tariff policies and increases in VAT on imports and resale
fees [14]. In the case of the Spanish market, however, as it has little influence at international level,
experts believe that this fact would only have a moderate impact.
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Considering the aforementioned results, Table 3 provides an analysis of the Strengths, Weaknesses,
Opportunities and Threats (SWOT) of galleries in the Spanish contemporary art market.

Table 3. SWOT analysis of contemporary art galleries.

Strengths Weaknesses
- Mostly small companies with very low turnover. Only a
- They are very flexible over customer payments, regarding minority have the reputation and size to be able to invoice
terms and methods of payment. considerable amounts in the market.
- It is the market’s most widely used sales channel. - Due to their structure and the way they work, they must bear
- They serve as a link and connect all the market’s agents. considerable operating costs, which greatly reduces their

profit margin.
- Very few actual sales in the gallery.

Opportunities Threats

- Current reactivation of consumption due to the recovery
period after the global financial crisis.

- Improvements in internationalization processes: greater
facilities to encourage the presence of Spanish galleries outside
Spain and an increase in contracts with foreign artists to hold
exhibitions in Spain, which improves the supply of galleries.

- Increase in the number of online artwork sales.

- High VAT rate compared to other European countries, which
means that prices are not competitive in the
international market.

- Lack of appreciation of contemporary art by society.
Possible effects of Brexit on UK tariff policies.

6. Conclusions

The contributions of this study can be summarized in two aspects: Firstly, the validation of the
methodology used and, secondly, the usefulness of the real information provided. The participation
rates show the social interest in the subject. The reliability of the results is supported by the
consensus reached.

The Spanish contemporary art market is characterized by the primacy of galleries, which serve
as a link to other economic agents and play a crucial role in the market. However, in the context of
the global crisis that has hit cultural organizations so hard, especially in Europe, the contemporary
art market shows contradictory results. The international art market, measured by auction results,
has performed and is still performing well and is even increasing general sales and revenues.
In particular, contemporary art represents big business for auction operators, becoming one of the
most profitable sectors in the art market [16]. Despite this positive trend, contemporary art galleries
are struggling to cope with a difficult situation, the origin of which lies in several factors.

Firstly, the context, characterized by the delocalization of the bulk of modern and contemporary
art sales to the United States, as well as the emergence of new competing markets, such as China
and new powers, such as India and Brazil. These changes that are taking place in the field of art at
global level, together with the recent world recession, are the origin of the decline in European and,
consequently, Spanish sales. This is compounded by the weakness of the Spanish market, with scant
demand and low purchasing power.

Secondly, the galleries’” business model. Most of the galleries in the Spanish market are small
and operate in the primary market, discovering new artists and acting as a springboard for them
at the beginning of their careers. Launching these artists implies many risks and expenses, since
there is no guarantee as to how the market will react to these new talents or the number of sales that
will be obtained. Their high operating costs are mainly incurred as a result of their participation in
national and international fairs, which galleries now must attend more frequently to find new buyers.
As a result, galleries are not economically viable, and their profit margins are much lower than those
of normal businesses. Debt levels are very low because small galleries have difficulty in accessing
credit. This is compounded by the conservative perception of many gallerists, who prefer not to take
out loans they are not sure they can pay them back due to the irregular and unpredictable nature
of sales. However, the existence, in general, of favorable financial leverage makes it advisable to
refocus these companies’ borrowing strategies, increasing debt levels, and thus reducing deep-rooted
financial conservatism.

Another aspect that has emerged in this research is the special nature of the relationships of art
galleries with their customers, collectors and buyers, and their suppliers, the artists, when they operate
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in the primary market. On one hand, new artists entering the market are unknown and the products
they provide (works of art) require a lot of explanation and evaluation. On the other side of the market,
collectors and investors are unfamiliar with both the artist and his or her work, so it is the gallery
owner’s job to close the gap between artists and collectors/investors [48]. In their relationship with
artists, gallery owners perform crucial functions: they promote the work of the chosen artist, put it on
the market and sometimes determine the market value of their work, thus accepting a variable level
of risk, which can be high on many occasions. Gallery owners’ relationships with clients also have
different characteristics. As [1] pointed out, contrary to other behavioral channel models focusing on
the manufacturer-retailer relationship, the art market also needs to account for a very powerful end
customer: the art collector. In these relationships, the most influential element of the market is the
reputation of both the artists and their gallerists [1,11,12,48].

The new and upcoming challenges facing Spanish contemporary art galleries can be summed up
in three points. Firstly, the necessary reactivation and internationalization of demand. In this sense,
the experts identified two types of necessary actions: The approval of a Patronage Law, to reactivate
demand from companies and institutions; and the improvement of communication and promotion
among the general public, conveying a clearer message about what contemporary art is, in an attempt
to change the apparent lack of appreciation of the majority of the population towards this type of art.
Secondly, the lack of public spending and funding on culture, which has declined steadily since 2009,
following the economic crisis. In accordance with the concept of the sustainable management of culture,
we must finance culture to exist, and not to earn money [49], from which it follows that public support
for culture in general and arts sector in particular is essential. Finally, the financial difficulties deriving
from the small size of galleries in most cases, together with the irregular revenue from the sale of works,
leads to an economic and financial situation that, in some cases, impedes the performance of the activity.

Accordingly, the implementation of business management techniques in these organizations is
the first step towards improving and strengthening their position in the market, ensuring that their
activities are carried out efficiently from an economic point of view. To this end, the professionalization
of management is essential given that, in most cases, gallery managers have extensive artistic training,
but little experience in the techniques and methods of running a business. Gallery owners should
concentrate their role in the gallery on the artistic management of the gallery, while leaving its economic
management to professionals who specialize in managing companies. A financial strategy must be
designed to enable these organizations to embark on the international projects they need to find
new customers. Specialist management would make it easier to overcome the traditional aversion to
risk inherent to small companies and gain access to new sources of funding, based on the economic
scenario and the economic and financial standing of the gallery. There is also a need for greater
communication with customers and the general public to promote greater awareness of this type of art.
Market orientation must be a priority objective of these organizations. To achieve this, it is important
to ascertain the characteristics of the consumer (habitual collector) and to adapt the variables of the
marketing mix, as well as to analyze the relationship between the public’s perception of artists and
their intention to buy (possible occasional consumers). In short, marketing strategies must be one of the
main priorities of gallery management. The concept of sustainable management has been successfully
implemented in the field of culture. In this sense, redirecting the management of these organizations
towards the practices of sustainable management, appears as an element of survival.

While the results of the research are valid and reliable, we understand that the application
of the methodology has certain limitations that should be addressed in future research. Firstly,
the composition of the panel of experts. Although the Delphi methodology does not rely on the
statistical significance of the answers, it cannot be denied that a larger number of experts and a
different composition of the panel, including a larger percentage of gallery owners and artists, would
enhance the accuracy of the answers. Furthermore, the economic, financial, and organizational
characteristics of the art galleries analyzed in the study, as well as their evolution over time, require
in-depth analysis. Both areas will be the subject of future research.
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Abstract: Broadly defined, culture is deemed the fourth pillar of sustainable development and
increasing attention is currently being paid to how it can access all potential financial resources.
In Europe, film production benefits from public financial support; however, film projects require
large amounts of money to be completed and this support may prove insufficient in comparison
with the actual need. This raises the question of identifying alternative financial resources that
filmmakers could benefit from. Crowdfunding has recently emerged as a funding option for all the
creative-cultural industries in general and for film production in particular. However, Romania’s
capacity to use this alternative financial source is one of the lowest in Europe. In this context,
the aim of the article is to study Romanian filmmakers’ attitudes towards crowdfunding and its
perceived suitability for financing film projects. The research method consists in a survey based
on self-administered questionnaires and semi-structured interviews with Romanian film producers.
Although the largest majority of film producers have not used crowdfunding due to lack of awareness
or scepticism, the paper discusses, based on experts’ opinion, how this method can become a viable
source of finance for the film industry.

Keywords: crowdfunding; creative-cultural industries; culture; film industry; attitudes; Romania;
sustainable development

1. Introduction

The aim of this research is to investigate Romanian filmmakers” attitudes towards crowdfunding
as an alternative source of finance and its suitability for financing film projects based on the results
drawn from a survey conducted on a sample of filmmakers and from semi-structured interviews
conducted with experts in the field. The larger context of the study is that in which the European
Parliament considers it necessary to promote crowdfunding and other non-banking financing models
given that access to traditional finance for creative-cultural, innovative or start-up companies is limited
and the existing funding is insufficient. Despite the fact that banks cover the majority of financing
needs of small and medium-sized enterprises, only 41% of all these companies do not perceive any
limitations as concerns access to financing sources. In the Action Plan on building a capital markets
union, the European Commission suggests that crowdfunding, although presenting certain risks—e.g.,
liquidity risk, platform-associated technical risks, cyber-attacks—can prove to be successful in financing
projects if all precautionary methods are taken in order to protect the backer or the investor [1].

Crowdfunding is an alternative financing method used by companies or within projects that do
not have enough resources and are not eligible for traditional financing. In its early ages, crowdfunding
would mainly address financing needs of those projects involving a high level of risk and uncertainty,
such as research and development, innovation and technology, social and humanitarian causes and
creative-cultural industries [2].

Alternative financing methods need to be identified for the creative-cultural industries given
their role in achieving national and regional growth, smart, sustainable and inclusive development
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and urban regeneration and revitalisation [3,4]. Besides crowdfunding, the Council of the European
Union suggests that creative-cultural industries should resort to: public-private funds, business angels,
venture capital, sponsorship and donation [5]. Creative-cultural industries are all the more interesting
from an academic point of view due to the precarious character of revenues to be obtained and the
ineligibility for bank loans justified by the inconsistency of gains. Uncertainty also stems from the
target audience, which is only assumed [6]. Such are the obstacles faced by artists and creators, as well
as by start-ups in other fields of activity, in addition to the creative sector vulnerability during times
of financial crises or economic downturns, when dedicated public finance is drastically reduced [7].
There are authors suggesting that the financial sustainability of creative-cultural industries and not
only can be improved using crowdfunding models [2].

According to the Council Resolution of 16 November 2007 regarding the European Agenda for
Culture, the following are strategic objectives: promoting cultural diversity and intercultural dialogue,
promoting culture as a catalyst for creativity and promoting culture as a vital issue of the international
relations of the European Union. Also, the Creative Europe 20142020 programme is aimed at enhancing
European cultural and linguistic diversity, promoting cultural heritage and strengthening the European
creative-cultural sector [5]. The film industry, as part of the creative-cultural economy, is a soft power worth
being considered a priority to promote and stimulate because it contributes to the accomplishment of the
above-mentioned strategic objectives but also because it has the capacity to generate revenues, value added
and employment, to increase cultural consumption, to improve and promote countries’ or nations’ image,
to raise awareness, to enhance tolerance and to promote social and cultural inclusion [6-8]. Culture has
been acknowledged as the fourth pillar of sustainable development and it is therefore critical to ensure
financial sustainability for all creative-cultural industries [9].

Sustainable Development Goal (SDG) 8 highlights the importance of “a focus on high-value added
sectors, entrepreneurship, creativity and innovation,” encouraging “the formalisation and growth of micro-,
small- and medium-sized enterprises, including through access to financial services and strengthening domestic
financial institutions to encourage and expand access to banking [ ... ] and financial services for all.” In
this light, the paper addresses sustainable development concerns by analysing the extent to which
crowdfunding can represent a viable alternative financing source for creative and innovative activities
and organisations [10].

The European Commission has defined crowdfunding as an emerging alternative financing method
that reunites donors, lenders or investors, on the one hand and persons in need of finance for a certain
project, on the other hand. Their interaction takes place on an online platform (crowdfunding platform)
and is preceded by a public call for finance launched by the project initiator [11]. Another definition states
that crowdfunding is an Internet-based financing method whose purpose is the achievement of an initiative
through online contributions and sponsorship, which usually come under the form of low-end or moderate
amounts of money from a large pool of backers, within a limited time frame. Furthermore, it finances
activities, ideas or projects based on a call for finance launched via Web 2.0 technologies. As a result,
contributors donate, pre-order products, lend or invest, being motivated by the project itself or the project
initiator’s promise, being or not rewarded for such contribution [12]. A more detailed description of
crowdfunding involves the following aspects:

e It is a suitable financing method for start-up companies that are not eligible for
traditional financing

e Itimplies using the Internet and social media influence, which generate audiences

e It is a marketing channel through which entrepreneurs gain visibility, diversifying
communication possibilities

e  Itsupports entrepreneurs in testing their ideas or concepts with the participation of the community

e It facilitates direct involvement with the community and the consumers [12].

Despite the plethora existing definitions of crowdfunding, the classification of crowdfunding is quite
straightforward and unanimously agreed upon, the main types of crowdfunding being the following;:
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1.  Donation-based crowdfunding—the backer accomplishes a philanthropic act under the form
of donation for a charitable project, without benefiting from material or financial rewards
in exchange for the support. Donation-based crowdfunding usually arises in prosocial or
humanitarian campaigns but also in the arts, education, research and technology.

2. Reward-based crowdfunding—the backer supports a project and does not receive financial
rewards. Instead, the backer is promised rewards under the form of goods and services once the
project succeeds. From an accounting point of view, this crowdfunding type is assimilated with
product pre-ordering. The backer becomes a short-term creditor for the producer by paying the
product in advance (i.e. before its manufacturing) and receiving it at a later time moment.

3. Lending-based crowdfunding—the backer becomes creditor for the company or project.
Lending-based crowdfunding is also known as peer-to-peer lending. From an accounting
standpoint, the creditor is entitled to interests and to the reimbursement of the loan.
This crowdfunding model usually requires specific licences and/or authorisations from central
banks and financial supervisory authorities, while in some countries the activity is prohibited
if the lender is an individual and not a company (the case of Poland). In the countries where
this model is not regulated and where the legislation is not flexible enough to allow for such a
financing means, the activity cannot take place at all.

4.  Equity-based crowdfunding—the backer becomes investor for the company or project.
The investor becomes a shareholder and, from an accounting and legal point of view, is entitled
to dividends in the event of profit distribution. As in the case of lending-based crowdfunding,
the activity requires special licences and authorisations from financial authorities or specific
legislation. Also, specific legislation may not allow individuals to become backers in such
schemes, only companies being allowed to perform such financing activities.

5. Invoice trading crowdfunding—the backer purchases unpaid invoices or other receivables
through the online platform. The accounting equivalent of the transaction is called factoring and
the receivables become assets belonging to the backer, who is entitled to cash them in.

6.  Hybrid forms of crowdfunding—combinations of the above-mentioned types.

The classification above is built on accounting considerations and it reveals the type of income
or benefit (if any)—i.e. interest, profit, product pre-ordering. The roles played by the contributing
community range from mere philanthropists and product purchasers to creditors, shareholders and
receivables buyers. Besides these types of crowdfunding, other classifications include real estate
crowdfunding and renewables crowdfunding. However, these types of crowdfunding refer to the type
of project developed rather than gain-related accounting considerations.

The European Commission estimates that the United States’ (US) market is the most developed in
the world, its value reaching 9.46 billion USD as of 2016; Asia and Europe come next with 3.4 billion
USD and 3.26 billion USD, respectively, raised [1].

Crowdfunding has evolved and developed differently across Europe, with Western countries
leading the market and Central and Eastern European (CEE) countries lagging behind.
European statistics indicate that in the year 2016, 143 crowdfunding platforms were operating in
Great Britain, 77 in France and 65 in Germany, while the other countries had fewer or much fewer
platforms in operation. The leading European countries in terms of equity-based crowdfunding are
Great Britain, Germany, France and Sweden. This ranking is very similar to the one regarding the
number of active platforms. The leading European countries in terms of lending-based crowdfunding
are Great Britain, Estonia and France. Last but not least, the largest amounts raised via crowdfunding
platforms were recorded in Great Britain, France and Germany [13].

CEE crowdfunding rankings indicate that the best performing European Union member states
in terms of reward-based crowdfunding in 2016 are: Poland (3.34 million EUR), the Czech Republic
(1.89 million EUR), Slovakia (0.76 million EUR), Hungary (0.39 million EUR), Lithuania (0.22 million
EUR), Latvia (0.06 million EUR) and Estonia (0.04 million EUR) [14]. The leading CEE countries
regarding equity-based crowdfunding as of 2016 are: Poland (0.9 million EUR), the Czech Republic
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(0.42 million EUR) and Estonia (0.31 million EUR) [15]. Real estate crowdfunding places Estonia on
the leading position among CEE countries in 2016 with 6.09 million EUR raised and in 2015 with
2.35 million EUR. Poland raised 0.38 million EUR in real estate crowdfunding in 2015. Such statistics
reveal the fact that Romania is not present in any of the rankings. One of the main reasons for
such asymmetric development is the heterogeneity of regulations by which this activity is organised.
Western European countries have enforced special legislation for crowdfunding—this is the case of Italy,
France, Spain and Great Britain. CEE countries experience low levels of awareness and conservatism
as concerns crowdfunding, which are slowing down its speed of development. This is the conclusion
of a study conducted on the crowdfunding projects in the Czech Republic and Slovakia [16].

The existing statistics for the year 2017 indicate that 41.4% of the raised funds were for companies
and entrepreneurs, 18.9% for social causes, 12.2% for film and performing arts, 6.2% for the real
estate market and 4.5% for the music industry [17]. A study conducted in the US in December
2015 investigated the main reasons for which backers supported various projects. The results of the
study indicate that 68% of the backers wanted to help a person in need, 34% financed a new product
or invention, 32% directed their funds to schools, 30% supported a musician or an artist and only 10%
financed a business [18]. Considering the financed fields as a criterion for the successfully completed
campaigns in the EU, the 2016 ranking is the following:

e Technology (4,382 successful projects)
e  Film (3,898 successful projects)
e Community (3,020 successful projects)

Music (2,536 successful projects)

Design (2,377 successful projects)

Arts (2,156 successful projects)

Computer games (1,949 successful projects)
Publications (1,675 successful projects)
Fashion (1,585 successful projects)

Small companies (1,539 successful projects) [19].

A study conducted on Kickstarter analysing the projects during the period 2009-2014 reveals that
creative-cultural projects (in arts, film and video, dance) are more likely to receive funding than other
categories of projects [20]. Film, video and publishing projects are positively influenced by external
supports, such as: reward support, impression support and relationship support, which increase their
chances to succeed; in addition, crowdfunding performance has been found to be directly influenced
by product creativity, which is, in its turn, contingent upon the extent to which backers perceive the
project initiator to be passionate [21,22].

The above ranking by industry or field corroborated with the obvious capacity of the filmmaking
industry and artists in general to raise funds via crowdfunding is an argument within the present
research to analyse the role of crowdfunding for the film industry, with a focus on the less developed
market of Romania. As stated at the very beginning of the paper, the purpose of this study is twofold:
on the one hand, to analyse filmmakers’ attitudes towards the use of crowdfunding for financing the
filmmaking industry as a creative-cultural industry (in order to find why crowdfunding is so poorly
developed in Romania) and, on the other hand, to investigate the suitability of crowdfunding for
financing the industry as seen through the eyes of a selection of experts in the filmmaking industry.

The paper is concerned with the case of Romania, a country in which crowdfunding has not
managed to reach the level of development witnessed in Western Europe or in the other CEE countries.
The research consists in a survey based on self-administered questionnaires addressed to professional
film producers based in Romania and in semi-structured interviews with a selection of these experts.

A similar study was conducted in relation to the Polish crowdfunded film production,
within which, inter alia, the Polish experts’ attitudes towards crowdfunding were explored [21].
However, the experts included in the survey were not all professionals, the authors including film
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students among the respondents as well. Financial sustainability of creative-cultural industries through
crowdfunding is also advocated by other authors [23,24].

Crowdfunding has proven to be a driver of film production, with benefits exceeding the sphere of the
industry itself. Along with social media and video-sharing websites, it has managed to improve gender
balance and intercultural and ethnic diversity in this field and has facilitated the distribution of creations
outside the borders of countries [7,25]. For the film industry, crowdfunding has become a popular form
of financing involving the patronage of fans located anywhere in the world. Fans are willing to support
such projects ever since the creation of the first specialised platforms [7,26-31]. Some authors even argue
that new forms of funding the film industry have an even higher impact—they have consequences of the
industry, on the kinds of films produced, on the topics explored and on the way they are produced [32].
For instance, in Greece, crowdfunding is credited with the advent of radical documentaries oriented
towards the society rather than the political sphere, in an attempt to restore the social body and recover
solidarity and social trust [33]. This could not otherwise have been produced within the mainstream media.
Similarly, Turkish crowdfunded film production revolves around various social causes and has become a
means of accomplishing social or political ends with the support of communities, while also building a
reputation of independence [34]. In other words, traditional top-down financing methods co-exist with
bottom-up methods for financing production and dissemination, which renders legitimate the question
whether crowdfunding is effective and viable [35].

Besides raising funds and the mentioned benefits, crowdfunding also has a promotional role
and encourages active community participation, tapping into collective wisdom and intelligence,
building a support community around an idea or a project, testing the idea or product by following
the reactions of the community during its production and before its launching [11,36-38]. In some
cases, consumers become prosumers, thus intervening and interfering with the production process and
eventually improving the quality of the final product [39-44]. On a similar note, other authors point
out that crowdfunding is a source of open search, that is, actively seeking out ideas from outsiders,
of word-of-mouth awareness and backers become the earliest adopters of the final product [45].
Such early adopters may prove to be more important for the product marketing and launch than any
usual adopters.

2. Materials and Methods

The present research is based on a self-administered questionnaire addressed to professional
filmmakers based in Romania and on semi-structured interviews conducted with a selection of these experts.
As already shown in the introduction, Romania is not present in any European or CEE crowdfunding
ranking and the objective of the research is to investigate the reason for Romania’s lagging behind.

The film industry has been chosen for investigating the crowdfunding phenomenon in culture
because, as already argued in the introduction, it is one of the creative industries with the
highest capacities to crowdfund projects and, from a macroeconomic approach, to contribute to
the enhancement of economic growth and development.

The present study is aimed at identifying filmmakers’ attitudes towards reward-based
crowdfunding as a viable alternative method to finance film production and, based on their answers,
to draw valuable conclusions as to the suitability of crowdfunding for financing this industry.
The results of the survey are supplemented with valuable insights and opinions provided by experts
in semi-structured interviews.

The two research methods used in the present study—survey based on self-administered
questionnaires and semi-structured interviews—were chosen having in mind the necessity to study
the demand-side of the crowdfunding market—fundraisers. The need to conduct semi-structured
interviews arose when faced with a large number of refusals to answer the survey on account of
ignorance of the topic and concept. The admission of the filmmakers’ ignorance was meaningful in the
context of the research, revealing an obvious market underdevelopment but it was also the signal that
showed expert opinion was needed to add in-depth clarifications.
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The professional filmmakers were taken from the film production catalogues drafted by the
Romanian Film Centre (RFC) in the period 2009-2018. The RFC is the national authority in charge of
financing and keeping track of film production. More precisely, the questionnaire was sent out to all
active Romanian film producers since the advent of crowdfunding in 2009. The filmmakers” answers
were collected in the period July-December 2018. The online self-administered questionnaire comprised
14 questions for the filmmakers having already used crowdfunding and 10 questions for filmmakers
who never used crowdfunding. The questionnaire is presented in Appendix A. A number of 42 answers
were collected from the total population of 127 Romanian film producers identified as having produced
at least one film in the period 2009-2018—a response rate of 33.07%. The 42 respondents are all experts
in their field, with acknowledged profiles in the film industry, whose opinions reflect the current
situation of the investigated phenomenon in their area of expertise.

The questionnaire was designed to include questions pertaining to:

e the principal source of finance used for film production

e the additional sources of finance used by film producers

e general knowledge about and understanding of crowdfunding

e  the use or non-use of crowdfunding as of the time of answering the questionnaire

e  the production steps financed through crowdfunding by the users of crowdfunding
e whether the efforts of resorting to crowdfunding are justified

the types of rewards designed and offered by project initiators

the would-be involvement of backers in the film production process

the main benefits of using crowdfunding

the main barriers to the development of crowdfunding for creative-cultural industries, which are
translated into reasons for not using crowdfunding by non-users

success factors for film crowdfunding projects
the most difficult aspects encountered within crowdfunding campaigns (open question)
the intention to use crowdfunding (again) in the future

opinions about future development of crowdfunding in Romania.

This questionnaire-based research is a more elaborate and extended version of a similar research
performed in Poland. The study performed on the Polish filmmaking industry included 37 experts and
film students altogether, without any clear indication about the corresponding number of filmmakers
and students having answered. The total number of film producers, as it results from the Polish Film
Institute, is 90. The two studies—the Polish one and the present one dealing with the Romanian
case—cannot be compared because the response rate of professionals is not known in the first case.
Moreover, the Polish study is limited to the quantitative study, while the present one is novel and
original in that it also includes qualitative analysis based on semi-structured interviews.

The items included in the questionnaire represent the result of distillation and synthesis of the
literature review, especially concerning the types of rewards, the main benefits of using crowdfunding,
the main barriers to its development and the main factors to take into account when creating a
filmmaking crowdfunding campaign [6,7,12,20-23,28,29,32,37-44]. Therefore, the questionnaire has a
solid scientific basis, building on the extant literature review and theoretical approaches.

The interview plan for the semi-structured interview was built around the following questions:
1) Given the importance of culture in general and of the film industry in particular for sustainable
development, what do you consider are the ways through which film production could be better
supported financially, apart from the existing public/European/own funds? 2) How do you explain
the fact that the Romanian crowdfunding market in general and the Romanian crowdfunding market
for culture in particular does not have similar performances to those recorded in Western countries?
3) Could crowdfunding become a supplementary viable financing source for the film industry in
Romania in the future? If not, please justify your opinion. If yes, under what conditions? A total of six
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experts were interviewed in order to obtain a deeper insight into cultural crowdfunding in Romania.
All six are internationally-recognised film producers having won several international awards.

The next section presents the main findings of the survey and semi-structured interviews. The analysis
will encompass matters such as: Romanian film producers’ crowdfunding experience, openness, awareness
and knowledge about crowdfunding as an alternative method to finance film production (for the survey)
and expert opinion regarding viable alternative financing means for the film industry, reasons for the
Romanian poor performance in terms of crowdfunding and its future in the field of culture.

3. Results

3.1. Survey

The 42 respondents included in the study fall into two categories: crowdfunding users
(10 respondents) and crowdfunding non-users (32 respondents). The prevailing crowdfunding
non-user profile (roughly two thirds) is not an unexpected finding for the Romanian film industry.
It is, in fact, a confirmation of the poor development of this segment, as it results from the European
statistics presented above.

Before investigating filmmakers’ attitudes towards crowdfunding, it is of utter importance to have
a clear picture of the main sources of finance they use. To do so, respondents were asked to choose
only one of the types of finance that are listed in Table 1. It is obvious that Romanian filmmakers first
and foremost rely on public funding to support film production. The second choice in terms of main
financing source is represented by own funds. All the other alternatives (co-production, European
funds, individual or corporate donation, crowdfunding platforms) represent first choices in very
seldom cases. One first conclusion is that the film industry is mainly financed using public funds and
other types of funds have a reduced capacity to support the majority of film production.

Table 1. Principal source of finance used by the filmmakers included in the study.

Principal Source of Finance Number of Answers  Percentage
Own funds 9 21.43%
Funds from the state budget, granted by film councils/centres 27 64.29%

European funds 1 2.38%
Donations from individuals 1 2.38%
Donations from companies 1 2.38%
Crowdfunding platforms 1 2.38%
Co-productions 2 4.76%
Total 42 100%

Source: Author’s own calculations based on the data collected.

Film production entails large expenses and only one financing source may not be sufficient to
cover for all needs. This is why, as a rule, film producers, do not solely rely on only one source of
finance but rather they use a mix of funding sources. Table 2 below illustrates preferences in terms
of use of various other sources of finance as complements to their first option. When answering this
questions, filmmakers could choose as many alternatives as applied to them.

The most preferred complementary sources of finance are: own funds, European funds, corporate
donations, public funds, individual donations, crowdfunding and co-productions. The less popular
sources of finance for film production are: advertisements, distribution partners and investors. A most
interesting finding is that three respondents do not use any additional sources. Two out of the three
respondents use own funds entirely and the third uses public funds as the only source of finance.
Although it is the most important source of finance, as stated by filmmakers, public finance is sufficient
in only very few cases and needs to be supplemented. A very similar statement can be made about
own funds—although they are the main source of finance for roughly one fifth of the producers, it is
only in very few situations that they are enough and no additional funds are necessary.
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Table 2. Complementary sources of finance used by the filmmakers included in the study.

Complementary Sources of Finance Number of Answers  Percentage
Own funds 22 52.38%
Funds from the state budget, granted by film councils/centres 6 14.29%
European funds 17 40.48%
Donations from individuals 6 14.29%
Donations from companies 9 21.43%
Crowdfunding platforms 4 9.52%
Co-productions 3 7.14%
Advertisements 2 4.76%
Distribution partners (TV channels, media agencies, cinemas) 1 2.38%
Investors 1 2.38%
No other source 3 7.14%

Source: Author’s own calculations based on the data collected.

When filmmakers were asked whether they associate crowdfunding with donation, more than half
of the respondents (23 film producers) provided a positive answer. In their opinion, crowdfunding and
donation is one and the same thing. However, it is worth noting that donation-based crowdfunding
is just one of the six existing types of crowdfunding, as was shown in the introductory part of the
article. The prevailing type of Romanian crowdfunding platforms are reward-based, which under no
circumstance can be associated with or considered the equivalent of donation [46]. The reduced use
and development of crowdfunding can be explained by the little knowledge and awareness about this
alternative financing source. This hypothesis was later explored within the survey, when non-users
were asked about the main reasons for not using crowdfunding.

According to Goodell, the filmmaking activity is organised into four phases: development (script),
pre-production, production and post-production [47]. Crowdfunding users were asked to indicate
the filmmaking phases they financed via crowdfunding. Multiple choices were allowed. The largest
majority used it to finance the production phase of the film (9 in 10 users). Post-production and
pre-production activities came next in terms of destination of crowdfunded resources (3 in 10 users
for each of the two phases). Development (script) (1 in 10 users) is the least financed phase of film
production. These results validate the conclusions of those authors arguing that relative financial
independence of a crowdfunding project increases the odds of a project to be successful [37]. In this
respect, it is arguably advisable to crowdfund the later production steps, showing the public and the
community that part of the project is already financed and completed using other sources and that the
project is relatively financially sustainable. Such assurances increase the trust of would-be backers to
support the project.

When asked whether the effort to create, launch and manage a crowdfunding project is justified
with regard to its results, that is, the money raised, 5 of the crowdfunding users offered a positive
answet, 2 did not know how to answer and 3 gave a negative answer. Not only are there very few
crowdfunding users in the Romanian film users but also only half of them believe the efforts associated
with a crowdfunding project are justified. Such answers suggest that roughly half of the respondents
may not be willing to use crowdfunding again in the future. This hypothesis will be validated towards
the end of the questionnaire, when users are asked whether they will resort to crowdfunding again in
the future.

Another aspect of particular interest for film crowdfunding projects is the type of reward offered
to backers. Table 3 reveals the types of rewards used by Romanian project initiators in exchange
for the financial contributions received from the online backers. While objects, experiences related
to the film and public acknowledgement for the financial support are preferred by the majority of
crowdfunding users, past willingness to involve the community in the production process as a reward
for the contributions received is extremely limited (only 1 respondent). As already mentioned in
the introduction, developed crowdfunding markets in the film industry have started to consider the
backer a partner and the community a pool of wisdom, which can be exploited to improve the final
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product. The community can contribute with ideas, suggestions, manpower or even contributions
in kind. In such developed markets, the backer is given the opportunity to exceed the mere role of
financial supporter and is actually involved in the production itself. Such is the context in which the
consumer-backer becomes a prosumer. This finding is an indicator of the poor awareness within and
underdevelopment of the Romanian market.

Table 3. Types of rewards offered by the filmmakers having used crowdfunding to finance their projects.

Type of Reward Number of Answers  Percentage
Objects related to the film but of little value (mugs, T-shirts, posters, 8 80%
badges, DVDs, online access to see the movie, etc.) °
Experiences related to the film (invitations to the premiere, dinners 6 60°%

o

with the film production team, interviews, etc.)

Public acknowledgement of the contribution (mentioning the backers’
names in the credit titles, on the web site or on the Facebook page, 9 90%
public nominal thanks upon launching/premiere)

The possibility to play a role in the film or to contribute to the film

. PR . . 1 10%
production with ideas, opinions, suggestions ?

Source: Author’s own calculations based on the data collected.

Despite the fact that the possibility to play a role in the film or to contribute to the film production
with ideas, opinions, suggestions as a reward is underrepresented in the past crowdfunding behaviour
of the filmmakers included in the study, 7 out of the 10 users would still not agree to involve the public
in the production process in future projects. A more benevolent attitude is displayed by non-users,
for a bit over half of them (18 respondents) are declaratively in favour of such rewards.

The respondents who have never used crowdfunding were also asked to choose the type of
reward they would give priority to in a hypothetical scenario of using crowdfunding in the future.
For this question only one answer was possible to choose in order to obtain a ranking of preferences.
The Romanian filmmakers preferred public acknowledgement of the contribution (18 film producers),
followed by film-related experiences (10 film producers), film-related objects (2 film producers) and playing
a role/contributing to the film production (2 film producers). Overall, Romanian filmmakers are highly
reluctant concerning the possibility of involving the general public in the production process as a reward.
These results are in line with the declared past behaviours of crowdfunding users described above.

Filmmakers with crowdfunding past experience were asked to list the main benefits of using
crowdfunding platforms to finance their film production projects. Table 4 illustrates their ex post expert
opinions. Overall, the almost unanimous benefits of crowdfunding are the end-related ones—the
money raised and the community built around the project. Process-related benefits (such as the signals
from the market, the quality or idea improvement as a result of community reactions, preparation of
the subsequent production steps) are not perceived to be as important. As such, crowdfunding users
see this financing method as a means to accomplish their financial goal and only to a lesser extent as a
source of other benefits.

152



Sustainability 2019, 11, 799

Table 4. Main benefits of using crowdfunding platforms in the opinion of crowdfunding users.

Benefit Number of Answers  Percentage
The money that can be raised 10 100%
Creating a community around the project/film 8 80%

Concept validation—through successful online funding, the signal
is that the film is well received by the public; failure to fund the
film online means the idea is not very good or that the project is
not well designed

20%

Through permanent communication with the public, the film may
be adjusted in order to meet expectations according to the 1 10%
preferences of the public

Source: Author’s own calculations based on the data collected.

In order to explore experts’ attitudes towards crowdfunding more extensively, non-users were
also asked to express their opinions, to the best of their knowledge, about the main benefits of
crowdfunding for filmmaking projects. Table 5 reflects their opinions in this respect. Creating a
community around the project and the money that can be used are considered to be the main benefits
of using crowdfunding. As in the case of users” answers, process-related benefits are not perceived
to be as important. One expert insisted on an additional benefit of crowdfunding—lowering the
pressure on well-established consecrated sources of finance due to the relatively recent diversification
of financing sources. Creating a community around a project can be translated into an early—i.e.
pre-launch—promotion of the film. Furthermore, the supporting community will presumably be the
earliest adopters of the final product, ensuring a certain minimum marketability [45].

Table 5. Main benefits of using crowdfunding platforms in the opinion of crowdfunding non-users.

Benefit Number of Answers  Percentage
The money that can be raised 13 40.63%
Creating a community around the project/film 26 81.25%

Concept validation—through successful online funding,

the signal is that the film is well received by the public; failure to
fund the film online means the idea is not very good or that the
project is not well designed

18.75%

Through permanent communication with the public, the film
may be adjusted in order to meet expectations according to the 2 6.25%
preferences of the public

Source: Author’s own calculations based on the data collected.

Both users and non-users of crowdfunding were requested to express their opinion regarding the
main barriers to the development of crowdfunding. Crowdfunding users gave their answers based
on their experience, while non-users provided an answer based on their perception, which actually
explains their decision to not use this financing method. Table 6 depicts the main barriers as seen by
both categories.
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Table 6. Main barriers of using crowdfunding platforms in the filmmakers’ opinion.

Number of Answers/Percentage

Barrier

Users Non-users
The public is not aware of this funding method 7 12
70% 37.50%
The ones in need of money to finance the project are not aware of this funding method 1 0% ?5 63%
s e . . A . . 2 4
It is difficult to design an attractive and convincing crowdfunding project 20% 12.50%
T e ) 1 3
Project initiators find it difficult to decide what rewards to offer 10% 9.38%
The public does not have “the culture of donation” to contribute and the whole endeavour 5 11
and efforts are useless 50% 34.38%
The public will not donate, being sceptical that the money will be spent for the declared 6 9
purpose 60% 28.13%
The backers may change their mind and withdraw their contribution 1 !
10% 3.13%
The amounts raised are usually not enough compared to the necessary amount, so the 2 17
effort is not justified 20% 53.13%
The ones in need of money do not trust crowdfunding platforms—the money can be 1 0
defrauded by the crowdfunding platform owner and may never get to finance the project ~ 10% 0%
; . . 3 3
Uncertainty related to project completion 30% 9.38%
. . . . . X . 4 7
There is no national crowdfunding platform dedicated just for film production 40% 21.88%
Unclear legislation regarding crowdfunding 4 9
40% 28.13%
Limited online-culture involves a limited potential from backers ! 0
10% 0%
The campaign cannot be successful as long as the project does not bring something very 0 1
particular and astonishing to attract funds 0% 3.13%

Source: Author’s own calculations based on the data collected.

Romanian filmmaking crowdfunding users find that the most serious barriers to the development
of crowdfunding is the public’s lack of awareness about crowdfunding, the backers’ scepticism that the
money will be spent for the declared purpose and the lack of “a culture of donation.” Non-users justify
their decision to not use crowdfunding mostly because: first, the amounts raised are not enough, so the
efforts to create a campaign are not being justified; second, the public is not aware of this method;
third, the public does not have “a culture of donation.” Obviously, the limited awareness and the lack
of “a culture of donation” are the main barriers. Moral hazard on behalf of project initiators is also
perceived as an important issue in this respects, which calls for crowdfunding regulation in order to
protect backers. Although they have never used crowdfunding, non-users believe that insufficient
amounts of money can be raised, which do not pay off the efforts.

A Likert scale was included in the study to assess the users’ attitude towards ten success factors of
crowdfunding. The findings are presented in Table 7. Romanian crowdfunding users believe that the
duration of the campaign, the time until the reward distribution, the relative financial independence of
the project and the involvement of the backing community in the production are not really important
success factors. In fact, previous studies have shown that the success of a campaign is negatively
influenced by the duration of the campaign, because the promise to complete the project within a
moderate amount of time and to receive the rewards as soon as possible will reinforce the decision
to contribute to the project [48-50]. Research has also shown that relative financial independence is
also a success determinant because it reassures the community that part of the project has been paid
via other means [37]. Last but not least, backers feel more motivated when empowered, as can be
noticed in most filmmaking crowdfunding projects—peak contributions are rewarded with a role in
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the film or an active contribution to the making of the film [46]. The first two factors pertain more to
the entrepreneurial side of the project, while the third one is industry-specific.

By contrast, users believe that the reputation of the team, the permanent communication with the
public and the producer’s network are very important success factors. All these factors are confirmed
by the literature review [20]. In the film industry, the producer and the entire team play a crucial
role in drawing the attention of the public because financial support is explained mainly by fandom.
The producer’s network ensures the propagation of the crowdfunding call for finance in other online
and offline media, while having a written record of the whole progress of the project can be a proof of
transparency, which can attract even more backers.

Table 7. Attitudes towards the importance of crowdfunding success factors.

Number of answers/Percentage
Success factor

Not very Important Important Extremely Important
. ) . I 0 7 3
The topic of the film and its originality 0% 70% 30%
The relative financial independence of the project (the existence of 5 4 1
other additional funding sources) 50% 40% 10%
Including numerous details about the project, so that the backer is 2 4 4
completely informed about the film concept 20% 40% 40%
Permanent communication with the public through the 1 4 5
updates/comments sections of the platform 10% 40% 50%
Rewards under the form of unique experiences (invitations to events, 3 4 3
dinners, interviews) 30% 40% 30%
Involving the backers by offering them the possibility to take partin 5 5 0
the decision making of the film production and in the film shooting ~ 50% 50% 0%
The producer’s network and the way the producer shares the 0 5 5
crowdfunding project via other channels (Facebook, Twitter, etc.) 0% 50% 50%
. 0 3 7
The reputation of the team and of actors 0% 30% 70%
Asking for a moderate amount of mone 2 7 1
8 4 20% 70% 10%
A short-duration campaign and, implicitly, a short time until 7 3 0
reward distribution 70% 30% 0%

Source: Author’s own calculations based on the data collected.

In their capacity of experts in the field of film crowdfunding, users were optionally asked to
mention the most difficult thing they had to face during the crowdfunding campaigns they had
managed. The respondents mentioned that the most difficult things of their campaigns were: “the
beginning, which normally happens with close persons and acquaintances,” “the scepticism of potential backers,”
“the constant promotion of the crowdfunding call for finance,” “those to whom the call for finance is addressed are
very hard to be convinced,” “it is difficult to share the web page of the campaign to the community,” “networking
and sharing the message in larger communities,” “communication with the public and finding the target public
for our project,” “insufficient time to spend on the project,” “reaching out to the general public,” “the lack of
interest for crowdfunding on behalf of the general public”.

Table 8 below illustrates Romanian filmmakers” intentions of using crowdfunding again. It is
obvious that a large proportion of Romanian filmmakers are not being able to decide this aspect yet
despite their previous crowdfunding experience. This question was designed to confirm the answers
to a previous question, when users were asked whether the efforts of launching a crowdfunding
campaign are justified. To recall, half of the respondents did not consider the efforts to be justified,
such an answer being translated in this question by the inability to decide whether crowdfunding will
be used again.

2
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Table 8. Intentions to use crowdfunding again in the future.

Answer Number of Answers Percentage
Yes, to fully fund a project 1 10%

Yes, to partially fund a project 3 30%

No 1 10%

I do not know 5 50%

Total 10 100%

Source: Author’s own calculations based on the data collected.

Similarly, non-users were asked whether they intend to use crowdfunding in the future.
Their answers are presented in Table 9. Most Romanian filmmakers who have never used
crowdfunding before are also undecided about this matter for the future. These results confirm
the findings from the question regarding barriers to crowdfunding—more than half of the respondents
explained the choice to not use crowdfunding through lack of awareness, lack of “a culture of donation’
and the insufficient amount raised (inefficiency of the method).

Table 9. Intentions to use crowdfunding in the future.

Answer Number of Answers Percentage
Yes, to fully fund a project 0 0%

Yes, to partially fund a project 15 46.88%

No 2 6.24%

I do not know 15 46.88%
Total 32 100%

Source: Author’s own calculations based on the data collected.

The questionnaire ended by asking all respondents to provide their opinions regarding the future
of crowdfunding. Their answers are synthesised in Table 10. This question provides us with a very
interesting but at the same time validating attitude towards crowdfunding—Romanians cannot express
an opinion about its future. The result is not surprising, though, given the large majority of answers
acknowledging the lack of awareness about this financing method.

Table 10. Opinion about the development of crowdfunding in the future in Romania.

Answer Number of Answers Percentage
Yes 8 19.05%

No 5 11.90%

I do not know 29 69.05%
Total 42 100%

Source: Author’s own calculations based on the data collected.

3.2. Semi-structured Interviews

A semi-structured interview was conducted in order to obtain in-depth explanations regarding
the future of crowdfunding for the Romanian film industry. A number of six experts—film
producers—agreed to present their views based on the interview plan provided. Below are
presented the most important statements made within the interview. The six interviewees have
been denoted I1-I6.

The answers to the first question—Given the importance of culture in general and of the film industry
in particular for sustainable development, what do you consider are the ways through which film production
could be better supported financially, apart from the existing public/European/own funds? —are listed below.

I1: First of all, public funding is not easy to access, either. Direct loans granted by the RFC as well as
sponsorship or contributions from third parties are conditioned by the RFC selection. The same is true for
Eurlmages funds. Such traditional funding is allocated based on the results of a contest, which is largely
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subjective. Poland is a good practice example in accessing public funds—it has implemented a system of fund
allocation based on ballot, so all eligible producers have equal chances in accessing funds. In other words,
accessing traditional finance for film production in Romania is difficult. Chances to obtain alternative financing
are also meagre. Overall, it is hard to finance film production in general in our country.

12: I believe that a new cinematography law is necessary to foster investment in film production from
corporations and individuals. The law would provide the decrease of the profit tax corresponding to the invested
amount or other financial or tax benefits granted to investors. Such measures would lead to a revitalisation
of the Romanian cinema industry. Financial support for Romanian film producers could also come from local
administrations (city halls, prefectures). However, without the regulation of film on national level that is,
imposing a minimum number of shows in prime time for each national production by broadcasters, which are
currently showing American blockbusters, such financing methods would eventually support the achievement
of a final product that never reaches the public. So, besides the financing problem, there is also the issue of
Romanian film distribution.

13: Regarding the traditional financing, the RFC system is functional although it has shortcomings at the
contest methodology level—the evaluation of the film is quite subjective. The good part is that RFC provides direct
loans; the support is not considered public support—de minimis—because that would be limited to 200,000 EUR.
Such an amount is way insufficient compared with the necessary amount. Another facility of the existing system
is that although the loan should be reimbursed, the beneficiary not having the possibility to reimburse it can
transfer ownership right of the film to the RFC. As concerns other sources of finance, the Administration of the
National Cultural Fund could be an option. Although it does not finance film production, it can finance projects
having a film/video component. Crowdfunding and Creative Europe are other options to finance film production.
However, the amounts that can be raised are very small and can only finance small-scale cultural projects,
not necessarily feature films. The amounts raised could cover the expenses of short films or other online-based
projects. Large sponsorships, another source, come from companies. For the corporate sponsor, the film needs
to have a certain value. The value is regarded as the capacity of the film to yield value added for the company.
For instance, companies financially support the production of the film through sponsorship and then the film is
distributed, for instance by TV channels, which in exchange undertake to promote the company having paid for
the film production. One other option to finance film production is when the shooting takes place in another
country. Countries having implemented the tax incentive system reimburse the producer a certain percentage of
certain eligible expenses related to the filmmaking on the territory of that country. Such a facility could also help
Romanian film producers.

I4: My first thought is not crowdfunding. Film distribution is not sufficient because we do not have
enough screens and we can never earn enough revenues to cover the film production expenses. In Europe, film
production is financed by the state but films should be exploited and such exploitation should cover production
costs. Encouraging film distribution through investment in restauration/building of cinemas would implicitly
help production, more tickets would be sold and the reputation of Romanian films would improve. Thus, a better
film distribution could finance film production. The effort to promote a film to be viewed by 50,000 spectators is
huge.

I5: The RFC should develop a financing platform based on different film categories: starters, young directors,
established directors, historic films, films for children, animations etc. Such a system would be more correct,
transparent and productive. Needless to say, RFC funds should be more transparent—uwhere do millions of euros
go? Other solutions to finance film production would be the National Union of Film Producers and all other
Romanian film institutes and associations.

16: Of course it would be wonderful if alternative sources of finance existed for Romanian film production.
For instance, in Western countries, there are regional funds and part of them are used to finance film production
in the respective regions. Another possibility would be the elaboration of a sponsorship law, especially created
for sponsorship of film production. But such a law should be attractive for entrepreneurs, meaning that the tax
exemption should be substantial.

First, experts suggest the following specific measures should be taken to improve financial
sustainability of the film industry:
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e  organising more transparent, fair and objective contests for public funds, which would ensure equal
chances for all eligible film producers (by replicating good practice examples of other countries)

e a new cinematography law with substantial tax exemption provisions for investors in the
film industry

e  special tax provisions regarding tax incentives for sponsorship in culture

e shooting in countries having implemented the tax incentive system of reimbursement of a
percentage of expenses

e regional funds

e  local administration dedicated funds

e  better distribution of Romanian films through broadcasters enforced by specific regulations in
the audio-visual field, for example, the existence of a mandatory minimum number of shows of
Romanian productions

e  better film distribution by increasing the number of screens or by putting in place on-demand
online film platforms

e financing projects including video/film components through the Administration of the National
Cultural Fund

e  Creative Europe

e crowdfunding—just for small-scale projects
e  corporate sponsorship

e  associations and unions of film producers.

Second, the general opinion expressed by experts is that the existing financing system is far from
being perfect. The experts’ discourse revolves around the dissatisfaction with regard to the current
situation, while displaying a normative stance. The dissatisfaction and need to act are found in phrases
such as: public funding is not easy to access, difficult, subjective contest, chances are [ ... ] meagre, it is hard,
necessary, funds [ ... ] should be more transparent, [ ... ] never reaches the public, the system has shortcomings,
the amounts are very small, small-scale projects, not crowdfunding, not [ ... ] enough screens. The critical
tone appears coupled with normative statements. The discourse induces the idea of urgency and need
for mobilisation and action to the forefront.

Below are presented the answers to the second question, that is, How do you explain the fact that the
Romanian crowdfunding market in general and the Romanian crowdfunding market for culture in particular
does not have similar performances to those recorded in Western countries?

I1: The general public believes that culture and films are a black hole for budgets. Supporting a film
project largely depends on the filmmaker’s reputation. The odds for the project to succeed are proportional to
reputation. Unfortunately, as a rule, culture is not a necessity for Romanians and this is a result of the type of
education received. Cultural consumption is low, which dissuades the public from financing cultural projects.
Also, crowdfunding is not as performant as it is in the West due to a higher poverty rate in Romania. For those
who are not poor, the financial contribution to a project needs to be justified by a financial, political or kinship or
image-related reason. In Romania, the public has not reached that level at which it can support a project just
because it believes in it.

12: In a country in which generalised piracy is not addressed—i.e. there are no coercive measures —,
the average wage is below the European average and culture is not a priority, it is hard to imagine that a large
pool of people can be sensitised to financially support a film project.

13: Other countries have legislations regulating alternative financing methods. For instance, Anglo-Saxon
countries use a wide variety of alternative financing methods, including business angels, joint ventures and
crowdfunding. Also, the existence of a proper legislation protects both parties involved in the crowdfunding
process, especially because there is a high degree of risk and uncertainty in such projects. In addition, besides the
regulation of crowdfunding, tax legislation is motivating in other countries. Tax legislation does not change
as often as it does in Romania, it can be predictable and all parties involved can make their own calculations.
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Another reason for the gap is the difference in the evolution of the digital sector. Let’s take the example of Estonia,
which is highly digitised. Romania is far from that level of achievement.

I4: There are many factors: the difference is mainly explained by culture. We have lived for many years
in an isolated type of society, Romanians are not accustomed to common projects within which the individual,
through his/her little contribution, could achieve something big. Then there is the scepticism towards online
payments, including payments by card and the scepticism regarding the odds of the project to be successful.
In Romania the pool of potential backers is not very numerous. In other countries, the crowdfunding concept
is more popular and used and potential backers are more numerous. In our country, the concept has never
been explained, very few know about it. Then, there is the financial aspect. In our country, people only choose
traditional types of investment and not investment in culture. Cultural consumption is also low. For instance,
going to the theatre is a special occasion and not a regular event or habit. One last explanation is the lower
standard of living in Romania, which makes the population contribute to such projects to a lesser extent.

15: It is all about our mentality. We are so selfish that only an old person or a child in need could make us
donate something. It is not a matter of poverty but rather a matter of education, culture and mentality.

16: In Romania there is no crowdfunding culture or market. There are many reasons for this situation.
Romanians do not have a cinematography culture, they are not educated in this spirit, unlike the French,
Russians, Brits or Americans. There is also the issue of poverty. Moreover, we need to have better skills to
promote this field, we need to articulate smart cultural projects.

In order to explain the large gap between Romania’s cultural crowdfunding performance and
that of Western countries, experts put forward the following reasons:

e aweak education for culture and cinematography within a society that does not consider culture
to be a priority

e  egotism and selfishness preventing the involvement in projects larger than the personal level

e  risks and uncertainty, partly due to piracy as a reason for films not to make money and be unable
to cover production expenses and partly due to low cultural consumption, which diminishes the
odds of a production to generate revenues

e  relative poverty

e lack of crowdfunding regulation

e inappropriate and unpredictable tax legislation, which is especially harmful for
donation-based crowdfunding

e weak development of the digital society and economy and the associated scepticism for
online payments

e apool of very few potential backers due to lack of awareness about crowdfunding

e  preference for traditional types of investment to the detriment of online-based platforms and/or
cultural projects

e insufficient smart cultural projects on national level

e insufficiently-developed skills to promote the cultural domain

The landscape of underlying reasons invoked by experts is eclectic: mentality, culture, education,
relative poverty, inappropriate legislation, lack of awareness and underdeveloped digital economy.
Regrouping these answers, the negative gap between Romanian and other countries” performance
is explained by economic and legal factors inasmuch as it is by social and cultural factors. The latter
seem to come to the fore through metaphors of dismal or discontent, for example, culture is a black
hole, culture is not a priority, unfortunately [ ... | culture is not a necessity, (low) cultural consumption [ ... ]
dissuades the public from financing cultural projects, the public has not reached that level at which [ ... ] it
believes in it (project), isolated type of society, Romanians are not accustomed to [ ... ] achieve something big,
theatreis [ ... ] a special occasion, we are so selfish.

The answers to the third question—Could crowdfunding become a supplementary viable financing
source for the film industry in Romania in the future? If not, please justify your opinion. If yes, under what
conditions? —are presented below.
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I1: It could become a viable financing source only after certain large projects will have been completed.
Only then could such a behaviour be replicated. We need several good practice examples to foster trust in
this financing method: project initiators will become more aware and the public will better understand the
impact of their contribution. Crowdfunding will develop in Romania too but differently according to the field.
Unfortunately, the film industry is far from a positive evolution in the near future. Certain projects are currently
successfully completed but in other areas of interest. However, in a distant future, Romania will have positive
results in film crowdfunding too.

12: I believe a better governance based on emancipation through education and culture and increased welfare
can make this method a viable financing source for film production. But we are still far away.

I13: In Romania, crowdfunding cannot become the basis for financing cultural production, at least not
for the film industry, because it requires large amounts. Only small-scale projects are possible. There is no
crowdfunding mentality in Romania. To Romanians, crowdfunding means the well-known 2-EURO donation
via text message. It is only when the legislation framework has evolved that innovative financing systems for
cultural products can work. In Romania, sponsorship does not work optimally either because there are no tax
incentives. In addition, we are too young and inexperienced in matters regarding capitalism, mentalities cannot
change in only 30 years. In countries with old democratic and functional systems, mentalities are different.
Those who have earned a lot are willing to give something back to their community. In our country, such a
behaviour is disfavoured, if any. Crowdfunding, in its basic forms, can only finance small projects.

I4: It takes a few years to absorb new concepts. Such implementation of new ideas also depends on mentality.
We, as a nation, have a relatively good absorption rate but such practices also depend on the welfare and on the
extent to which people are willing to spend money on crowdfunding projects. Even with an attractive legislation
to protect investors, most Romanian films incur losses. The same happens in Europe. A better distribution
system should be put in place, including on-demand platforms. The classical film distribution is in danger and it
should be reconsidered in order to support Romanian film production in the future.

I5: No way, it would be shameful. Such a large country cannot leave film production at the mercy of
crowdfunding. It would be degrading. For film production, crowdfunding is a desperate gesture, not an
alternative financing source.

16: I cannot see how it can work in the future, I cannot see a way to make crowdfunding appealing to Romanians.

In brief, experts believe crowdfunding will develop in a distant future but in some areas more
and in some areas less. The cultural field is not a preference, for a reason already mentioned before:
poor education for culture. Film crowdfunding projects, according to their opinion, are not appealing
to the population because most productions are not profitable. Distribution could solve, to some
extent, this problem. The root cause of weak revenues in the industry is, however, the reduced level of
cultural consumption. Cultural crowdfunding could eventually develop if certain successful stories
are popularised by the power of example. Education, culture, mentality, legislation and welfare are
omnipresent explanations for lack of crowdfunding development and pre-requisites for its future
development. In fact, these are long-term goals the Romanian society should achieve.

The experts’ discourse analysis unveils undetermined and/or indefinite time references, such as:
distant future, it could become a viable financing source only after certain large projects will have been completed,
we are still far away, it is only when [ ... ] that [ ... ], we are too young and inexperienced, it takes a few years,
I cannot see how it can work in the future.

Once again, experts resort to the interplay between the dominant economic argument and the
peripheral subjective mentality-related argument. As much, the normative interference confirms the
consistency of the discourse all throughout the interview.

4. Discussion

It is critical to find alternative financing sources for culture, which is one of the pillars of
sustainable development and a current European concern, because public finance may prove
insufficient for all the existing projects and because cultural projects are frequently deemed ineligible
for traditional banking financing. The film industry is one of the creative-cultural industries with the
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highest potential to generate revenues, employment, smart, sustainable, inclusive growth, to promote
social inclusion, to improve country image but also to attract crowdfunds. European and world
statistics place the film industry among the top recipients of crowdfunding, successfully competing
with technology and community-related projects. From a macroeconomic vantage point, the welfare of
a country, Romania’s included, can improve by diversifying its production and exports and by focusing
more on high value added products (such as cultural-creative industries) to a larger extent [51].

The capacity of the film industry to further develop depends on the awareness of filmmakers and
industry professionals about all types of possible funding in order to increase production both from a
qualitative and from a quantitative point of view. Therefore, access to more diversified finance is one
way to improve their financial sustainability.

Romania is not present in any European or CEE crowdfunding rankings, which justifies the
importance to investigate Romanian filmmakers” attitudes vis-a-vis crowdfunding. The reasons behind
this investigation are to assess how crowdfunding can bring in more financial resources and in the
industry and what the main perceived barriers are. Crowdfunding, unlike traditional funding (banking,
public or European funding), is a bottom-up approach—filmmakers are the ones who initiate the
funding campaign, which justifies the importance of their attitudes and perceptions.

Romania is an interesting case in the CEE and European landscape because it is not included
in international statistics—partly because data are not collected and reported and partly because the
crowdfunding performance and development of the country are very weak. In addition, Romania
has not yet legislated crowdfunding, which makes its legal situation hazy for film producers and all
other would-be beneficiaries, as well as for the supporting community. The interviews conducted with
filmmakers bring to light the reasons why Romanian crowdfunding performance is not comparable
to that of other Western or CEE countries: economic (relative poverty) and legal conditions (lack
of appropriate regulations), on the one hand and culture, education and mentalities on the other
hand (selfishness, poor education for culture, low cultural consumption). An exploration of the
legislative progress made in terms of crowdfunding across CEE countries reveals that few are those
countries having actually created special laws for crowdfunding. Lithuania is an example in this
respect. However, the more general legislation applies and leaves room for flexibility to create new
types of finance. Equity-based or lending-based crowdfunding activity is allowed under the more
general existing legislation on condition that the necessary licences and authorisations are obtained
from supervisory authorities and central banks. Despite the lack of non-specific legislation, most CEE
countries successfully carry out a plurality of crowdfunding activities, for example: Bulgaria, the Czech
Republic, Estonia, Latvia, Poland, Slovakia and Slovenia. The legislation review performed by the
European Crowdfunding Network places Romania in the group of CEE countries where the legislative
progress has been stalled; similar poor performance is recorded in Croatia and Hungary [52].

The unclear status of crowdfunding generates mistrust and scepticism on the one hand and
lack of awareness and popularity on the other hand. Equity-based and lending-based crowdfunding
activities cannot take place in Romania currently due to lack of specialised regulation and inflexible
general legislation; the only existing forms of crowdfunding, donation-based and reward-based, are not
popular means to raise funds for projects. To illustrate this, calls for finance in the film industries can be
found on five out of the twelve active crowdfunding Romanian platforms. There are 23 film projects of
which eleven successful and twelve unsuccessful. Out of the eleven film crowdfunding projects, only
eight are artistic creation—one of the films is just a follow-up of a larger prosocial campaign, a second
one is a community awareness project, while a third project raised the necessary money but was never
completed. That is to say, to the best of our awareness, Romanian crowdfunding platforms have hosted
a total number of eight successful film projects so far. Table 11 below synthesizes the amounts earned.
The low-end amounts raised prove that crowdfunding—as it is right now—only addresses financing
needs for small-scale projects. The same conclusion was also reached in the semi-structured interviews.
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Table 11. Funds raised on Romanian crowdfunding platforms by film projects.

Number of  Average Contribution ~ Average Contribution

Project/Crowdfunding Platform Raised Amount Backers (amount) (percentage)
The Goat and Her Three Kids (crestemidei.ro) 16,075 RON 15 1,072 RON 6.67%
The Last Transhumance (crestemidei.ro) 40,169 RON 255 158 RON 0.39%
777 (crestemidei.ro) 3,031 RON 41 74 RON 2.44%
Friends (crestemidei.ro) 9,055 RON 39 232 RON 2.56%
The Gift (wearehere.ro) 2,285 EUR 22 104 EUR 4.55%
Behind the Iron Curtain. Case study: Romania (wearehere.ro) 1,244 EUR 33 38 EUR 3.03%
Herman—the Man behind the Terror (sprijina.ro) 23,430 RON 24 976 RON 4.17%
Duality (sprijina.ro) 2,980 RON 43 69 RON 2.33%

Source: Author’s own compilation based on the data collected from the three crowdfunding platforms:
crestemidei.ro, wearehere.ro, sprijina.ro.

Obviously, crowdfunding is still in its early ages in this country. Romania is also interesting from
a scholarly point of view because the majority of film production primarily relies on public finance,
as can be seen in Table 12. According to the legislation in force, public finance is directed towards film
projects by the RFC. According to the Government Ordinance no. 39/2005 regarding cinematography,
the main public financing types are: direct credit and non-reimbursable financial support.

Table 12. Romanian film production by type and financing source, 2012-2016.

Film Production/Financing Source 2012 2013 2014 2015 2016

FEATURE FILMS

Feature films fiction 19 25 27 17 25
Made with RFC support 14 18 13 12 20
100% nationally-financed films 9 16 19 10 12
Co-productions 10 9 8 7 13
Feature films documentary 7 5 10 7 6
Made with RFC support 6 5 6 4 5
100% nationally-financed films 4 4 7 4 4
Co-productions 3 1 3 3 1
Feature films animation 1 1 1 2 1
Made with RFC support 1 1 1 2 1
100% nationally-financed films 1 2 1
Co-productions 1

SHORT FILMS

Short films fiction 9 5 6 10 12
Made with RFC support 8 5 5 9 8
100% nationally-financed films 8 5 5 8 11
Co-productions 1 1 2 1
Short films animation 2
Made with RFC support 2
100% nationally-financed films 1
Co-productions 1

Source: [53].

The RFC data presented above clearly indicate that the largest majority of feature film production
(both fiction and documentary) is financed using public funds, while such funds finance animation
feature films and short films in their quasi-totality—in the period 2012-2016, all animation films were
made with the support of the RFC. Moreover, feature film production is financially supported by
co-productions to a large extent. Given that most film productions are financed by the RFC, it is
legitimate to argue that only a small number (and a small weight) of the total film productions are
financed independently from this institution. For this reason and in this context, it is essential for
the film industry to diversify the financing sources in order to ensure its financial sustainability and
relative independence. Thus, crowdfunding becomes extremely attractive due to its financial benefits
but to its other benefits—building a community around the project, early promotion of the product,
testing the product, to name just the most important ones according to experts’ opinions.
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The average number of film productions per year is 38, that is, an average of 1 film per roughly
3 producers (38/127). The 1 film: 3 producers ratio is comparable to the response rate of 1:3 for the
survey (42/127). In other words, on average, one film is produced per every 3 film producers every
year; similarly, there is an answer to the survey per every 3 producers included in the survey.

The current study is original in that there are no other studies on filmmaking crowdfunding
investigating the phenomenon in Romania. Similar studies have been conducted in Poland and
Czech Republic and Slovakia [16,21]. The Polish survey indicates that experts” opinions strongly
differed about crowdfunding in general and about crowdfunding for documentary films in particular.
Diverging opinions are explained by the novelty of crowdfunding and their difficulty to assess its
present and future role for filmmaking. According to the Polish study, over 85% of experts (filmmakers
and film students) agree with the backers’ active involvement in the film production. The Polish
attitude towards such a reward is more favourable than the Romanian experts” attitude.

The only study dealing with attitudes towards crowdfunding in Romania was performed on a
reduced sample of young persons and, within that research, crowdfunding was only seen as a part of
the sharing economy and not the object of investigation per se [54].

A most noteworthy conclusion of the research is that Romanian filmmaking producers use a
mix of funds but they mostly depend on public funding, own funds, European funds and donations.
Crowdfunding is not among the main financing sources used in film production. However, the fact
that own funds cannot sustain the production (own funds are not the main or only source of finance
but in very few cases) in addition to the insufficient public funding renders it an attractive financial
supplement. Some authors even suggest that crowdfunding projects tend to be more successful if
they are not entirely funded from community money and if relative financial independence is proven.
Relative financial independence fosters trust among backers. The study reveals that film producers
have a poor level of understanding and a wrong idea about crowdfunding—roughly half of the
respondents associate it with donation. Romanian crowdfunding users” experience shows that they
have a hard time actively involving backers in the film production. Declaratively, the majority of
respondents would not be willing to promise rewards consisting in the opportunity to play such active
roles in the future. Film experts consider that the main benefits of using crowdfunding reside in the
money that can be obtained and in the community built around the project. They do not place a
high value on the help that could come from the community under other forms. Insofar as the main
perceived barriers are concerned, lack of awareness about this financing source, the lack of “a culture of
donation,” the inefficiency of the method and scepticism are the top answers received from Romanian
experts. The existing literature review in the matter of crowdfunding participation argues that the most
important barrier for the creators is fear of failure, while for the supporters, lack of trust [55]. Lack of
trust and risk perceptions manifested by the online community can be mitigated with full disclosure
of information, permanent communication and transparency regarding the project [56]. The most
difficult parts of the crowdfunding campaign, in the experts’ opinion, are: convincing a sceptical public,
the efforts to constantly keep in touch with backers, networking and the time-consuming character of
such enterprises. Last but not least, Romanian film producers’ intentions to use crowdfunding in the
future are moderate, roughly a bit more than 40% providing a positive answer. In terms of opinion
about how the crowdfunding phenomenon will evolve in the future—most Romanian experts cannot
express an opinion. The last two findings confirm that the market is not yet developed and both the
public and those in need of money are not fully familiarised with crowdfunding.

The qualitative analysis performed through semi-structured interviews reveals the main issues
Romania is facing: inadequate legislation for crowdfunding, insufficient tax exemptions for investment
or sponsorship in culture, a poor education for culture, an underdeveloped digital economy, relative
poverty, low level of awareness and openness towards modern investment methods and destinations.

The main limitation of the study is that it only investigates perceptions and attitudes towards
crowdfunding in the Romanian filmmaking industry. In this respect, it would be useful to inspect how
crowdfunding is seen through the lens of professionals in other Romanian creative-cultural industries
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and not only. The successful adoption of this alternative financing method largely depends on the
fundraisers” openness and awareness. Therefore, future research would include creative-cultural
industries other than the film industry. Such studies could also be extended to other CEE countries.
The survey response rate of Romanian filmmakers was 33.07%, which was satisfactory to draw
valuable conclusions for the scope of the paper. These conclusions were then supplemented with
in-depth analyses ensuing from the semi-structured interviews. For the purposes of this study,
the whole community of film producers was contacted, that is, all the 127 officially registered and
active Romanian filmmakers since the advent of crowdfunding. However, due to the novelty of the
topic and to the limited knowledge of the filmmakers” community in terms of crowdfunding, a large
number of recipients of the survey sent a direct refusal to answer it. They would justify their incapacity
to answer the survey on account of ignorance of the crowdfunding concept. However meaningful
such reason may be for understanding the underdevelopment of the Romanian crowdfunding market,
such downright refusal is also a limitation of the study.

Although the present research is primarily focused on the Romanian film industry and its findings
solely refer to this area, it also provides a general picture of how fundraisers perceive the emerging
phenomenon of crowdfunding. The general perception about crowdfunding comes forth especially in the
responses provided by experts during the semi-structured interviews—it is seen as a successful financing
method in a distant future and its development is conditioned by would-be changing mentalities and
behaviours and standard of living. At the other end of the stick, however, the behaviour of fundraisers and
fund givers within the donation-based crowdfunding model for prosocial and humanitarian causes cannot
be explained by such studies. In fact, further research is needed to distinguish between the driving forces
behind the decision to financially contribute on a crowdfunding platform for a creative-cultural product,
an innovative product or simply to support a cause through donation-based crowdfunding.

The study is useful in that it provides answers as to why the Romanian crowdfunding market for
the film industry does not have a similar performance to its European counterparts and it highlights
and justifies the necessity to popularise crowdfunding, as well as to regulate its more advanced forms
(equity-based and lending-based) in order to foster trust among the community. By and large, a stronger
and more developed crowdfunding market could improve financial sustainability of starts-ups,
creatives and other entrepreneurs that have limited or no access to traditional financing. A critical
problem identified during the interviews is the lack of profitability of the film industry, which makes it
less appealing for investment. Experts also suggest that a possible solution to overcome this issue is the
diversification of distribution channels—more screens and online distribution—but also by enforcing
legislation requiring the broadcasting of a minimum number of shows of Romanian productions.

5. Conclusions

Based on the results of the study, I argue that regulating crowdfunding is a desired and necessary
step in its development. Such regulation does not primarily regard the existing forms of crowdfunding
in Romania—reward-based and donation-based—which can still be used without any intervention.
However, regulation would allow the existence and operation of crowdfunding platforms in the
more advanced forms of this financing instrument: equity-based crowdfunding, lending-based
crowdfunding, invoice trading and hybrid forms. The reason for regulating crowdfunding is also
expressed in the Action Plan on building a capital markets union and, in this context, I reiterate the
need for regulation for the following main reasons:

e by regulation, crowdfunding would be used in all its forms and its impact will be proportionally
higher than it currently is in its basic forms. Project initiators would have a wider choice to find
alternative finance and a clearer picture about all its forms, including the existing ones. It is
obvious that regulating would bring about higher popularity of alternative finance due to better
information and available information

e  regulation brings forth a higher level of protection for backers. Thus, by regulating equity-based
and lending-based crowdfunding, increased protection measures could and should also be
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adopted by reward-based crowdfunding platforms, mostly those referring to moral hazard,
information asymmetry, financial transparency, cyber-risks, liquidity risks, platform-associated
technical risks. After all, reward-based crowdfunding implies an economic transaction between
the parties, as the reward offering is seen as a presale from an accounting point of view.
Such commercial activity requires protecting backers’ interests and backers need to trust the
process both from a financial and from a technical point of view.

Crowdfunding regulation could be accompanied by the amendment of the Romanian tax law.
Thus, specific substantial tax exemptions are mandatory to encourage investment and sponsorship in
culture and in the film industry in particular.

A first long-term objective for the Romanian society, as identified within the study, is to articulate
smart cultural and educational policies with the purpose of increasing cultural consumption. A second
long-term objective is the digitisation of the economy and society. Digital media can improve both the
production and distribution of cultural products, as well as the cultural consumption.

Statistics reveal that the funds raised via crowdfunding are increasing every year but that they
are still low compared to those raised using established financial instruments. According to the
European Commission, the world crowdfunding market rose by 167% in the period 20132014 and
by 28% during the period 2014-2015. Such evolution was followed by a slight decrease, that is,
3%, in the period 2015-2016. The total amount raised via EU crowdfunding platforms in 2015 was
4.2 billion EUR, of which 98% yielded financial benefits. In 2016, the EU crowdfunding market
reached 7.67 billion EUR [1,57]. This accelerated evolution unveils the rising popularity and
attractiveness of this innovative financing method, as well as its potential for further development.
The worldwide prevailing type of crowdfunding is the lending-based one, whereas equity-based is
still underdeveloped due to numerous legal restrictions. Despite the existing pioneering legislation
on equity-based crowdfunding that came into force in the United States once with the Crowdfund
Act of Jumpstart Our Business Start-Ups (JOBS) Act in 2015, world markets are still to settle on the
appropriate legal framework for this novel instrument and Romania is one of these markets [58].
Regulation of financial innovative products has emerged as a necessary undertaking in all markets
where the speed of innovation exceeds that of updating the regulatory framework [59].

Crowdfunding per se is the result of disruptive innovation within the FinTech revolution,
alongside the blockchain technology. Besides the benefit of financing creative-cultural and innovative
projects worldwide with large amounts of money, the more elaborate forms of crowdfunding—e.g.,
equity-based, lending-based, invoice trading crowdfunding and other hybrid forms—are deemed
to have the potential to remove financial intermediation. Such crowdfunding models emerge as
alternative financial investment instruments, “without standard financial intermediaries and expensive
registration requirements,” thus enabling “the fundraiser to avoid complicated regulation requirements and
to reduce transaction costs” [58] (p. 974). Crowdfunding provides the opportunity to obtain finance
relatively quickly, the only downsides being the dilution of equity, decreased autonomy or higher
liabilities [60]. In other words, crowdfunding brings about more efficiency, lower transaction costs and
increased flexibility in world financial markets, which are undergoing an unprecedented change from
a regulation and accessibility standpoint.

6. Limitations

Due to great limitations of sample size, the outcomes of the study cannot be generalized to the
entire investigated country and compared to the rest of CEE nations. Therefore, the current study
reveals only the results of an industry-specific primary investigation.
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Appendix A

Questionnaire: Crowdfunding—a viable option to finance film production?

1.  What is the main funding source that you use to finance film production? (compulsory question,
one answer only)

e own funds

e  funds from the state budget, granted by film intuitions/councils/centres
e  European funds

e  donations from individuals

e  donations from companies

e crowdfunding platforms

e other...

2. What other funding sources do you use to complement your main funding source? (compulsory
question, multiple answers possible)

own funds

funds from the state budget, granted by film institutions/councils/centres
European funds

donations from individuals

donations from companies

crowdfunding platforms

other

3. Do you associate the term “crowdfunding” to the term “donation”? (compulsory question,
one answer only)
e Yes
e No

4. Have you ever used crowdfunding platforms to raise money in order to finance film production?

(compulsory question, one answer only)

e Yes
° No

Section A (if yes is the answer to question 4)

5. What production steps did you finance using the crowdfunding campaign(s) (film production
steps according to Goodell, 1998)? (compulsory question, multiple answers possible)

development (script)
pre-production
production

post-production
6. Is the effort to create, launch and manage a crowdfunding project justified with regard to its

results (the money raised)? (compulsory question, one answer only)

e Yes
e No
e Idonotknow
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10.

What kind of rewards did you offer in exchange for the financial contributions received from the
online backers? (compulsory question, multiple answers possible)

B objects related to the film but of little value (mugs, T-shirts, posters, badges, DVDs, online
access to see the movie, etc.)

m  experiences related to the film (invitations to the premiere, dinners with the film production
team, interviews, etc.)

m  public acknowledgement of the contribution (mentioning the backers’” names in the
credit titles, on the web site or on the Facebook page, public nominal thanks upon
launching/premiere)

m  the possibility to play a role in the film or to contribute to the film production with ideas,
opinions, suggestions

Would you agree that the most generous backers be involved in the film production process

by offering them as reward the possibility to play a role in the film or to contribute to the film

production with ideas, opinions, suggestions? (compulsory question, one answer only)

e Yes
° No

In your opinion, what are the main benefits of using a crowdfunding platform to finance your
film production? (compulsory question, multiple answers possible)

the money that can be raised
creating a community around the project/film
concept validation—through successful online funding, the signal is that the film is well
received by the public; failure to fund the film online means the idea is not very good or that
the project is not well designed

m  through permanent communication with the public, the film may be adjusted in order to
meet expectations according to the preferences of the public

m  other

In your opinion, what are the main barriers to the development of crowdfunding for
filmmaking in particular and for creative projects in general? (compulsory question, multiple
answers possible)

the public is not aware of this funding method

the ones in need of money to finance the project are not aware of this funding method
it is difficult to design an attractive and convincing crowdfunding project

project initiators find it difficult to decide what rewards to offer

the public does not have “the culture of donation” to contribute and the whole endeavour
and efforts are useless
m  the public will not donate, being sceptical that the money will be spent for the
declared purpose
the backers may change their mind and withdraw their contribution
the amounts raised are usually not enough compared to the necessary amount, so the effort
is not justified
m  the ones in need of money do not trust crowdfunding platforms—the money can be
defrauded by the crowdfunding platform owner and may never get to finance the project
uncertainty related to project completion
there is no national crowdfunding platform dedicated just for film production
unclear legislation regarding crowdfunding
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11.

12.

13.

14.

m  other

In your opinion, how important are the factors below for a crowdfunding campaign to be
successful? (compulsory question, multiple-choice grid) Rows

a.  the topic of the film and its originality
the relative financial independence of the project (the existence of other additional
funding sources)

c. including numerous details about the project, so that the backer is completely informed
about the film concept

d.  permanent communication with the public through the updates/comments sections of
the platform

e. rewards under the form of unique experiences (invitations to events, dinners, interviews)

f. involving the backers by offering them the possibility to take part in the decision making
of the film production and in the film shooting

g.  the producer’s network and the way the producer shares the crowdfunding project via
other channels (Facebook, Twitter, etc.)

h.  the reputation of the team and of actors

i asking for a moderate amount of money

j- a short-duration campaign and, implicitly, a short time until reward distribution

Columns

. not very important
e important
e  extremely important

What is the most difficult aspect you had to deal with within your crowdfunding campaign(s)?
(non-compulsory question, open-ended question)

Will you use crowdfunding again in the future? (compulsory question, one answer only)

Yes, to fully fund a project
Yes, to partially fund a project
No

I do not know

Do you believe that crowdfunding will further develop in Romania?

e Yes
e No
e Idonotknow

If you wish to receive the results of the survey, please indicate an e-mail address where I can send

you the findings.

Thank you for your time and valuable help!

Section B (if no is the answer to question 4)

Why have you not used crowdfunding platforms to finance your film production? (compulsory
question, multiple answers possible)

m  the public is not aware of this funding method
m  Idonot know that crowdfunding is
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I find it difficult to design an attractive and convincing crowdfunding project

I find it difficult to decide what rewards to offer

the public does not have “the culture of donation” to contribute and the whole endeavour
and efforts are useless

the public will not donate, being sceptical that the money will be spent for the
declared purpose

the backers may change their mind and withdraw their contribution

the amounts raised are usually not enough compared to the necessary amount, so the effort
is not justified

I do not trust crowdfunding platforms—the money can be defrauded by the crowdfunding
platform owner and may never get to finance my project

I may never complete the project, which would be awkward to explain to my backers
there is no national crowdfunding platform dedicated just for film production

unclear legislation regarding crowdfunding

other

6.  In your opinion, what would be the main benefits of using a crowdfunding platform to finance
your film production? (compulsory question, multiple answers possible)

the money that can be raised

creating a community around the project/film

early film promotion—even before pre-production or production

concept validation—through successful online funding, the signal is that the film is well
received by the public; failure to fund the film online means the idea is not very good or that
the project is not well designed

through permanent communication with the public, the film may be adjusted in order to
meet expectations according to the preferences of the public

other

7. Do you consider using crowdfunding in the future? (compulsory question, one answer only)

Yes, to fully fund a project
Yes, to partially fund a project
No

I do not know

8. What kind of rewards would you primarily offer in exchange for the financial contributions

received from the online backers? (compulsory question, one answer only)

objects related to the film but of little value (mugs, T-shirts, posters, badges, DVDs, online
access to see the movie, etc.)

experiences related to the film (invitations to the premiere, dinners with the film production
team, interviews, etc.)

public acknowledgement of the contribution (mentioning the backers’ names in the
credit titles, on the web site or on the Facebook page, public nominal thanks upon
launching/premiere)

the possibility to play a role in the film or to contribute to the film production with ideas,
opinions, suggestions

9.  Would you agree that the most generous backers be involved in the film production process
by offering them as reward the possibility to play a role in the film or to contribute to the film

production with ideas, opinions, suggestions? (compulsory question, one answer only)
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10.

e Yes
° No

Do you believe that crowdfunding will further develop in Romania? (compulsory question,
one answer only)

e Yes
e No
e Idonot know

If you wish to receive the results of the survey, please indicate an e-mail address where I can send

you the findings.

Thank you for your time and valuable help!
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Abstract: Cultural sustainability is increasingly being perceived as a fourth dimension of sustainable
development. So far, some studies have debated the way in which cultural sustainability can lead to
economic, social, and environmental benefits, while others have highlighted how the classic pillars of
sustainability can help museums to achieve their core cultural mission. However, empirical studies
regarding cultural sustainability in museums are scarce. Thus, one of the aims of our research was
to fill this gap by developing several econometric models that explain the influence of heritage
exposure; environmental behavior; openness to the public; and effectiveness and performance in
collecting, preserving, and researching the cultural heritage. A second aim was to advance the current
knowledge in this field by creating an integrated frame that explains the interconnections between
different variables that help museums become sustainable, as well as the place and role of cultural
sustainability within the overall framework of sustainable development. To achieve these goals, an
in-depth analysis of the literature was followed by a survey of 86 Romanian museums. The results
show that the ability of museums to reach cultural sustainability is influenced by components of their
social and economic performance, while environmental behavior proved to be insignificant.

Keywords: sustainability; museums; heritage; cultural sustainability; effectiveness;
environment; attractivity

1. Introduction

Sustainable development is increasingly seen as being composed of four dimensions; namely,
economy, society, environment, and culture [1]. There are multiple reasons for adding culture to
the traditional three-pillar construct of sustainability. Culture includes the beliefs, values, practices,
and aspirations of a society; the way in which values are expressed and applied concretely in the
day-to-day life of that society; and the processes and mediums through which the preservation and
further transmission of values take place [2].

In order to reach environmental responsibility, social justice, and economic development, a certain
set of values and behaviors should be developed among individuals [3]. As a sustainable society
depends on a sustainable culture, any action to achieve sustainable development goals must take into
account not only the natural, social, and economic environment, but also the cultural environment.
If the culture of a society disintegrates, so will all its other components [2]. Thus, ‘culture is essential
for a sustainable society to be possible” [4].

On the basis of these considerations, in 2001, UNESCQO’s Universal Declaration on Cultural
Diversity launched a process that aimed to add culture as the fourth dimension of sustainability [5].
Cultural sustainability was first defined by the World Commission on Culture and Development as
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inter- and intra-generational access to cultural resources [6]. Cultural sustainability also implies that
development takes place in a way that respects the cultural capital and values of society [7]. Cultural
sustainability is based on the principle that the current generation can use and adapt cultural heritage
only to the extent that future generations will not be affected in terms of their ability to understand
and live their multiple values and meanings [8]. Thus, this dimension of sustainability is primarily
concerned with ensuring the continuity of cultural values that link the past, present, and future [9].

As the concept of cultural sustainability began to develop, researchers’ attention focused on
identifying and analyzing the practical tools and ways through which culture could be preserved,
controlled, and modeled in such a way that the general objectives of sustainable development are
fulfilled. An important contribution to this purpose was made by the Council of the European
Union through the Digital Agenda for Europe and in particular through the European Digital Library,
Europeana [10]. Cultural heritage digitisation is one of the best solutions to preserve social and
collective memory and extend the public access to collections at the same time. Therefore, the aim of
Europeana is to increase access to cultural heritage by allowing the public to easily find in the portal
any cultural item preserved by European cultural institutions [11]. However, the process of digitisation
is far from being completed and it is highly dependent on the digitization actions adopted by each
country and cultural institution [12].

Given the mission of museums to collect, preserve, and research cultural artefacts [13,14], as well
as to use the heritage for educational, study, and enjoyment purposes [15], they have started to be
regarded as having a key role in shaping our sustainable future [16]. Firstly, museums have the task of
preserving cultural resources and making these resources known to current and future generations [17].
Globalization, linguistic, ethnic, and identity changes, as well as new livelihood practices, are factors
that threaten the preservation and further transmission of cultural heritage [18]. Thus, one of the
fundamental tasks of museums is to collect and preserve tangible and intangible cultural heritage so
that cultural knowledge and skills, as well as memory and identity issues, can be passed on [5].

Secondly, through their educational function, museums can contribute both to keeping alive
and further transmitting the beliefs and practices of a community, as well as to encouraging the
development of new values, attitudes, and behaviors within society [3,19]. Through their exhibitions
and their involvement in discussions and debates regarding climatic and environmental changes [20,
21], museums have the capacity to influence people’s attitudes towards their natural environment [22],
which can have a positive impact on the protection of local biodiversity [23,24]. Museums can also
organize public activities and events that are focused on creating social value by promoting the
adoption of ‘socially responsible behaviors” in the community [14,25]. To fulfil their cultural, social,
and environmental mission efficiently, museums can use modern technologies [26] that are specially
designed for digital collection management [27], hands-on interactive exhibits [28], virtual reality [29],
and E-museums [30]. Technological innovation allows museums to become more attractive, use
their resources more efficiently, and increase exposure using online distribution and communication
channels [31]. Besides attracting a higher number of visitors and a raise in the museums’ own
income [32], modern technologies help museums to better conserve the cultural items they hold, which
has a positive influence on their sustainability.

As museums preserve, but also create culture, they are different from any other organization [4].
Thus, cultural sustainability in museums can be defined in either narrow or broad terms [33]. In narrow
terms, it consists of collecting, preserving, conserving, and researching the material and immaterial
cultural heritage [34,35] to ensure the access of present and future generations to cultural resources [36].
In broad terms, cultural sustainability in museums involves not only the preservation of cultural
heritage, but also the use of heritage to create a certain set of values, attitudes, and behaviors among
individuals, which leads to cultural vitality [3,18]. Cultural vitality is a result of cultural activities
carried out by museums and a way through which museums can contribute to the achievement
of economic, social, and ecological sustainability [37]. However, because cultural vitality cannot be
achieved without cultural heritage, cultural sustainability is most often associated with the preservation
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and conservation of cultural capital [35]. Hence, collecting, preserving, conserving, and researching
cultural heritage are the core components of cultural sustainability in museums, which is why in this
work, we focus on cultural sustainability in narrow terms.

Although the connection between museums and cultural sustainability is highly recognized,
the studies on cultural sustainability in museums are limited to theoretical concepts and qualitative
research [35]. Some scholars have focused their attention on highlighting how museums can contribute
to the economic, social, and environmental goals of sustainable development by being or becoming
culturally sustainable. Thus, culture has been approached as an instrument for the traditional three
pillars of sustainability [38,39]. The cultural heritage of museums reflects local history and collective
memories [37]. Therefore, museums can use their cultural heritage to strengthen the cultural identity
of a community [19]; give a sense of place, rootedness, and belongingness to the residents; ensure
continuity of traditional practices [37]; represent cultural diversity; promote intercultural dialogue,
understanding, and tolerance; achieve a higher degree of social inclusion and cohesion [40]; and foster
quality of life [41]. Moreover, cultural heritage is an essential resource for economic development.
Museums are an important attraction for visitors and play a critical role in the field of cultural
tourism [25]. Cultural heritage can also be used to develop educational programs and exhibitions that
highlight the human-nature relationship and shape the values, attitudes, and behaviors of people,
s0 as to include an ecological focus [18].

Other researchers have placed culture on an equal footing with the economy, environment, and
society [35,38]. The independent role of culture in sustainability is explained by the importance of
preserving, conserving, and maintaining different forms of cultural capital [3], given the fact that
cultural heritage can be used to accomplish the social, ecological, and economic goals of sustainable
development only after the necessary steps have been taken to preserve it [42]. A third approach
sees culture as an ‘overarching dimension of sustainability’, which encloses the other three pillars of
sustainability and leads to development as a cultural process [38].

A newer view is expressed by Loach et al. [4], who emphasize the need to analyze how the
measures taken by museums to become economically, socially, and ecologically sustainable contribute
to the fulfillment of their core cultural mission and, in this way, to the achievement of cultural
sustainability. This approach is justified by the fact that financial constraints and the intense competition
for attracting funds have led many museums in recent years to change their focus from cultural
heritage to market [43]. In order to collect resources for their survival, museums have started to apply
management strategies that often seek to maximize the economic, social, and cultural value they
provide for their users [17,44]. Such strategies allow museums to gain a competitive advantage and
financial support from tourists, authorities, and community members. Thus, sustainable management
can be a tool that helps museums earn money for preserving the heritage by satisfying the visitors’
needs and contributing to the community well-being [14]. However, ‘the pressure to meet targets and
demonstrate value’ by becoming socially, economically, and environmentally sustainable can lead
museums to neglect their original mission of acquiring, preserving, and researching collections [4].

Given this background, several questions arise: What is the place of cultural sustainability within
the sustainable development framework in museums? Is it an instrument for achieving economic,
social, and environmental sustainability, or is it supported by economic, social, and environmental
sustainability? Can the four pillars be placed on equal levels/positions?

While the role of culture in achieving social, economic, and environmental sustainability has more
frequently been debated in the literature, the opposite approach, according to which the three pillars of
sustainability help a museum to become culturally sustainable, has received scant discussion. For this
reason, our empirical study seeks to test the theoretical model proposed by Loach et al. [4], in which
the three classic dimensions of sustainability contribute to the achievement of cultural sustainability in
museums. Therefore, our aim is to develop the current knowledge in this field by trying to answer the
following questions: What are the factors that influence cultural sustainability in museums? To what
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extent do the social, environmental, and economic sustainable goals of museums support their core
cultural mission of keeping the heritage objects safe?

Starting from these questions, our study provides an integrated approach that places cultural
heritage in a central position of the sustainable development process in museums. In our view, cultural
sustainability can influence social, economic, and environmental sustainability, but it is also influenced
by components of these three classic dimensions of sustainable development. Thus, culture is a
resource for economic, social, and environmental sustainability, but also a result of the three pillars,
which support the cultural mission of museums as well.

Besides proposing a theoretical framework that reunites the input and output approaches of
cultural sustainability in relation to the economy, society, and environment, this paper extends previous
research by providing empirical evidence regarding the factors that can influence cultural sustainability
within museums. To our knowledge, the previous research regarding cultural sustainability has not
statistically examined and validated the different possible connections claimed to exist between cultural
sustainability and the other three pillars of sustainable development in museums. Thus, the value of
this paper is enhanced by the fact that the theoretical findings are empirically tested using econometric
techniques. More precisely, the regression models we developed highlight how a museum’s
characteristics and results (i.e., relevance of collections, number of visitors, heritage exposure, openness
to the public, effectiveness, and performance) can influence its cultural sustainability, viewed as the
ability to fulfil its cultural mission of acquiring, preserving, and researching the cultural heritage.
Paradoxically, although environmental hazards may seriously damage the cultural heritage, the
environmental behavior of a museum turned out to be insignificant in relation to cultural sustainability.

The paper is structured as follows: the second section sets the theoretical foundation for defining
the hypotheses and describes the survey structure, museum sector in Romania, survey methodology,
and sample profile; the third section presents the findings of the empirical research; and the final section
discusses the results, summarizes the conclusions, and proposes several suggestions for future research.

2. Materials and Methods

2.1. Defining the Hypotheses

Measures adopted to increase effectiveness and performance are an important part of economic
sustainability [14] that allow a museum to fulfill a larger number of cultural objectives with the
same amount of resources. Despite the variety of economic, social, cultural, and environmental
benefits generated by museums, one of the great problems for these institutions is under-funding [17].
Consequently, during the last economic crisis, many museums were compelled to apply strategies
to improve their competitive advantage and effectiveness [43]. Those who failed to implement such
strategies were forced to sell works from their collections, or even merge with other museums to
survive [17]. Given the limited and often insufficient financial resources of museums and the fact that
they must incur certain costs in order to perform conservation and restoration activities [45], we assume
that an increase in effectiveness and performance can positively influence cultural sustainability.

Hypothesis 1 (H1). Cultural sustainability is positively related to effectiveness and performance.

Cultural sustainability involves the protection of museum heritage. To preserve the artefacts,
museums must install safety and security systems and ensure adequate microclimate conditions in
exhibitions and warehouses [14]. Light, humidity, and temperature are the most important parameters,
which require special attention. By using modern devices, museums should not have difficulties in
keeping these parameters between the recommended limits. However, other factors caused by climate
changes and natural imbalances are more difficult to control and may seriously damage museums’
collections. Drought, floods, fires, hurricanes, and landslides are just some of these factors [46].
Therefore, to protect the integrity of their cultural assets, one of the first duties of museums is to keep
the natural environment safe [47] (pp. 7,8). Green practices help to control the microclimate conditions
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inside and outside the museum, which contributes to the achievement of heritage preservation
objectives [47] (p. 2). Hence, we argue that there is a positive connection between the environmental
behavior of museums and their cultural sustainability.

Hypothesis 2 (H2). Cultural sustainability is positively related to environmental behavior.

The social contribution of museums to sustainable development consists of building new
relationships with their communities and particular groups of people [48], so as to stimulate
intercultural understanding and acceptance [49], social cohesion, and a sense of belonging [50,51].
In this context, inclusiveness and openness are basic requirements for a socially responsible
museum [48]. Beside improving the quality of people’s lives, a socially responsible museum, with a
visitor-centric perspective, is more attractive to community members and tourists [25]. This can lead
to an increase in the financial resources the museum manages to attract from various sources (visitors,
government, donors, sponsors). As a result of this financial support, the museum can successfully
fulfill its primary mission of enriching, preserving, and researching cultural heritage. Therefore, we
can state that a positive connection exists between cultural sustainability and the museum’s openness
to the public.

Hypothesis 3 (H3). Cultural sustainability is positively related to openness to the public.

Social interaction and interconnection between people from all social classes and ethnic
communities [51] (p. 359) take place within exhibitions or at other events and activities organized
by museums around their collections [52,53]. Therefore, heritage exposure is the primary way in
which museums use the cultural resources they hold to serve the society and generate cultural
vitality. At the same time, exhibitions are the basic product that differentiates museums from other
cultural institutions and the reason most visitors choose to enter a museum. Related services such as
restaurants or educational programs can improve the quality of visiting experience, but in the absence
of exhibitions, they would not have the capacity to produce the same socio-cultural impact in the
community. Also, exhibitions can increase the attractiveness of a museum, and in this way, the revenue
attracted by it. In turn, high incomes allow a museum to achieve its heritage conservation goals to a
greater extent. Because exhibitions are an important way to generate a high social impact, but also
to financially sustain a museum, worldwide museum strategies focus on increasing the exposure of
collections over the limits imposed by a museum’s space. The practical application of this strategy
involves organizing temporary exhibitions in other locations or even opening exhibition centers or
satellite museums abroad [54-56]. On the basis of these considerations, we argue that there can be a
positive link between cultural sustainability and heritage exposure.

Hypothesis 4 (H4). Cultural sustainability is positively related to heritage exposure.

2.2. Survey Structure

To test the hypotheses regarding the factors that might have an influence on cultural sustainability
in museums, we opted for a quantitative analysis based on the application of a questionnaire at national
level. The reasons that prompted us to opt for this research tool are that it requires less time and
financial resources than other tools and allows more data to be collected from an extended geographical
area. At the same time, the possible weaknesses of a questionnaire-based research, such as the fact that
the qualitative level of the data collected depends on the honesty of the respondents and the degree to
which they understand the questions, are similar to those of other research instruments [57].

The first step in designing the survey was to search and identify in the literature other relevant
questionnaires regarding the sustainable development of museums. Thus, we noticed that previous
research focused on assessing museum effectiveness and performance [58], improving energy
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efficiency [59], identifying sustainability initiatives and measures adopted by museums [60], and
evaluating the satisfaction of museum visitors [61]. Although those studies include some economic,
environmental, and social sustainability issues, none of them cover all four dimensions of sustainability,
and the cultural pillar is almost absent within them. Therefore, starting from the theoretical findings
and the previous empirical research conducted in the field of museum sustainability, we designed
a new questionnaire able to collect relevant data for testing our hypotheses. Before distributing the
questionnaire at national level, it was first refined and improved based on the opinions expressed by
three faculty members, a statistician, and several museum employees. The clarity of the items and the
ability of museums to answer them was checked by applying the survey within the County Museum
of Art ‘Baia Mare Artistic Centre’.

The final version of the questionnaire consists of two parts. The first part includes 27 items that use
a five-point Likert scale (1—total disagreement, 5—total agreement). Six items are related to cultural
sustainability and investigate the ability of museums to collect, preserve, and research cultural heritage.
Effectiveness and performance are measured through seven items that assess different output—input
ratios (the results of the museum compared with the resources used to achieve the results). The five
items dedicated to environmental behavior focus on the measures taken by museums to improve the
use of electrical and thermal energy, fuel, water, and materials. Social relevance was split into two
variables: heritage exposure (two items) and openness to the public (seven items). Heritage exposure
measures the efforts made by a museum to make its heritage available to the public by organizing
exhibitions inside and outside of the museum walls. Openness to the public evaluates the ability of a
museum to offer attractive products and services on the market, satisfy the cultural needs and desires
of its users, collaborate with community members for organizing various exhibitions and events, and
attract a wide and diversified audience that is representative of all community groups and ethnic
minorities [14]. The second part of the survey includes 16 questions related to the characteristics of the
respondents and of the museum to which they belong. The questionnaire used for this research can be
consulted in Appendix A.

In addition, the contact details of the respondent are requested at the end of the questionnaire
(name, address, email). Despite the potential risk that the response rate would be affected by requesting
this information, the reasons we decided to keep the contact data in the questionnaire are to avoiding
duplication of answers from the same institution, the possibility of having a clear list of responding and
non-responding museums, the possibility of re-contacting institutions that have not responded before
a certain time, and the possibility of asking for clarifications in the case of incomplete questionnaires.
Respondents were assured that their responses would be kept confidential and without their prior
agreement, no material would be published suggesting a possible link between their museum and
their answers.

2.3. Museum Sector in Romania

After setting up the research hypotheses and developing the questionnaire, our next step was to
analyze the size, structure, and main characteristics of museums in Romania in order to identify the
conditions that must be fulfilled by the sample.

According to the National Institute of Statistics (NIS) [62], the Romanian network of museums
and public collections included 431 units in 2015 (without branches and satellite museums). Given
the characteristics of our research, from this total, we excluded monuments, botanical gardens, zoos,
aquariums, dendrological parks, and natural reservations (41 units). However, no data were available
regarding the number of museums and the number of public collections. Thus, despite the mission,
aims, and activities of museums being more complex than those of collections, in the lack of separate
evidence regarding the two categories, we had no choice but to continue our analysis based on
the premise that in Romania, there are 390 museums and public collections. The structure of these
museums and collections depending on their type, the heritage objects they own, and the number of
visitors recorded by them in 2015 is presented in Table 1.
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Table 1. The structure of Romanian museums and public collections in 2015.

Type Museums and public collections  Heritage objects  Visitors in 2015

Art 96 24.62% 483,409 2,543,467

Archeology and history 59 15.13% 4,342,209 3,033,069
Natural history and science 10 2.56% 3,221,822 592,112
Technology and science 14 3.59% 71,899 156,620

Ethnography and anthropology 119 30.51% 1,111,344 1,425,414
Specialized 29 7.44% 813,150 867,378

General and mixed 63 16.15% 3,987,383 1,221,600

TOTAL 390 100.00% 14,031,216 9,839,660

Source: adapted from Iagar [63].

Considering the relevance of the heritage, the Romanian network of museums and public
collections is structured as follows: 70% local museums and collections, 13% county museums
and collections, 5% regional museums and collections, and 12% national museums and collections.
Regarding the ownership, 18.79% of museums and collections are private, while 81.21% are public [63].

2.4. Survey Methodology

As the NIS does not provide the names and contact details of the museums included in their
statistical reports, in order to further perform our research, we tried to identify the total population
of Romanian museums. At this stage, the database ‘Museums and Collections in Romania’, made
available online by the National Heritage Institute (http://ghidulmuzeelor.cimec.ro), proved to be
particularly useful. This database allows museums and collections to be sorted by county, locality, and
type, and also provides their contact information. Unfortunately, we found that many museums do not
have an email address or website, which made it impossible to send the questionnaire online to these
museums. By accessing each unit in this database, we were able to create a list with 186 museums
that have an email address and a distinct manager/administrator. Museums with the same manager
were counted only once because they were part of the same organizational structure, and the survey
questions were designed for an organization as a whole.

On 3 October 2016, the questionnaire was sent by email to the museums included in the list.
Given that the research was conducted at national level, we opted to manage the online questionnaire
distribution using the facilities offered within the Google Drive platform. At the same time, printed
questionnaires were collected from the museum managers who attended the National Conference
of Cultural Managers (Bucharest) and the General Meeting of the National Network of Romanian
Museums (Sibiu) from 29 October to 2 November 2016. The data collection ended on 29 November
2016, with 87 responses and a response rate of 46.77%. The Google Form survey was set up to accept
the submission only if all the required questions were answered. In this way, very few cases of partial
response were recorded. However, one of the printed questionnaires had to be removed as a result of
incomplete answers. Therefore, the statistical analysis is based on 86 valid responses.

2.5. Sample Profile

Museums from all eight development regions of Romania completed the survey. The smallest
number of answers (five) come from the Southwest Region and the highest number of completed
questionnaires were collected from the Northwest Region (17). The last column of Table 2 shows the
representativeness of each region, calculated as a ratio between the number of responses received and
the number of museums and public collections in the region.
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Table 2. Sample representativeness of each region.

Region Number of responses Number of museums Sample

and public collections representativeness
Bucharest-Ilfov Region 7 28 25.00%
Center Region 14 123 11.38%
Northeast Region 11 57 19.30%
Northwest Region 17 38 44.74%
West Region 8 39 20.51%
Southwest Region 5 43 11.63%
South Region 14 43 32.56%
Southeast Region 10 19 52.63%
Total 86 390 22.05%

Thus, if we take as a reference the total number of museums and public collections, it can be seen
that each region’s sample representativeness is over 11%. Because of the large number of museums
in the Center Region (123), it has the lowest representativeness (11.38%), even though it recorded
more responses than other regions (14). At the opposite end is the Southeast Region, with the fewest
museums (19) and the highest sample representation (52.63%). Overall, the ratio between the collected
responses and the total number of museums and public collections that exist at national level is 22.05%.
Therefore, given that the answers come from all regions of the country, and the fact that a significant
part of the 390 units is public collections and not museums, we believe that the research results can be
considered representative at national level.

Table 3 shows the structure of the responses according to museum type. Of the total number
of replies, most come from general and mixed museums, followed by art museums and history and
archeology museums.

Table 3. Sample representativeness of museums by type.

Museums and Public Collections Representativeness
Type Total Number of Units in (Number of
Number of Responses Romania Responses/Total
Number of Units)
Art 12 13.95% 96 24.62% 12.50%
Archeology and history 12 13.95% 59 15.13% 20.34%
Natural history and science 9 10.47% 10 2.56% 90.00%
Technology and science 5 5.81% 14 3.59% 35.71%
Ethnography and anthropology 9 10.47% 119 30.51% 7.60%
Specialized 4 4.65% 29 7.44% 13.79%
General and mixed 35 40.70% 63 16.15% 55.56%
TOTAL 86 100% 390 100% 22.05%

Table 3 shows that almost all museums of natural history and science completed the questionnaire
(90%). They are followed by general museums and technology museums with a representative rate of
55.56% and 35.71%, respectively. Ethnography museums and art museums have the smallest degree of
representation. This is explained by the fact that the vast majority of public collections that could not
be excluded from the total population belong to these two categories. Also, specialized museums are
slightly under-represented (13.79%), because many of them are managed by private enterprises and
could not be contacted or did not want to respond.

Regarding the relevance of collections, the sample has the following distribution: county
museums—30 answers; local museums—21 answers; national museums—23 answers; and regional
museums—I12 answers. If we analyze this structure in relation to the number of existing units at
national level, we can notice a good degree of representation of national museums (46%), regional
museums (57.14%), and county museums (52.63%). Because most public collections are of local
relevance and could not be excluded from the analysis, the representativeness of local museums could
not be accurately established. In the literature, it has frequently been stressed that museums with
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a heritage of high cultural and artistic relevance are more likely to have a higher degree of public
success [39,64]. Thus, we used the museum’s relevance as a control variable in order to increase the
accuracy of our results.

Regarding the number of visitors in 2015, 27.9% of the interviewed museums reported fewer than
5000 visitors, 37.2% registered between 5000 and 30,000 visitors, and 34.9% exceeded 30,000 visitors.
As the number of visitors is an important criterion according to which the attractiveness of a museum
is appreciated [17,65], in order to not influence the research results, we used the number of visitors as
a control variable.

At the same time, it was found that museums belonging to the National Network of Romanian
Museums (NNRM) were more open to completing the questionnaire. Of the 186 museums included in
the list, only 64 were members of the NNRM. However, 53 of the 86 responses came from museums
belonging to the NNRM. For this reason, we believe that NNRM membership is a possible influencing
factor on museum sustainability, which is why we use it as a control variable.

Because of the variety of the collected data, we concluded that the sample can be considered
representative of Romanian museums. Therefore, we continued our statistical analysis in order to test
the hypotheses. The most important findings are presented in the next section.

3. Results

The relationship between cultural sustainability (CS) and the independent variables discussed
above was empirically examined using the following hypothetical research model:

CS =g+ B1EP + B2EB + B3 OP + B4HE + B5R + BV + B7NW + ¢. (1)

CS (cultural sustainability) is the dependent variable (DV) and denotes the ability of museums to
collect, preserve, and research the heritage; EP, EB, OP, and HE are the four independent variables (IVs)
that indicate a measure of effectiveness and performance (EP), environmental behavior (EB), openness
to the public (OP), and heritage exposure (HE); R (relevance), V (the number of visitors), and NW
(member of the NNRM) are the three control variables; 30 to 37 are the model coefficients; and ¢ is the
error term added to show the inaccuracy of the model.

The statistical processing of the collected data and the analysis of the relationship between the DV
and the IVs were performed using IBM SPSS 22.0 software.

Initially, the dependent variable was analyzed in order to evaluate the distribution of the collected
data. The descriptive statistics for the items included in the cultural sustainability scale show that mean
and median are almost equal, while the highest standard deviation is 1.246 (Table 4). The negative
values of the skewness coefficient indicate in all cases a deviation to the right from the empirical
distribution. This means that a greater number of museums declared that their heritage is very well
preserved, compared with the number of museums that did not agree with this statement. The kurtosis
is used to measure the ‘flatness’ or the ‘peakedness’ of a distribution, and a value close to zero denotes
a normal distribution. In our case, three items recorded positive values of kurtosis, which indicates
that the distribution of the answers in these cases is more peaked than normal, while the other three
items recorded negative kurtosis coefficients, which is a sign of ‘flatness’. The lowest kurtosis value
can be noticed in the case of the fifth item, which denotes that Romanian museums tend to have
difficulties regarding the inclusion of their heritage in a digital database. This result is in line with a
previous research conducted by Fanea-Ivanovici [10], who revealed that Romania has only 154,830
items included in Europeana, which places it in 24th position out of a total number of 44 providing
countries. However, besides the first item, the skewness and kurtosis coefficients have values between
+2, which are considered acceptable [66].
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Table 4. Descriptive statistics for the items included in the variable ‘cultural sustainability’.

Item Mean  Median  Std. deviation =~ Skewness Kurtosis
The heritage objects held by the museum are very well preserved 3.895 4 0.736 —1.281 3.177
All the heritage objects are stored in good conditions 3.825 4 1.118 —1.039 0.511
Conservation files are available for all heritage objects 3.127 3 1.135 —0.503 —0.742
Research files are available for all heritage objects 3.441 4 1.184 —0.576 —0.557
All the heritage objects are recorded in DOCPAT ! 2.895 3 1.246 —0.319 —1.190
During the last year, the microclimate conditions were within the 3.883 4 1.056 0,989 0.494

minimum and maximum admissible limits

1 DOCPAT is a computer program offered by the Romanian National Institute that helps museums to organize and
manage a digital database with all their material cultural heritage.

The next step was to verify the reliability and internal consistency of each scale included in the
questionnaire using the Cronbach’s alpha coefficient [67]. The results of the reliability analysis indicate
a good internal consistency of the ‘cultural sustainability” component (Cronbach’s alpha coefficient
0.85), the ‘effectiveness and performance” component (0.841), the ‘environmental behavior’ component
(0.922), the “‘openness to the public’ component (0.783), and the ‘heritage exposure’ component (0.727)
(Table 5). The items included in the five scales are also intercorrelated (Cronbach’s alpha coefficient for
the total scale is 0.922), which means they can be used to measure the sustainability of museums.

Table 5. The results of the reliability analysis and adequacy of the sample. KMO—Kaiser-Meyer—-Olkin.

Dimension Items  Cronbach’s alpha KMO  Variance extracted (%)
Cultural sustainability (CS) 6 0.850 0.794 57.795
Effectiveness and performance (EP) 7 0.841 0.808 51.470
Environmental behavior (EB) 5 0.922 0.876 76.327
Openness to the public (OP) 7 0.783 0.780 45.004
Heritage exposure (HE) 2 0.727 0.524 76.177

The adequacy of the sample for each variable included in the model was measured using the
Kaiser-Meyer-Olkin (KMO) test. The results of the KMO test exceed the minimum level of 0.5 [68]
(Table 5) and the Bartlett’s Test of Sphericity proved to be significant as well (p < 0.001), which means
the collected data are suitable for structure detection (factor analysis).

Therefore, we used confirmatory factor analysis (CFA) to evaluate the extent to which the items
explain the latent variables [69]. The last column of Table 5 shows that for the variable ‘cultural
sustainability’, the six items explain the variance by 57.795%. For the variable ‘effectiveness and
performance’, the seven items explain the variance by 51.470%. For the variable ‘environmental
behavior’, the five items explain the variance by 76.327%. For the variable ‘openness to the public’, the
seven items explain the variance by 45.004%. In the case of ‘heritage exposure’, the two items explain
the variance of the latent variable by 76.177%.

The results of the CFA indicated that latent variables can be expressed as a linear combination
of items. Thus, based on the items included in each scale, we generated five synthetic variables.
Subsequently, to verify the links that exist between latent variables, the correlation coefficient was
calculated. This coefficient may have values between —1 and +1. Values close to +1 indicate that there
are direct positive relationships between two variables, while values close to —1 indicate the existence
of negative associations [70] (p. 24).

The coefficients presented in Table 6 show the existence of positive, significant correlations
between cultural sustainability and all four exogenous variables. Because the coefficient does not tell
us the extent to which one variable depends on another, the results can be interpreted in a double sense.
On the one hand, a museum that has taken all necessary steps to preserve, conserve, and research its
collections has greater potential to organize attractive exhibitions for the public and to carry out social
and environmental actions and activities. In turn, the social performance of the museum can lead to an
increase in the number of visitors and financial resources it attracts, while environmentally responsible
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behavior can reduce the consumption of natural and material resources. Thus, effectiveness and
performance indicators are positively influenced by increasing output and decreasing input.

Table 6. The correlation coefficient between different variables.

EP EB or HE CS
Effectiveness and performance (EP) 1
Environmental behavior (EB) 0.436 *** 1
Openness to the public (OP) 0.533 *** 0.607 *** 1
Heritage exposure (HE) 0.096 0.354 ** 0.313 ** 1
Cultural sustainability (CS) 0.509 *** 0.437 *** 0.534 ***  (0.493 *** 1

** Correlation is significant at the 0.01 level (two-tailed); *** correlation is significant at the 0.001 level (two-tailed).

On the other hand, organizing attractive exhibitions and meeting the community’s needs are
factors that have the capacity to help a museum attract the financial resources needed to fulfill
its goals of preserving, conserving, and researching the cultural heritage. Furthermore, increasing
effectiveness and manifesting environmentally responsible behavior by reducing the consumption of
natural resources (energy, water, materials, etc.), reusing resources as much as possible, and recycling
what can no longer be used in the current form [47] (p. 6) allow a museum to achieve more cultural
objectives with the same amount of financial, human, and material resources.

In order to find out if there is any difference between the cultural sustainability of museums
with various characteristics, we have used the analysis of variance (ANOVA). The ANOVA test infers
whether there are any significant differences in the means of the corresponding population groups [71].
The null hypothesis assumes that all the museum groups have an equal cultural sustainability mean.
Thus, by performing this test we intended to answer the following questions:

(1) Does the number of visitors have any effect on cultural sustainability? Do museums from the
three categories differ significantly in achieving cultural sustainability? Which group has a higher
cultural sustainability?

(2) Does the relevance of museums, according to their cultural heritage, have any effect on
cultural sustainability?

(3) Does membership of the NNRM have any effect on cultural sustainability?

The results presented in Table 7 indicate that there are significant differences between the cultural
sustainability of museums with different numbers of visitors. An annual number of visitors fewer than
5000 has a negative influence on the cultural sustainability of a museum. A large number of visitors
(above 30,000) positively influences the cultural sustainability, but in a lower measure compared with
the interval of 5000-30,000. Therefore, we can conclude that the best performances regarding cultural
sustainability are obtained by museums with an annual number of visitors of between 5000 and 30,000.
These results are in line with previous theoretical findings. According to Pop and Borza [72], a very
high number of visitors contributes to the financial prosperity of a museum (which helps it to take
all the necessary measures for keeping the heritage in good conditions), but may also represent a risk
for the proper conservation of the exposed objects, especially if the exhibiting area is small [73,74].
Conservation of cultural objects requires a constant climate and large visitor numbers may cause an
imbalance in temperature and humidity within exhibitions [75]. Also, visitors are a source of hydrogen
sulfide, which affects silver and copper objects [76]. On the other hand, museums with low numbers
of visitors may encounter difficulties in attracting the financial resources they need for preventive
conservation and restoration of their collections.
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Table 7. The analysis of variance (ANOVA) test for cultural sustainability and control variables.
NNRM—National Network of Romanian Museums.

Control variable Categories Frequency (%)  Mean variable CS  Test F-value p-value
<5000 27.9 —0.544
The annual number of visitors 5000-30,000 37.2 0.267 5.581 0.005
>30,000 349 0.150
local 244 —0.343
The relevance of museums county 349 0307
accordmié‘r’é:"‘: cultural national 267 0.125 2.709 0.050
& regional 14.0 —0.409
Is the museum a member of the yes 61.6 0.174
NNRM? no 384 ~0.109 1643 0.203

Significant differences were also found regarding the cultural sustainability of the local, county,
national, and regional museums. The average cultural sustainability is higher among county and
national museums, while the local and regional relevance of collections proved to negatively influence
the cultural sustainability of a museum. The better results of national museums compared with local
museums can be attributed to the fact that the former succeed in attracting larger resources because of
the historical and cultural value of their collections. However, the fact that county museums record an
average cultural sustainability higher than regional museums is surprising. A possible explanation
may be the fact that county museums are financed by county councils and national museums are
usually financed by national authorities (e.g., the Ministry of Culture), while regional museums do not
have an equivalent regional authority to whom they belong. Our research revealed that most of the
regional museums included in the sample are financed by county or local councils. County councils
seek to fulfill goals relevant to the well-being and interests of their county community members.
On the other hand, regional museums hold heritage objects that are relevant to a broader area, not
only to the county that finances them (a region includes more counties), and implicitly, their mission
and goals refer to the entire region. Thus, it is likely that county authorities have less motivation
to spend money on regional museums compared with county museums, simply because regional
museums do not reflect the county values, identity, and history in the way that county museums
do. The same explanation can be provided for justifying the higher cultural sustainability of county
museums compared with national museums. While most of the national museums are financed by the
Ministry of Culture or another ministry, in six cases, the respondents declared that they function under
the authority of a county council.

Although we expected to see a higher level of cultural sustainability among the museums that
belong to the NNRM, the ANOVA test proved to be insignificant in this case (p-value > 0.05), which
means that this characteristic does not significantly influence the cultural sustainability of a museum.

On the basis of these preliminary results, the next step was to perform multiple linear regression
in order to explore the relationship between DV and IVs [25]. Because there is a correlation between
the exogenous variables (predictors) (see Table 6), we proposed two models to explain the link between
the predictors and the DV, so that the multicollinearity effect can be avoided.

Table 8 shows that the second model, which includes heritage exposure, effectiveness and
performance, and openness to the public as significant predictors, achieved the highest value in
the likelihood ratio (LR) test (67.356) and the highest R squared (0.33) of the two models. Although
cultural sustainability is correlated with each of the four independent variables (Table 6), when their
cumulative effect on cultural sustainability is analyzed, we note that environmental behavior becomes
insignificant. This result can be explained by the fact that measures taken by museums to protect
the natural environment, such as material recycling, the use of energy-efficient devices and systems,
and encouraging an eco-friendly attitude among visitors and employees [77], influence cultural
sustainability mainly through economy of financial resources, which allows for greater investment
in the acquisition, preservation, and conservation of heritage. In the first model (Table 8), this effect
is likely to have been taken over by the effectiveness and performance variable, given the significant
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positive correlation that exists between environmental behavior and effectiveness and performance
(see Table 6). Consequently, the second hypothesis, that there is a positive relationship between cultural
sustainability and environmental behavior, is rejected. Thus, in the case of Romanian museums, it
is found that green practices adopted by museums do not have a significant effect on controlling
the climatic conditions and avoiding the natural imbalances that could pose a threat to the safety
of collections.

Table 8. Summary of estimated models for cultural sustainability.

Model 1 Model 2
Model Variable
Coeff. Wald Test Coeff. Wald Test
Member of NNRM (yes) —0.291 % 3.175 —0.275* 2.906
Number of visitors

>30,000 —0.076 0.105 —0.088 0.149
5000-30,000 0.203 0.922 0.207 0.994

<5000 - - - -

Relevance of museum

regional 0.181 0.502 0.172 0.470
national 0.458 ** 4215 0.448 ** 4.244
county 0.504 ** 5.760 0.444 ** 4.622

local - - - -
Heritage exposure 0.362 *** 18.256 0.352 *** 18.861

Environmental behavior 0.024 0.066 - -
Effectiveness and performance 0.397 *** 15.959 0.352 *** 12.626
Openness to the public - - 0.194 ** 4.268
Intercept —0.193 1.816 —0.184 0.875

R squared 0.32 0.33
EEad EEad
Likelihood ratio test (LR) 6?&?339) 6(7(:'1?5:69)

* Indicates significance at 10% level or less, ** significance at 5% level, *** significance at 1% level.

The first hypothesis, according to which cultural sustainability is positively related to effectiveness
and performance, is accepted. Museums that optimize the ratio between their results (e.g., the number
of events, the number of visitors, the revenue level) and the inputs they have used to achieve the
results (e.g., the number of employees, the number of exhibited objects, the level of expenditure) will
have a higher chance of accomplishing their mission of protecting the cultural capital.

The third and fourth hypotheses, according to which cultural sustainability is positively related
to openness to the public and heritage exposure, are accepted as well. These findings show that
the ability of museums to preserve, conserve, and research the cultural heritage can be enhanced
by organizing attractive exhibitions inside and outside of the museum’s walls, exhibiting a high
proportion of the artefacts they possess, providing services and products according to visitors’ needs
and desires, offering participative and interactive educational programs, developing accessible and
inclusive programs, collaborating with the community members for organizing various events, having
a diversified structure of employees and volunteers so as to reflect the structure of the local community,
and attracting new users and/or disadvantaged groups of people. Museums can offer attractive
exhibitions and interactive educational programs by using modern technologies, such as audio-visual
media, guided presentations, interactive navigation stations, simulation media, interactive films, 3D
graphics, and virtual reality [78]. By performing these actions, museums will create the opportunity
for a wider number of people to ‘perceive, understand, and appreciate’ the value of cultural heritage,
the conservation of which is important for future generations [79].

4. Discussion

Museums are public institutions whose general mission is to serve society [80,81]. Given
this mission, museums seek to have a positive impact on sustainable development. Financial
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constraints have forced museums to turn their attention toward becoming organizationally sustainable.
According to Moldavanova [17], organizational sustainability includes both institutional survival
and intergenerational sustainability, which is understood as the ability of a museum to fulfill its
cultural mission in the long run. Beside the fact that sustainable management helps museums to prove
their importance and to survive, our study showed that this approach also has a positive impact on
museums’” ability to achieve their cultural goals.

While most of the previous research presents the importance of cultural heritage in the
process of sustainable development through its role in achieving social relevance and economic
prosperity, influencing visitors to practice green activities, and developing their pro-environmental
behavior [69,77], this paper adopts a less debated perspective, namely the examination of possible
factors that can help museums to reach cultural sustainability by better accomplishing their goals
related to the preservation, conservation, and research of cultural heritage. The factors included in
the analysis were defined starting from the three classic dimensions of sustainability. The variable
‘effectiveness and performance” was chosen for economic sustainability, ‘heritage exposure” and
‘openness to the public’ were selected for social sustainability, and ‘environmental behavior’ was a
factor associated with environmental sustainability. Using this approach, we aimed to evaluate the role
of economic, social, and environmental sustainability in supporting the cultural mission of museums.
Quantitative research was conducted to meet the aims of the study. The statistical results allowed us to
accept three out of the four hypotheses referring to the positive connection between the DV and IVs.

The findings of the present study indicate that museums’ effectiveness and performance, openness
to the public, and heritage exposure have a positive impact on cultural sustainability. These findings
are in line with the assertions of Loach et al. [4] and Errichiello and Micera [35], who hypothesized that
economic and social dimensions of sustainability can be used by museums as tools for ‘implementing
cultural sustainability-oriented strategies’. Sustainable museums succeed in making better use of their
resources, but at the same time, they have a higher financial capital available to collect, preserve,
conserve, and research the cultural artefacts. Our results are also consistent with the findings
of Pencarelli et al. [14], who emphasized that Italian museums are motivated to invest in social
sustainability policies, because in this way, they can ensure their future. At the same time, socially
responsible behavior allows museums to receive a higher level of public funding, which has a positive
influence on their performance in terms of cultural heritage preservation [45].

Even though the correlation between environmental behavior and cultural sustainability proved
to be significant, environmental behavior had no direct impact on museum cultural sustainability.
Museum collections are not better preserved and conserved merely because they have an eco-friendly
attitude and behavior. Therefore, the assumed impact of museum environmental behavior on
protecting cultural heritage was not supported. The influence of pro-environmental behavior on
cultural sustainability is rather indirect, through the economy of resources, which leads to higher
effectiveness and, in this way, to cultural sustainability.

In conclusion, cultural heritage can be used as a resource for achieving economic, social, and
environmental goals, but at the same time, our study has shown that some components of social
and economic sustainability have the capacity to influence cultural sustainability within museums.
Therefore, cultural sustainability has the role of both input and output in relation to the other pillars
of sustainability, which reinforces the conclusions of previous studies that culture can be regarded
as a fourth independent pillar of sustainability, equal to the economic, social, and environmental
pillars [35,38], as illustrated in Figure 1.
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Figure 1. The four pillars of sustainable development in museums.

In museums, culture, economy, society, and environment together create an ecosystem in
order to achieve sustainable development. These structures are all resources/instruments and
destinations/goals at different points in the cycle. Museums are financed by local communities
and cultural vitality is the way in which museums reward the community for its effort. First, society
invests money and resources in a museum. Second, the museum acquires, conserves, preserves,
and researches cultural heritage artefacts. Third, the museum repays the community by using the
heritage to create cultural vitality and economic development and to develop pro-environmental
and socially responsible behaviors among its visitors (Figure 2). The value created by the museum
motivates authorities, sponsors, donors, and other stakeholders to continue to support it. The cycle is
then repeated.

| Sustainable development |
Social Environmental
sustainability sustainability

f —_

Develop proper values, attitudes and

» Economic sustainability

| Cultural tourism

behaviors
—| Heritage exposure | | Educational programs | | Own example |
< f 4

Cultural sustainabilitK
Collect, preserve and research the heritage

*

' Financial resources |

Visitors | Governments | | Sponsors | ’ Efficient use of resources l:
~ 7 7Y
—PI Museum attractiveness |

T Effectiveness and
| Openness to the public I performance

Figure 2. The input-output approach of cultural sustainability in museums.
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However, it should be clarified that effectiveness and performance, openness to the public,
and heritage exposure are not the only factors that have an influence on cultural sustainability.
Guccio et al. [42] pointed out that the efficiency of cultural heritage preservation works is influenced by
the professional characteristics of the specialists who take the decisions to carry out conservation work.
The authors highlighted that specialized heritage authorities that belong to central government are
less efficient in implementing conservation contracts than less specialized authorities. Errichiello and
Micera [35] also examined the role of public—private partnerships and collaborations between cultural
organizations and local stakeholders in achieving cultural sustainability. Another important factor is
the national support offered to cultural institutions for digitizing their heritage. As Fanea-Ivanovici [10]
highlighted, in Romania, the lack of funds is the main reason for which the number of objects included
in Europeana per number of inhabitants is one of the lowest in Europe.

Given this background and the results of our research, future studies should focus on exploring the
influence of other possible factors on cultural sustainability in museums. Because market orientation,
innovation, and the high value offered to customers have a positive impact on economic and social
sustainability of museums [82], they might influence cultural sustainability as well. In particular,
technological innovation was found to be a source of competitive advantage for museums [32] and,
consequently, it could have a great impact on cultural sustainability as well. Other possible factors
could include web-based services and digital tools [67], which were found to be relevant regressors
of the museums’ attractiveness [25]; financial structure and organizational size, which impact the
level of performance in museums [45]; and retailing activities, which are a source of self-generated
revenue [44].

In addition, the conclusions of the present study should be confirmed through research conducted
in other countries and geographical areas with different cultural and environmental background. In
Romania, the occurrence of natural hazards is low, which is why their negative effect on cultural
heritage is almost missing, and implicitly, the measures taken by museums for environmental
protection have proven to have an insignificant effect on the preservation of cultural heritage. However,
the results could be different in countries that are frequently confronted with problems related to
natural hazards caused by climate instabilities.

The results may also differ according to the level of cultural consumption that exists among
various countries. Figure 3 illustrates the percentage of people of the age of 16 years or over who
participated in cultural activities offered by European cultural sites (historical monuments, museums,
art galleries, or archaeological sites) in 2015, by country of origin.
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Figure 3. Participation in cultural activities offered by cultural sites in 2015; source: [83].
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While in EU countries, 43.40% of the sample population participated at least once in cultural
activities in 2015, in Romania, this percentage is only 18.30%. The main reasons for non-participation
in cultural activities offered by Romanian cultural sites were the following: financial reasons—20.1%,
no interest—26%, none in the neighborhood—22.3%, and other—31.5% [84]. A very interesting aspect
is that, compared with other European countries, Romania has the highest percentage of people who
declared that they have not participated in cultural activities because of the fact that there ‘is none in the
neighbourhood’ (22.3%). This means that Romanian cultural institutions should increase the number
of exhibitions and activities organized in different locations in order to support the development of
cultural sustainability.
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Appendix A The questionnaire

Please rate the degree to which you agree or disagree with each of the following statements related
to the management and sustainability of your museum, by using the following 5-point Likert scale:

1 - Strongly disagree

2 — Disagree

3 — Neither agree, nor disagree
4 - Agree

5 - Strongly agree

No. Statements Answer

CULTURAL SUSTAINABILITY 1 2 3 4 5
The heritage objects held by the museum are very well preserved

All the heritage objects are stored in good conditions

Conservation files are available for all heritage objects

Research files are available for all heritage objects

All the heritage objects are recorded in DOCPAT

During the last year, the microclimate conditions were within the minimum and maximum

[

6 admissible limits
SOCIAL SUSTAINABILITY—Heritage exposure 1 2 3 4 5
1. The museum exhibits a very high proportion of its heritage objects
9 The heritage objects which are not exhibited in the museum can be visited at exhibitions organized in
. other locations or museums
SOCIAL SUSTAINABILITY—Openness to the public 1 2 3 4 5
1. The permanent exhibition/exhibitions of the museum are very attractive to the public
by Messages left by visitors in the museum’s guestbook and/or Facebook page are reviewed in