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THE SOCIAL ROLE OF THE PERFORMING ARTS
THEORETICAL AND APPLIED PERSPECTIVES IN THE FIELD OF DANCE
ABSTRACT

Introduction

The thesis examines the social role of the performing arts in contemporary society, based on
the premise that they extend beyond their aesthetic and artistic functions and can become spaces
for interaction, participation, reflection, and the development of social relationships. The choice
of topic is grounded both in academic interest in the relationship between art and society and in
the researcher’s direct professional experience in educational and performing arts contexts,
where changes associated with artistic participation among children, families, and communities
could be observed. The research is therefore situated at the intersection of practice and academic
analysis and proposes a process-oriented and relational perspective on social impact.

The general objective of the research is to analyse the mechanisms through which participation
in the performing arts may be associated with social effects in cultural and educational contexts.
To this end, the concepts of social role, social function, and social impact are clearly
differentiated, the main social functions of the performing arts are examined, and relevant
indicators for assessment are identified. The research investigates the perceived and observable
effects of artistic participation at individual, relational, and cultural levels, as well as the role
played by the type, duration, continuity, and context of participation.

The methodology is applied and exploratory in nature and employs a mixed-methods design
based on quantitative and qualitative methods: a questionnaire addressed to parents of children
participating in artistic activities, thematic analysis of open-ended responses, participant
observation, and documentary analysis. The data are interpreted through triangulation, while
impact is approached as a process distinct from the immediate outcomes of the activities. The
research does not seek broad generalisation of its findings, but rather to identify mechanisms
and patterns relevant to understanding the relationship between artistic participation and
individual and social transformations.

The researcher’s position, involving simultaneous roles as practitioner and coordinator of some
of the projects analysed, is explicitly acknowledged. This position provides in-depth access to
contexts and processes, while also entailing a potential risk of subjectivity, addressed through
reflexivity and triangulation. Structured into five chapters, the thesis integrates theoretical

foundations, social functions, methodology, empirical analysis, and case studies. Overall, the



research argues that the social relevance of the performing arts is constructed through processes

of participation, interaction, and experience, rather than solely through the final artistic product.

Chapter 1 — Theoretical and Conceptual Foundations of the Performing Arts as a Social
Phenomenon

The first chapter establishes the theoretical and conceptual framework required for analysing
the social role of the performing arts. It begins from the premise that the performing arts cannot
be understood exclusively through their aesthetic dimension or the value of the final artistic
product, but should instead be analysed as complex cultural and social practices that remain in
constant interaction with the environments in which they are created, presented, and received.
Through their performative, participatory, and relational nature, the performing arts become
spaces in which meanings are constructed, identities are expressed, values are negotiated, and
relationships between individuals and communities are developed.

Their social and cultural relevance is examined through the capacity of the performing arts to
generate experiences of communication, interaction, and reflection. A performance does not
merely involve conveying a message to an audience; it creates an encounter in which meaning
is constructed through the relationship between artists, spectators, and the social context of the
performance. Audiences interpret the stage experience through their own values, experiences,
and cultural frames of reference, thereby becoming participants in the process of meaning-
making.

The participatory dimension is particularly relevant in contemporary practices. The spectator is
no longer regarded exclusively as a passive recipient, but may become an active participant,
especially in community theatre, performance art, participatory projects, and initiatives
developed together with different social groups. In these contexts, artistic practice can create
opportunities for expression, visibility, and cultural participation, including for individuals and
communities with limited access to traditional cultural institutions.

A fundamental component of the chapter is the distinction between social role, social function,
and social impact, concepts that are often used interchangeably.

Social role refers to the general position and significance of the performing arts within a cultural
and social system, shaped by historical, political, cultural, and institutional contexts.

Social function refers to what an artistic practice seeks to accomplish or may accomplish within
a particular context. A project may therefore have an educational, community-based,
integrative, critical, or cultural mediation function, depending on the objectives of the creators

and institutions involved.



Social impact concerns the effects and transformations associated with participation at
individual, relational, and community levels. Unlike role and function, social impact cannot be
inferred from the intentions of a project, but requires assessment; in a strict sense, it entails
moving beyond immediate outcomes and examining the extent to which effects are sustained
over time.

This distinction is essential to the overall doctoral research, as it makes it possible to
differentiate between what an artistic project declares that it intends to achieve and what can
actually be observed in participants’ experiences. In this way, the automatic association
between art and positive social effects is avoided, and a more rigorous framework for evaluating
cultural and educational projects is established.

The specific nature of the performing arts is analysed through four main characteristics:
processuality, relationality, ephemerality, and corporeality.

The processual nature of the performing arts derives from the fact that a performance cannot be
reduced to the moment of its public presentation. It encompasses conception, preparation,
rehearsal, collaboration, and negotiation among the actors involved. The social dimension
therefore begins before the stage performance itself and develops through the relationships
between artists, coordinators, technicians, institutions, and participants.

Relationality derives from the interaction between performer and spectator. The meaning of a
performance is not fixed, but is constructed during the encounter between stage and audience.
Spectators’ reactions and interpretations form part of the performative experience, while in
participatory forms the boundary between artist and audience may become increasingly
flexible.

Ephemerality is related to the unique nature of each performance, which takes place within a
specific time and space. Even when the same production is performed again, the experience is
never identical. This characteristic contributes to the value of the performative act, but also
creates difficulties in documenting and assessing its effects.

Corporeality represents a fundamental dimension of the performing arts. The performer’s body
is simultaneously an artistic instrument, a means of communication, and a bearer of social and
cultural meanings. Through movement, gesture, voice, and stage presence, identities, tensions,
and experiences can be expressed in ways that cannot be reduced to verbal language. This
dimension partly explains the direct and affective nature of the performative experience.

The chapter also examines the relationship between the aesthetic and social dimensions without

treating them as incompatible. It discusses the risk of instrumentalising art when social
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objectives come to subordinate artistic value. The thesis argues for a balance between artistic
coherence and social relevance, so that social utility does not replace artistic rigour.

This perspective is also relevant to cultural policy, where projects are assessed according to
aesthetic criteria as well as in terms of access, participation, inclusion, and their relationship
with the wider social environment.

The historical evolution of the performing arts highlights changes in the relationship between
art and society. Modernity brought professionalisation, institutionalisation, and the
consolidation of aesthetic autonomy; the twentieth century, through the avant-garde, political
theatre, and performance art, transformed the stage into a space for criticism and reflection;
contemporary practices, in turn, place increasing emphasis on audience participation, dialogue,
and community-based, educational, and intercultural projects, including those taking place
outside traditional cultural institutions.

The theoretical framework is interdisciplinary. Pierre Bourdieu provides key concepts for
analysing the cultural field, access, and cultural and symbolic capital, while Howard S. Becker,
through the concept of “art worlds”, highlights the collective nature of artistic creation and the
role of conventions and professional networks.

Theodor W. Adorno provides a basis for analysing the tension between artistic autonomy and
society and implicitly warns against reducing art to immediate utility. Erika Fischer-Lichte
emphasises the transformative potential of the performative experience; the thesis adopts this
perspective cautiously, considering transformation as possible but dependent on context.
Jacques Ranciére, through the concept of the “emancipated spectator”, argues for the active
status of the audience. Grant H. Kester and Claire Bishop provide complementary perspectives
on participatory practices: Kester emphasises dialogue and collaboration, while Bishop draws
attention to the risk of subordinating artistic value to exclusively social criteria. Stuart Hall
completes this framework through his analysis of the relationship between culture, identity, and
representation.

Overall, Chapter I establishes that the social role of the performing arts is neither an automatic
property of art nor a guaranteed result of mere exposure to it. Rather, it is constructed according
to the context, type and continuity of participation, the relationships between the actors
involved, and the quality of the artistic experience.

Social impact is therefore understood not as an isolated outcome of a performance, but as a
process that may develop through experience, participation, and interaction. This perspective

provides the theoretical foundation for the analysis of the social functions developed in the
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following chapter and for the subsequent construction of the methodological framework for

social impact assessment.

Chapter Il — The Performing Arts in Contemporary Social Dynamics

Chapter 11 further develops the conceptual framework established previously and examines how
the social role of the performing arts manifests itself in contemporary society. The
interdisciplinary approach brings together the sociology of culture, performance studies,
reception theory, and cultural pedagogy, treating the performing arts as living practices shaped
through interaction between artists, institutions, participants, and audiences.

The performing arts are analysed as a social and cultural phenomenon characterised by
presence, by their occurrence within a specific time and space, and by the creation of experience
through the performative act. A performance, however, encompasses the entire process of
creation, rehearsal, organisation, mediation, and reception, while its performative, relational,
temporal, and contextual nature makes it dependent on the specific conditions of the encounter
between performers and audiences.

As a public event, a performance creates a temporary framework for collective experience, in
which individual reception is influenced by the presence of others. Meaning is not determined
exclusively by the creator’s intention, but is constructed in relation to values, norms, the social
and political context, institutions, and the composition of the audience.

A central part of the chapter is devoted to the social functions of the performing arts, understood
not as automatic effects, but as processes that may develop gradually through participation,
experience, reception, and cultural memory.

The symbolic and expressive function is manifested through the ability of performance to
artistically transform individual and collective experiences through gesture, movement, voice,
dramaturgy, sound, and stage organisation. This enables the expression of states, tensions, and
experiences that may be difficult to articulate directly and can contribute to the construction of
identity and collective memory.

The communicative and performative function derives from the capacity of performance to
create situations of communication based on presence and interaction. The spectator is not
merely a recipient, but participates in the production of meaning through attention, emotion,
and interpretation.

The educational and formative function is expressed through processes of experiential learning.
Participation may simultaneously activate cognitive, emotional, and social dimensions and may

support the development of communication, collaboration, reflection, empathy, and
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interpretative autonomy. These effects depend on the continuity of participation and on the
context in which the experience takes place.

The integrative and social cohesion function is associated with the possibility of bringing
together different individuals and groups around a shared artistic experience. Performance may
create contexts conducive to a sense of belonging, mutual recognition, and the development of
shared symbolic frames of reference.

The critical-reflective function enables the questioning of norms, values, power relations, forms
of exclusion, and social conflicts. Through its symbolic and ambiguous nature, the stage can
create a space for reflection in which spectators are invited to reconsider their own positions
without the performance imposing predetermined answers.

The chapter also addresses the economic and cultural function, with the performing arts being
integrated into the creative economy and associated with cultural production, employment,
cultural consumption, tourism, and the development of related sectors.

Innovation completes this framework and is not reduced to technology. It includes new
aesthetic, dramaturgical, relational, and participatory forms, as well as the redefinition of the
relationship between artist, audience, and performance space. Digital technologies, hybrid
formats, and new media can expand the language of performance, without innovation
automatically resulting in social change.

The symbolic, communicative, educational, integrative, critical-reflective, economic, and
innovative functions are interdependent and may operate simultaneously. This overlap
highlights the multidimensional nature of the social role of the performing arts.

Another central focus of the chapter is the audience’s cultural experience, shaped through
emotion, memory, interpretation, and biographical frames of reference. A distinction is made
between aesthetic experience, understood as a direct and subjective encounter with the artistic
act, and cultural experience, which integrates this encounter into a broader symbolic and social
framework.

Performance may produce subtle changes in sensitivity and in the ways reality is interpreted,
without these being regarded as immediate or guaranteed transformations. The audience is
approached as an active participant and creative recipient, including through the interpretation
and reconstruction of meaning.

Cultural participation involves physical, financial, cognitive, and symbolic access, while
cultural mediation can reduce the distance between artistic creation and the spectator. The
distinction between the democratisation of culture and cultural democracy highlights both the

expansion of access and the recognition of the plurality of forms of expression. Within this
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framework, performance may constitute a transformative experience, cautiously understood as
a possibility for reconfiguring sensitivity and one’s relationship with oneself and with others.
Another important direction concerns the performing arts as a space for communication and
social dialogue. Performative communication is based on the body, gesture, voice, movement,
and rhythm and may facilitate the expression of experiences that are difficult to articulate
verbally.

Intercultural and intergenerational dialogue can bring different identities, experiences, and
perspectives into relation with one another. The stage can function as a space of symbolic
translation between cultures and generations, contributing to the recognition of differences and
to the development of forms of mutual understanding.

At the same time, the stage can become a symbolic space for social debate, bringing issues and
contradictions of contemporary society to public attention. Unlike political or media discourse,
this form of debate takes place through experience, emotion, and interpretation.

The chapter also examines the relationship between the performing arts, cultural identity, and
community. ldentity is regarded as a dynamic process constructed through experience,
representation, and belonging. At the individual level, artistic experience may encourage
reflection on one’s own identity and on one’s relationship with others.

The relationship between tradition, heritage, and contemporary expression is approached from
the same perspective. Heritage is not treated as a static set of forms, but as a living resource that
can be reinterpreted and recontextualised. Through the representation of cultural values and
community memory, the stage can express both forms of belonging and processes of social
transformation.

The educational dimension of the performing arts is analysed through the experiential nature of
learning. Participation, experimentation, reflection, and interaction may simultaneously
activate cognitive, emotional, and social dimensions, requiring communication, collaboration,
interpretation, and the assumption of responsibility.

The performing arts can therefore function as “social laboratories”, in which cooperation,
negotiation, teamwork, and the management of differences are practised. Formal and non-
formal practices are complementary, while, in the case of children and young people, the
literature reviewed associates artistic participation with the development of creativity,
concentration, communication, and socio-emotional competences, aspects that are subsequently
examined in relation to the empirical data of the thesis.

The chapter also addresses the economic, tourism, and local dimensions of the performing arts.

The performing arts form part of the creative economy and can contribute to economic activity,
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cultural tourism, urban attractiveness, and territorial identity. Cultural events may revitalise
spaces and create new forms of participation; however, these effects are not treated as automatic
and depend on the institutional context and the continuity of interventions.

The final part of the chapter is devoted to the social responsibility of cultural institutions and
artists. Performing arts institutions are analysed not merely as producers of events, but as
cultural and social actors capable of creating sustainable infrastructures for participation
through educational programmes, community initiatives, and policies promoting accessibility,
inclusion, and mediation.

The artist is likewise analysed as a cultural mediator and social actor, capable of assuming the
roles of creator, facilitator, mentor, and community partner.

Cultural programmes with a social purpose can support expression, cultural participation,
intercultural dialogue, and a sense of belonging; however, their impact cannot be assessed
solely through quantitative indicators. A significant part of their effects is relational, symbolic,
and attitudinal in nature and develops over time.

An important role is also played by partnerships between culture, education, and the
community. Collaboration between cultural institutions, schools, universities, organisations,
and communities can support the adaptation of projects to their specific contexts and ensure the
continuity of interventions.

Overall, Chapter Il demonstrates that the social functions of the performing arts do not represent
automatic outcomes, but rather processes dependent on context, the quality of the intervention,
the type of participation, and the continuity of the experience.

The chapter therefore identifies the main dimensions that will subsequently be operationalised
methodologically: participation and cultural access, mediation and social dialogue, socio-
emotional and educational development, identity and belonging, social responsibility,
institutional cooperation, and cultural and economic dimensions.

Through this structure, Chapter Il functions as a conceptual matrix for the empirical research,
translating theoretical concepts into dimensions and criteria for analysis.

The chapter’s main contribution lies in highlighting the multidimensional nature of the social
role of the performing arts. Impact cannot be reduced to a single function; rather, it is
constructed through the interaction between artistic, educational, relational, cultural, and

institutional dimensions, within specific contexts and over different periods of time.
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Chapter 111 — Research Methodology and Social Impact Assessment

Chapter 11l marks the transition from the theoretical foundations of the social role of the
performing arts to its empirical investigation in specific contexts. While the first two chapters
clarified the concepts and the social, cultural, and educational functions of artistic experience,
this chapter develops the methodological framework through which these dimensions can be
observed, analysed, and interpreted.

The methodology is structured around three main directions: establishing the foundations for
social impact assessment, defining the research design, and operationalising the concepts
through empirical indicators. A mixed-methods approach, combining quantitative and
qualitative methods, is adopted in response to the complex, process-oriented, and relational
nature of artistic experience. The research integrates a questionnaire administered to parents,
participant observation, and documentary analysis, with the findings correlated through
methodological triangulation.

An essential distinction is made between output, outcome, and impact. Outputs refer to the
immediate and quantifiable results of an activity, such as the number of participants, hours of
training, or artistic products created. Outcomes refer to observable intermediate changes in
competences, attitudes, engagement, or relationships. Impact refers to cumulative and relatively
lasting transformations at individual and relational levels.

This distinction avoids equating participation with the existence of social impact. A child’s
participation in a performance, competition, or workshop represents an immediate result, but
does not in itself demonstrate lasting transformation. From this perspective, artistic
participation is analysed as a formative experience, whose effects may depend on the duration
and continuity of involvement, the intensity of the stage experience, and the quality of the
relational and institutional environment.

To structure this process, the research uses a framework inspired by the Theory of Change,
based on the following sequence:

inputs — activities — outputs — outcomes — impact

Inputs include human resources, time, spaces, and expertise; activities include rehearsals,
workshops, preparation, and participation in events; outputs represent immediate results;
outcomes capture observable changes in competences, attitudes, and relationships; while
impact refers to the possible stabilisation over time of certain behaviours, values, or cultural
orientations. The model therefore enables an analysis of the mechanisms through which artistic

experience may develop from participation into more complex developmental effects.
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The research follows a mixed-methods, applied, and exploratory design. The questionnaire-
based component investigates the perceptions of parents whose children participate in artistic
activities, while the qualitative and comparative component examines three distinct types of
artistic experience, subsequently developed as case studies. The aim is not merely to describe
perceived effects, but to identify the conditions and mechanisms associated with them.

The primary focus of the analysis is the child’s experience of artistic participation, considered
in relation to the institutional environment and parents’ perceptions. Within the quantitative
component, the parent is both the respondent and the unit of observation, assessing perceived
changes in the child’s development. Pedagogical and organisational structures are analysed as
complementary factors that may influence the artistic experience.

The population investigated through the questionnaire consists of parents of children involved
in artistic activities, predominantly in the fields of dance and the performing arts. The choice
of parents as respondents is justified by the fact that certain behavioural, relational, and
attitudinal changes can also be observed outside the artistic environment, particularly within
the family context. The case studies are analysed separately through participant observation and
documentation of artistic processes.

The study uses a non-probability convenience sample based on voluntary participation, which
does not allow for statistical generalisation to the entire population of children involved in
artistic activities. The findings are used to identify relevant trends and patterns, and this
limitation is explicitly incorporated into the interpretation of the data and the formulation of the
conclusions.

Data collection is based on three main instruments: the questionnaire administered to parents,
participant observation, and documentary analysis. The questionnaire, which serves as the main
quantitative instrument, includes closed-ended Likert-scale items and open-ended questions.
Participant observation examines pedagogical processes, relationships, and behaviours
displayed within the context of the activities, while documentary analysis provides information
concerning the organisation, objectives, duration, and continuity of the projects.

Social impact is operationalised through interdependent dimensions concerning socio-
emotional development, relationships, belonging, and engagement with culture. Socio-
emotional competences are analysed through indicators such as self-confidence, self-control,
emotional regulation, responsibility, perseverance, and the ability to manage public exposure
and evaluation. Cultural identity and sense of belonging are examined through interest in art
and culture, appreciation of stage experience, belonging to a group or institution, and

engagement with values such as discipline, respect, and cooperation.

17



The indicators are grouped into two categories. The first includes perceptual indicators, based
on parents’ assessments of observed changes. The second concerns behaviours and continuity
of participation, including frequency of involvement, willingness to continue, and engagement
with cultural activities. Within the questionnaire, these elements are also reported by parents,
while participant observation provides separate data concerning behaviours that can be directly
observed within the artistic context.

Closed-ended items use a five-point Likert scale ranging from strongly disagree to strongly
agree. The construction of the instrument maintains the connection between the theoretical
framework and the empirical research: the social and relational dimensions are correlated with
the social functions of art, the socio-emotional component with the educational dimension, and
belonging and cultural appreciation with the identity dimension and continuity of participation.
Content validity and the coherence of the operationalisation are supported by the theoretical
grounding of the indicators, the formulation of the items, and the triangulation of data sources.
The research does not claim that the instrument has been psychometrically validated and does
not seek to measure artistic performance, but rather to investigate the perceived and observable
social and developmental effects associated with participation.

The questionnaire was distributed between 6 and 13 March 2026 through Google Forms and
communication groups associated with the artistic activities. Participation was voluntary and
anonymous, and respondents were informed of the academic purpose and non-evaluative nature
of the research. A total of 177 valid responses were obtained, forming the basis for the
quantitative descriptive analysis and the thematic analysis of the open-ended responses.
Participant observation focused on relationships between children, pedagogical interactions,
reactions to evaluation and public exposure, engagement, the assumption of responsibility, and
observable socio-emotional manifestations. The notes were organised both descriptively and
reflexively so that they could be correlated with the other sources of data.

The quantitative analysis is descriptive in nature. Responses to the Likert-scale items were
coded and analysed through distributions and dominant trends, without seeking to demonstrate
causal relationships. The qualitative component uses open-ended responses and observations,
organised into thematic categories in order to capture experiences, difficulties, and meanings
that cannot be reduced to numerical values.

Triangulation is a central element of the methodology. Data obtained from the questionnaire
are considered in relation to the observations and documents analysed, with attention paid to

both convergences and divergences between sources. This procedure reduces the risk of
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constructing an interpretation based exclusively on parents’ perceptions or on the researcher’s
own perspective.

The research explicitly acknowledges its methodological limitations: the self-reported nature
of the data provided by parents, the non-probability nature of the sample, the difficulty of
assessing long-term transformations, and the impossibility of isolating the influence of artistic
activities from other educational and social factors. Consequently, the conclusions are
formulated in terms of trends, associations, and probable mechanisms, rather than demonstrated
causality.

An important component of the methodology is the comparative analysis model applied to the
three performing arts projects. Its purpose is not to rank the projects, but to identify how the
specific characteristics of different artistic experiences may influence the nature of the effects
observed.

The comparative analysis focuses particularly on the intensity of involvement, the duration and
continuity of participation, the quality of pedagogical and institutional relationships, and the
sustainability of the effects. Intensity includes public exposure, the competitive component,
workload, and evaluation pressure. These may be associated with discipline and self-control,
but also with stress or tension. Duration and continuity allow episodic experiences to be
compared with recurring ones, based on the hypothesis that sustained participation may create
conditions for more stable effects.

The analysis is guided by exploratory hypotheses according to which sustained participation
may be associated with more stable effects; experiences involving public exposure and
competition may intensify both socio-emotional processes and perceived pressure; projects
with a community dimension may foster a sense of belonging; and intensive programmes may
produce observable changes over a short period without assuming that these changes are
sustained over time. These hypotheses function as interpretative reference points rather than as
predetermined causal relationships.

The model operates on three interdependent levels: individual, relational, and institutional. The
individual level examines processes associated with the child; the relational level concerns
group and family dynamics; and the institutional level analyses the role of the pedagogical and
organisational framework.

The final model proposed defines social impact through the interaction of three central factors:
the intensity of the stage experience + the duration and continuity of participation + the quality

of the relational and institutional environment.
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These dimensions influence one another and may be associated with different effects depending
on the type of artistic experience and the specific context.

The methodology also integrates researcher reflexivity. The dual position of practitioner and
researcher is acknowledged both as a potential source of subjectivity and as a resource that
provides in-depth access to the processes under investigation. The risk of bias is addressed
through triangulation, systematic recording of observations, neutral formulation of the research
instruments, and a clear distinction between observation and interpretation.

Overall, Chapter 111 establishes the bridge between the theoretical framework and the empirical
research and approaches social impact as a contextual, relational, and process-oriented
phenomenon. The central argument is that social impact does not arise automatically from the
existence of an artistic activity, but develops through the interaction between the intensity of
the experience, the continuity of participation, and the quality of the relational and institutional

environment.

Chapter IV — Analysis and Interpretation of the Empirical Research Results

Chapter 1V is devoted to the analysis and interpretation of the empirical research results and
represents the stage at which the theoretical and methodological framework is examined in
relation to the data obtained from the experiences reported by families. The analysis investigates
how the social, educational, and cultural dimensions of artistic participation are reflected in
parents’ perceptions of the development of children involved in artistic activities.

The empirical research is based on a questionnaire addressed to parents of children involved
primarily in dance, ballet, and performing arts activities. A total of 177 valid responses were
recorded, allowing for the identification of trends relating to participation, perceived personal
and socio-emotional development, social competences, stage experience, engagement with
culture, and perceived effects at the family level. The questionnaire captures parents’
perceptions and does not constitute a causal or longitudinal assessment of children’s
development.

Participant Profile and Continuity of Artistic Involvement

The age distribution shows participation across different developmental stages: 28.2% are
between 7 and 9 years old, 22.6% between 10 and 12, 19.2% are over the age of 15, 16.9%
between 4 and 6, and 13% between 13 and 15 years old.

The duration of participation is an important indicator for interpreting the results. 67.2% of the

children have been involved in artistic activities for more than three years, while 25.4% have
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participated for between one and three years, indicating a predominance of long-term
participation.

Frequency confirms the same tendency: 91.9% participate in artistic activities at least twice a
week, while 8% participate once a week. For the majority of children, artistic activity is

therefore consistently integrated into their weekly routine.

Diversity of Artistic Experiences

Participants’ experiences are varied. 97.1% attend regular ballet or dance classes, 73.1% have
participated in performances, 52.6% in competitions, 48% in workshops or intensive
programmes, and 28.6% in camps or other intensive training formats.

These data indicate the existence of artistic pathways that combine continuous training with
stage experience, competition, and exposure to different pedagogical contexts. At the same
time, they support the need to analyse the effects not only in terms of the frequency of
participation, but also according to the type and intensity of the experiences involved.
Personal and Socio-Emotional Development

One of the clearest directions emerging from the results concerns self-confidence. In response
to the statement regarding the contribution of artistic activities to increasing the child’s self-
confidence, 63.8% of parents selected the highest score, while 24.9% selected score 4, meaning
that almost nine out of ten respondents expressed a high or very high level of agreement.
Discipline and perseverance also emerge as important dimensions. Consistent participation
requires adherence to a schedule, repetition, patience, and commitment to a process in which
progress is achieved gradually. These aspects are also supported by the parents’ qualitative
responses.

Emotional Regulation

Performances, competitions, auditions, and other forms of public exposure create emotionally
intense situations. The data indicate that artistic participation is perceived as a context in which
children learn to recognise and manage emotions associated with exposure and evaluation.
This dimension must, however, be interpreted in a balanced manner. Competitions and
evaluation may generate pressure, frustration, comparison, and fear of the outcome. The
formative effect therefore also depends on how these situations are managed pedagogically and
relationally.

Motivation and Continuity of Artistic Engagement

One of the strongest results concerns the desire to continue artistic activities. 87% of parents

selected the highest score, while 11.3% selected score 4 for the statement indicating that the
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child wished to continue. The very high level of agreement suggests the existence of a sustained
and positive relationship with artistic practice among the majority of participants.

Social Competences

The results also indicate favourable perceptions regarding the relational dimension. For
communication with other children, 54.2% of parents selected score 5, while 31.6% selected
score 4.

Regarding integration into social groups, 54.8% selected the highest score, while 29.9%
selected score 4. For respect for others, 58.2% selected score 5, while 32.2% selected score 4.
These results support the interpretation that group-based artistic activities are perceived as
environments in which communication, collaboration, integration, respect, and responsibility
towards others are practised and developed.

Stage Experience and the Relationship with Culture

Stage experience occupies an important place in respondents’ perceptions. 75.7% of parents
selected the highest score, while 20.9% selected score 4 for the statement that stage experience
is important for the child’s development.

Acrtistic participation is also associated with an interest in art and culture: 60.2% of respondents
selected score 5, while 32.4% selected score 4. The data suggest that sustained participation is
perceived not only as a form of artistic training, but also as a way of developing a closer
relationship with cultural experience.

The Family Dimension

A particularly high level of agreement is found regarding the statement that artistic activities
support the child’s holistic development: 85.9% of parents selected the highest score, while
13.6% selected score 4.

Regarding family relationships, 50.6% selected score 5, while 27.8% selected score 4. A child’s
participation may generate shared experiences through performances, preparation, travel, and
family support for the artistic journey.

With regard to the family’s interest in cultural events, 56.8% of parents selected the highest
score, while 31.3% selected score 4. These data indicate a possible extension of cultural interest
into the family environment, without, however, demonstrating the existence of lasting
transformations in family relationships.

Qualitative Analysis of Benefits

The open-ended responses complement the quantitative data and highlight six main themes:

self-confidence; discipline, perseverance, and responsibility; emotional development;
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socialisation and integration; physical development; and the relationship with art and cultural
sensitivity.

The convergence between these themes and the quantitative results supports the interpretation
of a multidimensional perceived impact in which personal, relational, and cultural dimensions
influence one another.

Difficulties and Challenges

The analysis of the responses also reveals difficulties associated with artistic participation. The
first category concerns time management, as classes, rehearsals, performances, and
competitions need to be integrated into school and family schedules.

Another category concerns physical demands, particularly in dance and ballet, where sustained
effort may result in fatigue, muscular discomfort, or risk of injury, highlighting the need to
adapt training to age and individual capacity.

Emotional and competitive pressure is another challenge. Stage exposure, evaluation, and
comparison with others may generate anxiety, frustration, or difficulties in accepting results.
Financial costs are also mentioned, including fees, costumes, equipment, travel, and
competition participation, all of which may limit access to intensive forms of training.

These challenges are accompanied by psychological and social issues such as sensitivity to
criticism, pressure associated with performance standards, comparison between participants,
and, in certain situations, concerns related to body image.

These findings demonstrate that artistic participation is not an exclusively positive process free
from tension. The quality of the pedagogical environment, the type of feedback provided, and
family support significantly influence the way in which these difficulties are managed.
Integrated Interpretation of the Results

Taken as a whole, the quantitative and qualitative data support the existence of a
multidimensional model of the perceived impact of artistic participation.

The first dimension is personal and socio-emotional, expressed through self-confidence,
discipline, perseverance, motivation, and emotional regulation.

The second dimension is relational and social, reflected in communication, collaboration,
respect, integration, and a sense of belonging.

The third dimension is cultural, visible through the appreciation of stage experience, interest in
art and culture, and the desire to continue participating.

The fourth dimension is family-related, reflected in support for the child’s artistic development

and in its association with increased family interest in cultural participation.
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The results support the theoretical perspective according to which participation alone cannot
explain the transformations identified. The perceived effects are associated with the interaction
between continuity of participation, stage experience, intensity of involvement, group
dynamics, family support, and the quality of the pedagogical and institutional environment.
Stage experience emerges as a factor of particular importance because it brings together the
technical, emotional, and relational dimensions of the artistic process. The stage may therefore
function as a catalyst for formative processes, without its effects being automatic or identical
for all participants.

Limitations of the Empirical Research

A first limitation is the non-probability nature of the sample, which does not allow for statistical
generalisation to the entire population of children involved in artistic activities.

A second limitation derives from the fact that the main source of data consists of parents’
perceptions. These are relevant for observing changes in the child’s everyday life, but may also
be influenced by respondents’ expectations and values.

The research does not allow for the establishment of a strict causal relationship between artistic
participation and the transformations identified. A child’s development is simultaneously
influenced by family, school, the social environment, individual characteristics, and other
educational experiences.

Another limitation is the predominance of dance and ballet in the respondents’ experiences,
meaning that the findings cannot automatically be transferred to all forms of the performing
arts.

The researcher’s dual position, involving participation in some of the projects analysed,
represents both a source of knowledge and a potential source of bias. This limitation is
addressed through the triangulation of sources and the cautious formulation of interpretations.
The results should therefore be understood as consistent trends and mechanisms associated with
participation, rather than as demonstrations of universal causality.

Overall, the empirical research supports the central argument of the thesis that the social impact
of the performing arts does not arise automatically from participation and does not follow a
linear trajectory, but is constructed through the interaction between experience, continuity,
relationships, and context.

The data indicate that artistic participation is associated, in the perceptions of the families
investigated, with the development of self-confidence, discipline and perseverance, emotional

regulation, communication and group integration, and a closer relationship with art and culture.
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At the same time, the child’s experience may be associated with more active cultural

participation within the family, without this relationship being interpreted in causal terms.

Chapter V — Case Studies on the Social Role of the Performing Arts

Chapter V develops the applied dimension of the research through the analysis of specific
performing arts projects, with the aim of highlighting how the theoretical mechanisms and
empirical findings discussed previously manifest themselves in real artistic contexts. The case
studies enable a transition from the general analysis of social impact to the observation of the
conditions through which such impact may develop.

The selection of the case studies reflects the diversity of forms of participation and corresponds
to the methodological structure defined in Chapter I1l. Three distinct types of experience are
analysed: Sibiu Dance Competition, as a model of competitive participation; Sibiu Ballet
Summer Intensive Training, as a model of intensive artistic training; and Academia ProBalet,
as a model of continuous artistic education.

These three contexts allow for a comparison of how the intensity of the experience, the duration
and continuity of participation, and the quality of the pedagogical and relational environment
influence the nature of the observable effects. The case studies therefore further develop the
central model of the thesis, according to which impact does not arise automatically from
participation alone, but is constructed through the interaction between the characteristics of the
experience and the environment in which it takes place.

Sibiu Dance Competition — The Competitive Experience as a Space of Artistic and Social
Development

The first case study analyses Sibiu Dance Competition, an artistic and educational project for
children and young dancers, conceived as a space where artistic training, stage experience,
professional evaluation, and cultural exchange come together.

The objectives of the competition include developing stage experience, stimulating motivation
for progress, providing specialised feedback, and facilitating contact with professionals in the
field. The presence of an international jury composed of artists, choreographers, teachers, and
representatives of relevant institutions adds a pedagogical and professional dimension to the
project.

Workshops led by jury members complement the competitive dimension through a direct form
of artistic education, giving participants access to different pedagogical methods and

professional perspectives. At the same time, scholarships for training programmes, intensive
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courses, or international placements may extend participants’ experience beyond the duration
of the competition itself.

The educational mechanism specific to the competition involves preparing an artistic piece,
performing before an audience and jury, being evaluated, and accepting the result. These
situations require not only technical competence, but also discipline, emotional regulation, and
the ability to adapt to contexts involving pressure.

Professional feedback may function as a tool for guidance, providing participants with reference
points regarding their own level, strengths, and areas requiring further development. However,
the analysis maintains a balanced perspective: competition and comparison may stimulate
motivation, but may also generate emotional tension, frustration, or pressure. The formative
effect therefore depends on how the experience of evaluation is pedagogically integrated into
the child’s artistic development.

The social dimension is supported through interaction between participants, families, and
professionals. Bringing together young people from different backgrounds and contexts may
create opportunities for socialisation, cultural exchange, and the expansion of social networks.
Within the thesis model, Sibiu Dance Competition represents a form of participation
characterised by high intensity and a strong evaluative component. Its specific mechanism is
constructed through the combination of stage exposure, professional evaluation, feedback,
comparison, and contact with educational and professional opportunities.

Sibiu Ballet Summer Intensive Training — Intensive Artistic Training as an Educational and
Intercultural Model

The second case study is Sibiu Ballet Summer Intensive Training, an artistic training
programme carried out over a short period but involving a high volume of activities.

The programme is analysed as a model of concentrated learning in which participants are
exposed daily to varied technical, artistic, and relational experiences. Unlike training distributed
over longer periods, the intensive programme compresses the learning process and requires
rapid adaptation to different teachers, methods, and expectations.

The pedagogical structure integrates classical ballet, contemporary dance, repertoire, modern
and character dance, as well as complementary disciplines including dance theatre, Pilates,
acro-dance, stage make-up, and acting. The diversity of disciplines broadens participants’
experience beyond the technical training specific to ballet.

A defining element is the presence of invited teachers and artists from national and international

contexts. Working with educators trained within different systems exposes participants to
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varied working methods, requirements, and aesthetic perspectives, which may support
adaptability and flexibility in the learning process.

The programme takes place over two weeks, with a daily schedule of approximately eight hours,
and concludes with a ballet gala. The gala integrates the outcomes of the training process into
a stage experience and provides a moment of synthesis for the work undertaken.

The intensity of the programme requires discipline, concentration, and rapid adaptation to
different working rhythms and instructions. Interaction between participants and teachers from
varied geographical and educational backgrounds adds an intercultural dimension and may
contribute to the formation of a temporary artistic community. The distinctive mechanism is
the concentration of experience: a high workload, pedagogical diversity, rapid adaptation, and
a final stage experience. Observable changes may occur over a short period, but their stability
cannot be established in the absence of longitudinal assessment.

Academia ProBalet — Continuous Artistic Training and Stage Experience in Children’s
Development

Unlike the competition and the intensive programme, Academia ProBalet is structured around
regularity and continuity. Children attend classes weekly and progressively develop their
technical, artistic, personal, and relational competences.

Activities are organised in Sibiu and Fagaras and involve approximately 170 children. The
programme includes classical ballet, contemporary dance, and K-pop in Sibiu, while in Fagaras
the activity focuses on classical ballet.

The fundamental characteristic of this model is continuity. Repetition, the accumulation of
experiences, and gradual progression towards more complex requirements create a
developmental pathway in which results are not pursued exclusively as isolated outcomes.
Within this case study, the analysis is further developed through two productions: The
Nutcracker and Snow White. These are not treated as independent case studies, but as examples
of how stage experience is integrated into the academy’s continuous educational programme.
The analysis maintains the distinction between output, outcome, and impact. The number of
participants, performances, and spectators are treated as outputs. Observable changes within the
preparation process — greater autonomy in recognising stage cues, spatial orientation,
integration within the ensemble, or the assumption of responsibility — may be discussed as
outcomes. Impact, in the strict sense, implies cumulative and lasting effects that cannot be

attributed to a single production.
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The Nutcracker — Repertory Continuity and Stage Experience

The production analysed was performed on 18 December 2024 at the “Ion Besoiu” Cultural
Centre in Sibiu and involved 80 children and adolescents aged between 4 and 18.

The preparation process took place between 20 October and 18 December, with the material
initially rehearsed within the regular groups, followed by joint rehearsals during the final two
weeks.

The recurring nature of the production is relevant to the analysis of continuity. Restaging the
performance across several editions allows roles to be adapted to participants’ age and level
and may create opportunities for progression towards more complex stage requirements.
Roles were allocated according to age and level, allowing children to participate within a
framework adapted to their abilities while gradually increasing their levels of autonomy and
responsibility.

During the process, outcomes such as greater autonomy in identifying stage cues, increased
attention to stage pathways, and improved integration within the ensemble were observed.
Situations of mutual support between children of different ages were also noted and are relevant
to the analysis of cooperation and relationships within the group.

For participants appearing on stage for the first time, the production involved adapting to
lighting, backstage conditions, costumes, technical cues, and the presence of an audience.
Reactions of joy or relief observed after the performance are interpreted as immediate responses
to the experience rather than as evidence of lasting psychological effects.

On the day analysed, two performances took place, each attended by approximately 500
spectators, one intended for a school audience and the other for families and acquaintances.
Snow White — Repertory Flexibility and Community Participation

The analysis focuses primarily on the performances held on 27 March 2026 in Sibiu, attended
by approximately 1,000 spectators, as well as the two performances on 26 May 2026 in Fagaras,
intended for pupils and attended by approximately 400 children.

An important methodological distinction is necessary: the research questionnaire was
administered between 6 and 13 March 2026, before these performances took place.
Consequently, the questionnaire findings are used in this analysis exclusively as contextual
information and are not employed as a direct assessment of the effects of the performances.
For the performances in Fagaras, the production was adapted by integrating participants from
Sibiu and Fagaras into the same stage production. The performance thus became not merely a
production transferred to another city, but also a framework for collaboration between two

communities of participants.
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At the pedagogical level, roles were allocated according to age and level by integrating children
into roles and scenes with varying degrees of difficulty.

The mobility of the production highlights the potential of performance to function as a form of
cultural mediation and participation, without the research attributing direct effects to spectators
in the absence of specific instruments for audience assessment.

Comparative Analysis of the Two Productions

The two productions highlight different ways of integrating stage experience into a continuous
educational programme.

The Nutcracker is characterised by repertory continuity and recurrence, while Snow White
highlights flexibility, adaptation to local contexts, and the circulation of the production between
communities.

In both cases, the body functions as the primary means of communication, with children
required to integrate technique, expressiveness, gesture, direction of gaze, interaction with
partners, and musicality.

Families are involved in the logistical and organisational dimensions, particularly through
costumes, travel, and the support provided to the children. This involvement represents a
concrete form of collaboration between the family and the artistic environment, without being
automatically interpreted as evidence of strengthened family relationships.

The process also involves specific demands: additional rehearsals, waiting periods, fatigue,
maintaining concentration, and the emotions associated with public exposure. These aspects
confirm that the formative value of the experience also depends on how intensity and artistic
demands are managed pedagogically.

Overall, Academia ProBalet represents the model in which continuity is of greatest relevance.
Compared with the competition, where the experience is activated through the intensity of
evaluation, and the intensive programme, where training is concentrated within a short period,
the academy operates through repetition, stability, and gradual progression.

The research nevertheless maintains the distinction between programme continuity and the
demonstration of individual longitudinal impact. Long-term participation represents a
favourable condition for the accumulation of experience, but does not replace an actual

longitudinal assessment.

SWOT Analysis of the Role of the Performing Arts in Children’s Development
The SWOT analysis synthesises the main conditions identified. Strengths include the

integration of artistic, emotional, and social dimensions, stage experience, and the development
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of discipline and perseverance. Weaknesses concern the dependence of effects on pedagogical
and institutional quality, unequal access, costs, and the difficulty of standardising assessment.
Opportunities are associated with the expansion of non-formal education, the integration of the
arts into education, and national and international collaborations, while threats include
underfunding, excessive competitiveness, and the absence of coherent policies supporting the

continuity of arts education.

Comparative Synthesis of the Three Case Studies

The comparative analysis highlights three distinct but complementary models.

The competitive model — Sibiu Dance Competition is characterised by high intensity, public
exposure, evaluation, and feedback. It may activate processes related to motivation, emotional
regulation, self-confidence, and professional orientation, but may also involve greater pressure.
The intensive model — Sibiu Ballet Summer Intensive Training is based on the concentration of
experience within a short period, a high volume of activity, pedagogical diversity, and
interculturality. It may support adaptability, discipline, and openness to new working methods,
although the sustainability of these effects depends on the continuation of the artistic pathway

after the programme ends.

The continuous model — Academia ProBalet is based on regularity, stability, and accumulation.
Long-term participation and recurring stage experiences create conditions for the progressive
integration of artistic practice into the child’s development and represent the context most
closely associated with the cumulative nature of impact.

The three models are not ranked, but instead highlight different formative mechanisms:
intensity and evaluation in the competition, concentration and diversity in the intensive

programme, and continuity and accumulation in regular artistic education.

Integrated Model of the Impact of the Performing Arts

At the individual level, artistic participation is associated with processes such as discipline,
perseverance, motivation, emotional regulation, and self-confidence.

At the relational and social level, artistic experience creates contexts for collaboration,
communication, integration, mutual support, and a sense of belonging to a group.

At the cultural level, participation may support interest in art, exposure to diversity, cultural
participation, and a closer relationship with the artistic environment for both the child and the

family.
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The proposed model is not linear. The relationship between participation and impact is not
automatic. Between participation and impact lies the artistic experience itself, consisting of the
learning process, rehearsal, pedagogical relationships, interaction with others, feedback, stage
exposure, and the institutional framework.
This experience is influenced by three main factors:
« the intensity of the experience, which may accelerate certain formative processes but
may also increase the demands placed on participants;
o the duration and continuity of participation, which create conditions for the
accumulation and stabilisation of experiences;
« the quality of the relational, pedagogical, and institutional environment, which may
support or limit the formative nature of participation.
Overall, the case studies reveal a common core: when artistic experience is supported by
continuity, appropriate pedagogical mediation, constructive relationships, and genuine
opportunities for participation, the performing arts can provide relevant environments for

personal, social, and cultural development.

Original Contribution and Originality of the Research

The original contribution of the research is structured around four main directions: the
conceptual and operational distinction between social role, social function, and social impact;
the adaptation of the Theory of Change framework to the specific characteristics of the
performing arts through differentiation between inputs, activities, outputs, outcomes, and
impact; the development of a comparative framework for different artistic experiences; and the
integration of quantitative, qualitative, and observational data into an analytical model centred
on the formative and relational processes of participation.

Based on these elements, the thesis proposes an integrated model of social impact in which
participation does not automatically lead to impact. Between the two lies the artistic experience
itself — learning, rehearsal, pedagogical relationships, interaction, feedback, and stage
experience. Three main factors influence this process: the intensity of the experience, the
duration and continuity of participation, and the quality of the relational, pedagogical, and

institutional environment.

Research Limitations and Future Directions
The main limitations include the non-probability nature of the sample, the use of parents’

perceptions as the primary quantitative data source, the predominance of dance and ballet within
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the experiences analysed, and the absence of longitudinal assessment. The dual position of
practitioner and researcher provides direct access to the processes investigated, but may also
introduce subjectivity; this risk is addressed through triangulation and the distinction between
observation and interpretation.

Future research may include longitudinal studies, direct investigation of the perspectives of
children and adolescents, extension of the analysis to other forms of the performing arts, and

comparison between different social and institutional contexts.

GENERAL CONCLUSIONS

This research examined the social role of the performing arts, starting from the premise that
their value is not limited to the aesthetic dimension or to the final artistic product, but is also
constructed through the processes of participation, interaction, and experience that they
generate.

One of the central conclusions is that the social impact of the performing arts should be
understood as a contextual, relational, and cumulative process, rather than as an automatic effect
of participation. The intensity of the experience, the duration and continuity of involvement,
and the quality of the pedagogical and institutional environment influence the ways in which
formative processes may develop and become consolidated over time.

From a conceptual perspective, the research clarified the relationship between social role, social
function, and social impact. Social role expresses the position and significance of the
performing arts within society; social functions describe the specific ways in which they may
operate in particular contexts; while social impact concerns the effects associated with
participation. This distinction makes it possible to separate the intentions of an artistic project
from the results that can actually be observed.

The empirical research, based on 177 valid responses from parents, complemented by
participant observation and documentary analysis, revealed consistent perceptions regarding
the association between artistic participation and self-confidence, discipline, perseverance,
emotional regulation, communication, and group integration. The data also indicate an
association between sustained participation, interest in art and culture, and family involvement
in the child’s cultural experiences.

An important finding concerns the role of stage experience, which brings together the technical,
emotional, and relational dimensions of artistic training. Public exposure, responsibility,

interaction with the group, and emotional regulation may turn the stage into a catalyst for
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formative processes, without these effects being regarded as automatic or identical for all
participants.

The case study analysis identified three complementary models: Sibiu Dance Competition,
characterised by intensity, evaluation, feedback, and public exposure; Sibiu Ballet Summer
Intensive Training, based on the concentration of experience, pedagogical diversity, and
intercultural interaction; and Academia ProBalet, structured around regularity, repetition, and
progressive accumulation. Their comparison suggests that there is no single mechanism of
impact: competition places greater emphasis on self-assessment and managing performance-
related demands, the intensive programme supports adaptability and accelerated learning, while
continuous participation creates conditions for the gradual accumulation of experience.

Based on the theoretical, empirical, and applied findings, the research proposes a model in
which the relationship between participation and impact is mediated by the artistic experience,
whose development depends on intensity, continuity, and the quality of the relational and
institutional environment. Effects may be observed at the individual level through self-
confidence, discipline, and emotional regulation; at the relational level through communication,
collaboration, and belonging; and at the cultural level through a closer relationship with art and
participation in cultural life.

The research also highlights difficulties associated with artistic participation, including physical
demands, time management, pressure arising from evaluation and competition, and financial
costs. These aspects confirm the need for a balanced pedagogical environment adapted to the
age and needs of participants.

The findings must be interpreted within the limitations of the research design. The non-
probability nature of the sample, the predominance of dance and ballet, the use of parents’
perceptions, and the absence of longitudinal assessment do not allow for causal conclusions or
universal generalisations. The results instead indicate relevant trends, associations, and
mechanisms that may provide a foundation for further research.

Overall, the research supports the conclusion that the social role of the performing arts lies not
only in what is presented on stage, but also in what artistic experience makes possible:
participation, learning, interaction, reflection, belonging, and engagement with culture. The
performing arts may therefore be understood as environments of experience and participation
with formative, relational, and cultural potential, whose effects depend on the continuity of
participation and on the quality of the context in which the artistic experience is developed.
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