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Abstract
This article aims to analyse the transformation of the cultural scene in Cluj-Napoca as influenced by
structural changes in the field of arts and culture brought about by the global creativity paradigm. This
transformation materializes in several tensions caused by the shift from a vision of art and culture—as
having a symbolic or critical-social function—to one in which economic value prevails. The creativity
paradigm, based on the contribution of cultural and creative industries to job creation and economic
growth, has been adopted by European policies that directly influence local development in Cluj-Napoca.
The city has applied for multiple European titles that would bring international fame and attractiveness
(for example, European Capital of Culture). Although the city gained a certain degree of international
recognition thanks to the local art scene—developed by grass-roots projects—cultural production was
overtaken by the music and event industry mainly based on the distribution of cultural products. The focus
on distribution (by local authorities and sponsors) creates an imbalance in local cultural production, but
large-scale festival events are valued for their contribution to the city’s visibility and income. Their
development marks the festivalization of the city, transforming the way these events are organised and
communicated on an industrial scale, much like for-profit companies. This trend imposes new standards
that far exceed the capabilities of the majority of local actors on the not-for-profit cultural scene. Megafestivals are the new brand of “a festival city” in search of an educated, entrepreneurial, creative workforce.
The creative city accelerates gentrification, stimulates entrepreneurial cultural practices, neutralises
critical artistic discourse and commodifies the presence of culture. In addition to this, the city’s policies
shifting towards increasing the quality of life of the creative class generates a series of inequalities related
to the working class and disadvantaged groups.
Keywords: cultural policies, festivalization, gentrification, independent scene, creative industries,
creative city, cultural entrepreneurship, commodification of culture, hybridization, precarity.

Introduction
This article is the result of my aspiration as
researcher and active member of the artistic
community in Cluj-Napoca to understand the
recent phenomena that influence the life of the
city and the cultural scene. The work
methodology employed is academic research:
semi-structured interviews with (anonymized)
cultural workers, cultural entrepreneurs and
advisors to the mayor, co-participatory
observation. Also, I analysed the project selection
for non-reimbursable local funds for youth and
cultural NGOs organized by the municipality in
2009-2019. My research looks at the time interval
between the city’s shift from a post-industrial
stage to the adoption and implementation of a
new development strategy. Influenced by experts
who supported Richard Florida's (2012) theories
on city revitalization, the Cluj-Napoca City Hall

adhered to the belief that emphasized the
capacity of culture and creativity to contribute to
urban regeneration and economic development.
Creativity and entrepreneurship were promoted
as the city’s new strongpoints differentiating it
from its competitors (Strategia de dezvoltare a
Municipiului Cluj-Napoca 2014-2020, 2015, 5).
Local universities, whether of humanities,
sciences, technical & IT, or artistic (visual arts,
theatre & film, music), supply a consistent group
of young professionals—the creative class
(Florida 2012)—capable to contribute to the
development of the city’s creative economy. By
embracing the creative city strategy, the
municipality has made a series of changes in the
city to support a certain kind of—creative—city
dweller, thus disfavouring others. I focus here on
the festivalization phenomenon, making a
synthetic presentation of two of its effects, i.e. the
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escalation of urban gentrification and the
development of cultural entrepreneurship.
The „story” of Cluj-Napoca during the 20092019 decade is relevant insofar this is a city well
connected to European policies that favour the
economic dimension of culture and creativity,
well regarded in public discourse, and has
recently become a model for other Romanian
municipalities,
aiming
for
international
recognition. Moreover, the case of Cluj-Napoca is
comparable to the efforts made by foreign
municipalities that used the creativity paradigm
and subsequently faced various difficulties, such
as higher social inequalities (Peck, 2007),
gentrification, artistic scene disruptions (Rosler,
2016), etc. This article looks at similar questions:
How does the independent scene in Cluj-Napoca
process the structural changes brought by the
local creativity paradigm? What entities and
mechanisms promote the paradigm shift in ClujNapoca? What are their effects and how do they
manifest at the local level? In other words, I will
tackle the tension between not-for-profit
activities supported by public subsidies and
for-profit activities.

The Immersion of the Creativity Paradigm
At the end of the ‘90s, the government led by
Tony Blair used a “a rhetoric of creativity as
having an economic value and to forge a brandnew growth agenda based on knowledge,
entrepreneurship and innovation” (Mould, 2018,
20-22) to create a new post-industrial British
narrative that emphasized the development of
cultural and creative industries. The new
creativity rhetoric was soon adopted by other
states that also needed a new economic and
political narrative which promised social stability.
Creativity spread like a panacea-concept for the
current society, as almost all fields embraced it,
from economy and technology to education and
so on, moving well beyond the arts and culture.
Favoured by globalization, the paradigm of
creativity relies on the existence of a creative
social class, on a type of urban development that
gives rise to a creative city, and on a creative
industry which makes up the current profile of
economy.
Although the creative people may be
considered a minority group, they have become
more and more important due to their influence
in the sectors that have brought about the
economic growth of the last twenty years
(especially the ITC sectors), thus placing them at
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the core of contemporary society’s progress
(Florida, 2012). Seducing through the concept of
an inclusive Creative Society, Florida’s theories
were taken over by municipalities, most of them
once lively industrial towns that turned into
spaces pioneering urban regeneration. One way
for the creative class to turn into a dynamic actor
of economic growth is by contributing to the
revitalization of cities and regions that used to
rely on the heavy industry (Hartley, 2005, 19). The
key to urban regeneration policies seems to be
attracting and retaining these people to the cities
and ensuring facilities for their development.
Sharon Zukin criticized Florida’s creative
class theory as a base for urban economic growth,
stating that it considered not artistic creativity,
but “technical creativity”, a for-profit type of
creativity specific to the information and
knowledge industry (2020, 948). Creativity and
cultural life are often used as advertising and
marketing tools by the cities that wish to attract
new dwellers who can contribute to their
development (Tay, 2005). This serves real estate
investors and local authorities and leads to
gentrification, as real estate prices grow, people
who cannot afford high housing or living costs
tend to be excluded, and social inequalities rise.
The creativity turn affected the cultural
policies of many states, including European ones,
which had until then promoted a symbolic social
dimension of culture, deeply connected to
European citizenship. Even though the EU is not
supposed to have a unified cultural policy, citing
the subsidiarity principle, it however creates
support programs that outline an influential
vision on national cultural policies across the EU.
One of the main arguments of the 2014-2020
Creative Europe programme was the emphasis
placed by European cultural policies on the
economic value of culture, through the cultural
and creative industries’ contribution to the GDP
and to creating employment. The sudden
inclusion of creative industries into the scope of
cultural policies has caused rifts between their
beneficiaries, in the form of tension between the
creative industries’ for-profit character and the
non-profit nature of a large part of the cultural
sector. As the creative industries connected to the
economic markets, the latter influenced the
stakes and the ethos of the cultural sector, which
was renamed as the cultural and creative sector
and was stimulated to borrow new business
models from the business sector, so as to be selfsustainable in the future. This tension will result

Studies in Visual Arts and Communication - an international journal

The Offensive of the Creative City. The Case of Cluj-Napoca in Romania

in structural transformations in the sector
(Braniște, 2021 A). The change of value—from
symbolic, social-civic to economic—sows
confusion among cultural professionals and
makes for a new type of professional trained to
be competitive on the new creative economy
markets: the cultural entrepreneur. This shift has
caused turbulences in the cultural and artistic
world that were also visible in the Romanian
space.

Local Manifestations of the Creativity
Paradigm
In the city’s post-industrial stage, the
independent scene went through an artistic and
cultural process based on reaction to the social,
economic, and political context, impregnated
with social artistic practices. As a critical mass
developed on the cultural scene when the
collective project Fabrica de Pensule (The
Paintbrush Factory) was set up in 2009, the
independent initiatives grew organically and
interest in the social dimension of art intensified
(Braniște, 2019). The internal dynamics, the
international recognition gained by the local
cultural scene, the advocacy efforts of the
cultural actors and the possibility for the city to
apply for the title of 2021 European Capital of
Culture convinced the municipality to wager on
the presence of culture and creativity as a factor
of transversal development of the local
community, a driver for urban regeneration, and
to include it as part of the Cluj-Napoca 2014-2020
Development Strategy (2015, 11).
Once the city administration assumed the
contribution of culture to the city’s advancement
and applied for the title of 2021 European Capital
of Culture, a new cultural dynamic developed
alongside the expansion of the creativity
paradigm-based discourse, thus paving the way
for the boost of the event and festival industry.

1. Festivalization
In 2012, the municipality allocated a higher
share of the local budget to culture and youth
activities, thus setting the premises for the
stability and development of the scene through
the multitude of actors and the relative
consolidation of the existing ones. In 2014, it was
for the first time that the media labeled ClujNapoca a “festival city” (Van Tuijl, 2014). In many
public speeches, the authorities motivated their
policy to support general or music festivals by
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their capacity to enrich people’s lives through a
varied offer of leisure and most especially for the
distinctly attractive image they could build for the
city as compared to others.
The festivalization phenomenon is the
expression of major societal changes that
transform our relation to culture. Emmanuel
Négrier defined festivalization through an eventbased character to the (yearly) programme of a
cultural space, as it often is the result of the
decrease in the number of subscriptions and
tickets sold (2014, 9). As such, it points to a shift
from a culture of permanence to an ephemeral
culture of living in the moment (Négrier, 2014, 10).
These are also political changes, as the
model of the social state is overtaken by the
minimal state and later on by the development of
a global creative economy. The minimal state
reduces subsidies and destabilizes institutional
continuity by pushing producers of the artistic
scene to become players on the cultural or
entertainment event market. This transformation
gave rise to long-term effects and impacted the
entire cultural and artistic production chain.
When the scene becomes a market, the ultimate
goal is to sell a tradeable product, whether
artistic or cultural, so it gets treated like a
commodity. Under this logic, the capacity to sell
and the buyer’s financial power prevail, while the
creative process and the end product are
secondary. Owning the “product” gives one
experiences, thus becoming a marker of social
status (Bourdieu, 2016, 35, 209, 210) and feeding
the hedonistic ego of contemporary subjects
(Babias, 2004, 50), while its intrinsic knowledge
value becomes marginal.
A rich cultural life around urban festivals is
attractive for multinational companies too:
employees are able to spend quality free time.
Nina Zahner (2018, 101) also mentions a practice
used by cities and regions to promote their image
and increase economic performance based on
the cultural vitality of institutions, festivals and
cultural actors in general. Cluj-Napoca mayors
have shown their interest in major events ever
since 2006, when the Cluj-Napoca Development
Strategy was adopted, as they aimed to attract big
events, such as music festivals for youngsters,
mass events, etc. (2006, 70). The years 2013 and
2014 were also marked by a high budget increase,
as the local administration invested in two
applications for European titles, i.e. 2015
European Youth Capital and 2021 European
Capital of Culture. In 2014, the budget increased
5
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by 3.35% compared to 2012. By 2019, the budget
increased tenfold compared to 2009 (graph 1).

Graph 1. Evolution of the budget (RON) granted by the ClujNapoca municipality in 2009-2019 to non-profit organizations
for youth and cultural activities. Source: Braniște, 2021 B.

In preparation for the project Cluj-Napoca
2015 European Youth Capital, a major part of the
funds for 2014 and 2015 went to supporting the
activity of youth/student NGOs, which opened
professional opportunities for some leaders and
student organizations teams, those who
organized music or general events and festivals
that could be classified as entertainment rather
than art. These were later included on the list of
priority regional projects and received generous
funding compared to other independent projects
(graph 2).

Graph 2. Total amount granted in 2016 for 4 different festivals.
Source: Braniște, 2021 B.

TEMPS
D`IMAGES—an
independent
performing arts festival, Timaf—general and
music festival, Jazz in the Park – jazz and world
music festival, Stand Up Comedy Fest –
entertainment festival.
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Some of the recent public investments in
local infrastructure went into sports (30,201seater stadium, 10,000-seater Polyvalent hall), as
the two new spaces were to host a series of largescale concerts. Access of concert organizers to
good infrastructure was a key element for their
development, thus turning the city into a music
“market”.
The main event of the 2015 Cluj-Napoca
European Youth Capital programme was the
mainstream electronic music festival Untold,
which absorbed most of the funds allocated to
the project by the city hall. From the very first
edition, it was designed as a large event and was
initially organized under the umbrella of the
Share Federation (the programme organizer) in
order to secure financial support from the city
administration. As it started remarkably well
thanks to generous public funds, the festival was
taken out of the federation umbrella and the
following editions were organized by a limited
liability company with the support of
shareholders who put forward the necessary
funds. The irregularities discovered by the Court
of Auditors in the grant reimbursement process
associated to the Untold Festival and the
supposition that public funds were used to make
profit from ticket sales had consequences for the
other local funding beneficiaries, who over the
following years faced extremely strenuous
reimbursement procedures.
In 2015, the city hosted over 2,000 cultural
events, plus 100 different types of festivals,
representing both tradition and contemporary
culture, from theatre, dance, literature and so on
(Bid book for Cluj-Napoca 2021, 2016, 5). Asked
about the pillars of the city’s good image at a
national level, one of the mayor's advisors
mentioned culture and exemplified with big
music festivals and the Transilvania International
Film Festival (TIFF), as well as other factors that
contributed to building the city’s positive image.
Thus, from the authorities’ point of view, notable
festivals outshined the independent cultural
scene. This tendency was problematic for the
cultural sector (whether independent or public),
because, considering the nature of its cultural
production, it was unable to attract audiences as
numerous as other events.
In general, judging acts of culture by the
numbers they attract is not fit for cultural actors,
but rather for entertainment event operators.
One of the reasons why music festivals receive
generous funding compared to other actors is
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their capacity to attract large audiences and to be
more visible in the public space, to be perceived
as being part of the city’s “cool vibe”. This
attraction of large audiences and of creating a
“cool vibe” in the city is regarded as an indication
of the city’s vitality, which draws foreign investors
or national companies.
The presence of big festivals such as Untold
and Electric Castle marks a local and national
point of no return from the perspective of
advertising and marketing, the size of the events,
as well as the financial performance
communicated publicly, especially by the Untold
team. We’ve seen extremely varied means of
communication, supported by huge funds, or key
partnerships with advertising companies that
offer strategic communication places in the local
and national public space.
Big music festivals bring a change in terms of
communication with the audience, comparable to
how businesses communicate with their clients
via advertising in the urban space. This change of
level happened mainly due to the two festivals
mentioned above, which, in order to secure
financial profitability, made huge efforts to
convince the audience to buy tickets and to win
the sponsors’ trust in their success. The marketing
and communication departments are essential
for these structures which operate in a very
professional manner, as teams of important
players of the local economy. The extended visual
communication of the big festivals dominates the
public
space,
rendering
irrelevant
the
communication strategies of cultural actors
whose financial situation is not as good.
If a few years back Cluj-Napoca was
mentioned in international contemporary art
magazines as a city of the future due to the
dynamics of visual arts (Byrd et al 2013), this
image is now connected to the presence of the
consumer culture. Festivals are appreciated for
their contribution to improving the image of the
city and for their financial results, which translate
into taxes as the number of festival tourists
increases with each edition until 2019:
(...) in the case of 70,000 people, if over the
course of the 4 days every one of them
spends no more than EUR 500, which is the
minimum amount since accommodation
alone is around EUR 200 during the festival,
we reach a minimum of EUR 35 million that
stay in the community (m, leading position,
Untold Festival).
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The financial results have a significant
impact not only at the level of the local
administration, but also by relevant businesses,
such as the city’s malls, as stated by the same
leading manager from Untold Festival:
(...) Every year, the malls told us that during
the weekend when Untold took place they
recorded similar revenues and numbers of
visitors as during December weekends,
which are the best of the year for malls.
These impressive figures and the rich offer
for leisure time for those who can afford the
tickets are convincing enough for the municipality
to keep focusing on the city’s festival life.
Starting from the major experiences of the
Untold and Electric Castle festivals, we can talk
about the establishment of an event industry
driven by young entrepreneurs in Cluj-Napoca.
Therefore, one effect of festivalization is the
creation of a new local industry supported by
authorities and sponsors. Unsurprisingly, the
image of cultural and creative industries in ClujNapoca is actually based on the presence of the
music and entertainment industry (Oltean et al,
2019, 75, 97).
The authorities’ focus on festivals as local
income and tax generators brings not only the
image of a city with a high quality of life, but also
notable imbalances in the cultural ecosystem.
Rarița Zbranca, cultural manager, noticed the
city’s tendency towards festivalization (2017, 555):
An increase of spectacular, one-off event
type of cultural experience happens at the
expense of qualitative participation for the
public and the reduced cultural offer outside
the city centre and a strong centre-periphery
polarization inevitably generates exclusion.
The 2014-2020 Cultural Strategy of ClujNapoca, coordinated by Rarița Zbranca, presents
festivalization as a future threat to the organic
development of the cultural life and its actors
(2015, 14, 18, 22). The document mentions the
public pressure to have as many visible events as
possible and the sponsors’ pressure for as
numerous audiences as possible. This pressure is
detrimental for year-long or smaller projects.
Moreover, the festivalization process disrupts the
cultural cycle, which is made up of several stages:
“Creation and production, dissemination/
presentation,
reception/consumption,
reflection/education” (Cultural Strategy of ClujNapoca, 2015, 23). Festivalization favours two of
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these stages, i.e. dissemination and consumption.
When the cultural life is dominated by
entertainment festivals, creation and production
conditions, critical content, the way in which the
works are received and their contribution to
knowledge and education become irrelevant.
The review of the results of the local project
selection revealed that production and creation
activities are supported with much lower
amounts of money compared to distribution/
dissemination projects. For instance, graph 3
shows the differences between the amounts
granted for the production of 3 independent
theatre projects and the organization of
electronic music and opera concerts (the 2 last
mentioned associations in the graph below).

Graph 3. Total amount granted to different applicants in 2016.
Source: Braniște, 2021 B.

This type of cultural consumption
emphasizes spectacular experiences rather than
year-long cultural activities which can develop a
loyal audience through educational experiences
(Cultural Strategy of Cluj-Napoca, 2015, 6).
The application for Cluj-Napoca 2021
European Capital of Culture states that the city’s
cultural landscape is dominated by large-scale
events, which stand in a “fragile balance between
supply and demand, between artistic quality and
idle entertainment”, and that public and private
funds tend to be granted to “visible events”, thus
disfavouring critical, experimental, niche events
or events that focus on education or on
disadvantaged groups” (Bid book for Cluj-Napoca
2021, 2016, 6). Present-day situation shows that
these critical points have been ignored, as both
authorities and sponsors are more interested to
paint a successful image for the city and for the
companies, as it happens when they support
festivals.
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The cultural actors can feel the change
caused by the presence of festivals, not only on
the cultural scene, but also in the city. From a
single large-scale festival, i.e. TIFF, this increase in
the number of mega-events “(...) changes the type
of consumption, the dynamics, the audience,
everything” (w, cultural manager). She added that
the festival-induced change mirrored the
changes in the city itself in terms of public space
and “demography, through the development of
the dynamic and rapidly growing layer of
population”. Through the “Cluj-Napoca 2014-2020
Strategy for Development”, the municipality
aimed to attract “sophisticated, entrepreneurial
human resources”. These people are among the
large-scale event consumers, as the abovementioned dynamic and rapidly growing layer of
population corresponds to the creative class
described by Richard Florida.
By directing support to the city’s festival life,
other actors are prevented from flourishing, as
they merely survive in the “shadow of the great
projects”: “Supporting creative wannabe projects
(that are temporary exceptions and addressed to
passing by public) to the detriment of spaces that
proved they are able to thrive in the desert, such
as the independent scene is an evident fact” (m,
theater director and cultural worker). Another
cultural manager (w, leading position) sees a
direct connection between festivalization and the
city’s neoliberal becoming. Moreover, she
mentions that the large scale and the great
number of such events has a direct impact on the
independent cultural sector, which has grown
organically over time and is now in a deadlock.
One effect in this context is mentioned to be:
“production-consumption cycles are shortened
and this acceleration not only facilitates this kind
of cultural events, but also forces other events to
adopt the same logic” (m, cultural worker and
activist).
The support granted to the city’s
festivalization shows that, despite the discursive
adoption of a culture-led development policy, the
municipality never treated the Cultural Strategy
and its priorities as a cornerstone for the
implementation of local cultural policies, which
have been drawn up informally, depending on the
priorities of economic and urban development.

2. Gentrification
Urban regeneration policies contribute to
higher real estate prices, both when buying, and
when renting, since statistically Cluj-Napoca
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ranks as the most attractive city, and as more
expensive than the Romanian capital. 1 This is
reflected on the population in general and the
independent cultural scene gets the full impact.
The gentrification process expands throughout
the city from the centre to semi-central areas,
such as Piața Abator, to the suburbs. The new
buildings, whether residential or offices, are
becoming a common reality and show that the
city is undergoing an irreversible “modernization”
process that is part of the city’s strategy to attract
educated human capital. For instance, the area
around Piața Abator is becoming more gentrified,
after the first new blocks were built there,
followed by the eviction of poor families that
lived nearby the following year. Researchers and
housing activists Enikő Vincze and George Zamfir
summarized the situation in Piața Abator, by
saying that “eviction is the foundation for urban
regeneration” (2018). Gentrification leads to the
exclusion of the initial inhabitants, who are
replaced by desirable dwellers, i.e. the human
capital represented by the creative class of ClujNapoca. Enikő Vincze captured the inequalities
created by transforming those spaces that are
prepared for the new residents:
The machinery of urban redevelopment is
not a neutral technical tool, as it works for
the benefit and to the advantage of some,
while others win nothing, but rather become
its victims (2019, 4).
The representatives of independent cultural
spaces see a new threat in the city’s uncontrolled
development, as their ephemeral existence
unfolds in spaces which are perceived as being
short-term rental by capital and the municipality,
but which are, in turn, decisive for the existence
of the cultural scene and for a diverse cultural
offer. Fabrica de Pensule, which functioned in the
post-industrial area, was not the only one
threatened by gentrification, as the group left the
space before being evicted in 2019, but many
more central cultural spaces are in the same
situation. At the beginning of 2021, project H33, an
action platform that promotes the concept of
urbanity and involvement in the city’s life, lost

1

V. https://www.digi24.ro/stiri/actualitate/social/ingrijorare-pe-piataimobiliara-apartamentele-si-casele-se-vor-scumpi-cu-pana-la-15-inperioada-urmatoare-1449898,
https://www.imobiliare.ro/indiceleimobiliare-ro/cluj-napoca, accessed on 18.09.2021. The highest real
estate prices in Romania are recorded in Cluj-Napoca. According to
Digi24, in February 2021, the price of a useful square meter in ClujNapoca was EUR 1,800, Compared to EUR 1,470 in Bucharest.
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their space, and the same happened to the
theatre company Váróterem Projekt, which was
evicted from a space called ZUG.zone and moved
to ZIZ – art & social area. 2 Subsequently, the
group of artists based in Centrul de Interes were
evicted from their studios and galleries in
November 2021 as the building will be part of a
new urban development project.
Although the presence of the cultural actors
was not the main driver of the change that
happened in this domain of real estate interests
of development, since plans existed before their
arrival (at least in the case of the Federation
Fabrica de Pensule), they contributed to bringing
added value to the rented buildings and the
acceleration of the gentrification process specific
to creative cities. Based on the buildings’
symbolic image, which resulted from the artists’
presence, the owners were able to conclude new
contracts at much better prices, thus contributing
to the city’s upward trend. In other words, the
presence of the artists in those spaces helped
transform symbolic into financial capital.
Researchers have long debated how artists,
cultural workers, and creatives contribute to
gentrification and after so many similar cases
they have the moral duty to be aware of the effect
of their presence in the public space and in the
public space of buildings, as well as of the
neighbourhoods where they activate. The
commitment of the young artists and curators to
social projects is a possible effect of this
awareness (Rosler 2016, 164).

3. The Entrepreneurialization of the Cultural
Sector
The purpose of the Cluj-Napoca 2021
European Capital of Culture project, which, in
terms of strategic vision of the programme, was
based on a balance between the three
dimensions
of
culture—symbolic,
social,
economic—was to act beyond its cultural
dimension and be a change project-process that
brings social empowerment. The project team
envisioned social empowerment as the result of a
participatory framework for all citizens in the co-

2

ZIZ- art & social area is located in a former synagogue in the central
area of the city and is collectively managed by Shoshin Theater
Association, Fabrica de Pensule, Made in Pata Rât, and Colectiv A based
on a temporary lease contract.
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creation of the city, according to the principles of
participatory democracy. The municipality agreed
on the programme set forth in the application
and on the implementation of a great part of it
despite the application not being successful, as
they promised notable financial support. In order
to carry out the plans as a result of this
agreement, Cluj Cultural Center was created. In
lack of a consistent budget from the local
authorities, the team must look for resources and
European funds as an important option. The
implementation of the programme was
dependent on adherence to the priorities of the
European funds available. On this topic, one of
the leaders of the Centre (m, cultural
entrepreneur) says that it is “(...) a decisive factor
for the programme to be operational (...), a
natural, frustrating form of prioritization”. What
used to be the focus of the application, i.e. social
transformation through culture, has diverted into
an ever more neutral discourse that appreciates
culture as a contributing factor to urban
development and innovation.
As the same leader puts it, the activity of the
Centre will undergo:
(...) a shift of the Centre’s programme from
the social sector, which has lost a lot, to the
more lucrative, more entrepreneurial one,
which of course is easier to fund; through all
the European funding, we attracted notable
funds for creative cultural industries,
heritage, urban innovation (...).
This shift makes it impossible to fulfil the
programme’s social dimension and results in the
loss of the support of the actors in the social art
sector. In turn, this will influence how cultural
entrepreneurship is stimulated in Cluj-Napoca.
For instance, the Centre’s Culturepreneurs project
aims to develop new competences for the cultural
sector by taking on new business models, as this
is an entrepreneurship education programme
dedicated to cultural sectors.
As mentioned earlier, the development of
cultural entrepreneurship causes a series of
structural changes in the sector, going so far as
modifying its ethos through the economic
pressure of taking on business models, which
transfers to the non-profit sector. This way, a kind
of hybridization happens in both the independent
sector and the public institutions, by borrowing
business language and practices. If the new
entrepreneurship competence trainings aim to
ensure financial sustainability, will this be able to
10

support artistic choices that meet the original
purpose of an NGO or a public institution, i.e. to
produce critical content, not commercial art
forms, to produce cultural events for the
audience, not for the financial circuit?
Another representative of the independent
scene, (m, actor and cultural worker), believes
that creating culture as part of an industry that
must become sustainable will bring on an
offensive relation to any cultural initiative that
may be uncomfortable or unaligned to the
dominant discourse. Moreover, being dependant
on sales will result in the commercialization of
the cultural and artistic act, as it needs to sell so
that its production returns the necessary income
to ensure the project’s sustainability.
The entrepreneurialization of the artistic
and cultural field results in the neutralization of
its experimental and critical character. For
instance, it results in the absorption of criticism
(Boltanski & Chiapello, 2016, 59-60), as it is turned
into fuel for capitalism: criticism morphs into a
slogan that can immediately be shared on
dissemination platforms bigger than the ones
accessible to the artists and the public culture
scene. Refusing this hybridization will put
criticism in the situation of assuming its own
marginality, comforted by the thought that it has
a niche audience that understands it, while its
scope will forever be limited and will never go
beyond those who already believe. Lacking
subsidies that allow its message to reach as many
people as possible, criticism is reproduced in
small, endangered spaces, while the public space
continues to be fuelled by messages on the
wonderful experiences offered by festival
consumption.
The interviews conducted showed that most
representatives of the independent sector
acutely feel this difference in the tools they can
access after standards changed following the
development of Cluj-Napoca festivals by young
entrepreneurs. The same imbalance, due to the
discrepancy of means and tools accessible to the
cultural sector and the creative industries is
recognized by one leader of the Cluj Cultural
Center:
”the
latter
enjoys
a
quick
professionalization, as event organization
services develop, to the detriment of culture work
(s.n. the non-profit sector), which is left behind”
(w, cultural manager). An infrastructural example
is the municipality’s investment in creating CREIC
- Regional Centre of Excellence for Creative
Industries. The existence of CREIC shows the gap
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between discourse and practice, while the
inexistence of a European Centre for
Contemporary Art—one of the main projects of
the candidacy at the cultural European title—
reveals how the municipality abandoned its
aspirations to the title of European Capital of
Culture.

Conclusions and Possible Scenarios
Festivalization, urban gentrification and the
entrepreneurialization
of
culture
are
manifestations of global capitalism as cities
struggle to remain competitive. The new creative
policies do not focus on the cultural, nor on the
creative scene, although, in general, culture and
creativity are invoked as supporting factors of
innovation, the latter being one of the main
drivers of economic development. Thus, the work
scope of artists and creatives remains within the
world view “corresponding to the capitalist
vision”, while the presence of the creative class is
appreciated not by its own representatives and
the audience, but by business people (Rosler,
2016, 166-167). In Cluj-Napoca, the triad creativity
- innovation - entrepreneurship increases the
quality of life for a limited number of people,
while the others fall within another triad:
precarity - social inequality - competition.
If once the cultural scene, that used to be
more vocal, operated with “the cultural pretext to
create a social context” (m, cultural worker and
activist), today, the cultural pretext creates a
context of experience. The municipality does not
take the need for a diverse cultural offer
seriously, that—beyond individual experiences
which contribute to maintaining a dynamic, cool
lifestyle and turning culture into a “shopping
assembly” (Rosler, 2016, 61)—can incentivize the
citizens’ empowerment.
So far, the Cluj-Napoca municipality has got
involved in the city’s cultural construction by
investing in culture without infrastructure, based
on annual applications submitted by cultural
actors. Culture is glorified for its capacity to
generate revenue and contribute to the city’s
economic competitiveness, while the social
dimension is neutralized through the concept of
urban regeneration and innovation. Art and
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culture become pretexts to create economic
contexts or, as Jamie Peck (2007) puts it “(...) art
and culture are discursively commodified, as
productive assets and positive externalities of
creative capitalism (...)”.
The new 2021-2030 strategy, based on the
concept of an innovative city, builds on the image
of the creative city and proposes that the efforts
to attract talents and stimulate the
entrepreneurial spirit continue. The objective is
to shift from the concept “made in Cluj” to
“invented in Cluj” (Industrial Development
Strategy 2021-2030, 23). Since “innovation would
be the key to urban jobs and fiscal solvency”,
cities become technological hubs (Zukin, 2020,
942-943), and according to the new strategy, ClujNapoca should turn into an innovation centre
that attracts more foreign investment.
“Remaking the city for a new modernity”
(Zukin, 2020, 941) is “forcing new defensive
reactions” (Mateescu, 2019).3 Some of the
reactions that may be developed by the local
independent scene in order to preserve its own
language and a type of production specific to the
cultural sector are resistance through solidarity
and the setting up of cooperative-type forms, or
resistance by collaboration with public
institutions, such as cultural institutions or
universities. These kinds of reactions can
contribute to keep the original ethos and
ensuring a discourse of in(ter)depence between
the creators of culture as a public service, as an
alternative to the dominating entrepreneurial
discourse. The survival of the non-profit cultural
sector calls for collective initiatives and will only
be possible if accompanied by a process of
becoming aware of its own role and presence in
the life of the audience, as well as by huge
advocacy efforts in relation to the local
authorities. The non-profit sector must convince
the authorities that “being creative is the very act
of citizenship” (Mould, 2015, 5) and that it is not
exclusively linked to an economic value. At the
same time, the core of the advocacy work should
aim to revalorize the concept of culture and art as
public service, alongside education, health, or
public transport (O’Connor, 2021).
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