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Abstract: The paper Shifting from poster to screen. Advertising and cultural 
consumption in the Oltenian cinema in the first half of the XXth century looks into the 
significance of the interwar cinema as a phenomenon of social and cultural upgrade in 
Oltenia. The analysis aims both infrastructure and to institutionalization of cinema halls 
as well as advertising mechanisms and reception of the film by the audience. Local 
press advertisements, colorful posters and street campaigns helped legitimize the film 
as a product of modern culture, putting emphasis on international stars literary 
adaptations and a highly praised language of promotion. The study demonstrates that 
cinema in the interwar Oltenia wasn’t just an entertainment space, but also a visual 
education tool, of socialization and cultural democratization, reflecting the tension 
between the public taste and the constraints imposed by the State. 
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A new approach to urban sociability. At the turn of XIXth to XXth century 
the cinema became one of the most spectacular forms of entertainment, imposing 
rapidly in the European urban landscape. In Romania it gradually permeated 
adapting to local specifics and becoming a constant presence in the interwar cultural 
life. The first cinematic projections took place in 18961 in Bucharest, and until the 
first decade of the XXth century, cities like Iasi, Galati, Craiova or Braila it already 
had real projection rooms intended for travelling shows. 

In Oltenia, Craiova stood out as an active cultural centre benefiting from a 

infrastructure that eased the appearance of fixed cinemas such as “Minerva”, 
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“Apollo” or “Modern” but also at travelling of some theater troupes that performed 

films in markets or improvised halls. Around Craiova, cities as Ramnicu Valcea, 

Turnu Severin, Targu Jiu, Caracal, Corabia and Dragasani experienced a gradual 

development of cinema supported by the local press which published regular 

announcement about premiers and movie chronicles, as well as private initiatives of 

some local merchants and intellectuals. Cinema emerging in rural areas was made 

later, by means of itinerant projections, organized by authorities or at times by 

private entrepreneurs.  

During the interwar period the film gained a dual function: both entertainment 
and social training tool. It has become an effective means of educating the public, 
especially in communities where access to other forms of culture was limited. The 
themes of the films: historical moralizing, topical reflected both the dominant values 
and social tensions of the era. In addition, through its visual and accessible character, 
cinema has contributed to a wider process of cultural modernization and homogenization 
of artistic tastes in parallel with school, press or theater. There were times when 
cinema became a form of nationalist or ideological propaganda – a phenomenon 
visible especially in the period of the royal dictatorship and the Antonescian regime, 
when the selection of projected films was severely controlled. Despite censorship, 
the cinema continued to play an important role in shaping the collective imagination, 
especially among the youth and urban middle class. 

Justification of the study and objectives of the research. The present study aims 
to analyze the Oltenian cinema from a cultural and advertising perspective, given the 
way in which the films were promoted through posters, press advertisements, street ads 
and other forms of visual communication. It is also intended to investigate how the local 
public received and consumed the film product, in the context of accelerated social 
transformations, but also of the emergence of modern cultural market. In this respect the 
article capitalizes on the local interwar press (“Oltenia Economică”, “Romanatul”), 
documents from the archival funds, as well as recent specialized works that treat 
Romanian film as an object of cultural and social research. Through this approach, it 
aims to complement the historiography of Romanian cinema by bringing to attention a 
local cultural geography, less exploited thus far. 

Also of interest at this stage is the analysis of the cinema regulations from the 
analyzed period, as they constitute a fundamental landmark for the understanding of 
the cultural policies and the institutional mechanisms that accompanied the 
affirmation of film as a social and artistic phenomenon. Thus between 1900–1925, 
the cinema in Romania functioned without its own legislative framework, being 
framed at public performances and subject only to administrative censorship 
exercised by the police and mayoralties, based on local regulations or the provisions 
of the Ministry of Interior (1912). The first unitary law of the field was Cinema Act 
of 1925 (applied since 1926), which instituted central censorship, licensing of halls 
and regulated the cultural and fiscal role of screenings. 

Noting the upward trend of the film industry and the impact on civil society, 

the ministry of Interior and the Press department notified in June 1926, the county 
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prefectures on the need for control over the films running within each county. Based 

on the law for the organization and administration of national theatres and the control 

of performances in Romania, the Ministry of Cults and Arts issued a regulation on 

the concession, establishment, construction, installation and operation of cinemas in 

Romania, regulation published in the “Official Gazette”, no. 27 of February 6, 19272. 

The regulation of cinematographic activity was thus aware of a rigorous regulatory 

framework designed to ensure both administrative control of concessions and 

compliance with technical and safety standards. As regards the construction and 

equipping of halls (art. 12-16), the regulation required a minimum height of the hall 

of 4 meters and ensuring proper ventilation. The accessibility and safety of the public 

were guaranteed by the obligation to have several exits in proportion to the capacity 

of the hall (one output per 150 people) with a minimum width of 1.50 m and the 

opening to the outside. Also, it was forbidden to place any obstacle (bars, showcases, 

objects) that could have obstructed evacuation in case of emergency3. These 

provisions were part of a wider European trend of professionalization of film 

infrastructure, which emerged as a result of fire tragedies in theaters and performance 

halls at the beginning of the twentieth century. 

In addition to the rules referring to the organization and activity of cinemas, 

the Ministry of Cults and Arts, through the Central Commission of Film Censorship, 

communicated to the county prefects on June 12, 1928 a series of provisions 

regarding the control of films that were to be broadcast on the big screens. 

Consequently, a film could be broadcast only if it fulfilled certain conditions, such 

as: the entrepreneur had to hold with him an Authorization Book or a valid duplicate 

issued only by the former Central Censure Commission attached to the Ministry of 

the Interior, and from January 20, 1928 the authorizations were to be issued by the 

Central Censure Commission attached to the Ministry of Cults and Arts. Films which 

had received a favorable opinion before 1 January 1925 had to be submitted to the 

Censorship Commission for authorisation. In addition to the Authorization Book, 

each film had to have perforated on the first scene of the act 1 the “Approved 

document” and the Ministry that issued the authorization. According to the decision 

no. 47.378/1929 of the Ministry of Labor and Social Protection, the films showing 

scenes with characters in the uniforms of the Austro-Hungarian army were restricted 

to broadcasting in Banat, Ardeal and Bukovina, and scenes showing characters in 

Russian uniforms were stopped for running in Bessarabia. Instead, all these films 

 
2 The regulation on the concession, establishment, construction, installation and reception of 

cinemas in Romania (art. 1-6) stipulated that the right to request the concession for the exploitation of 

a cinema was exclusively for Romanian citizens, joint-stock companies and legally recognized cultural 

or charitable associations. The procedure involved the submission of documents such as the certificate 

of citizenship, the certificate of honorability, the opinion of the municipal commission and the general 

opinion of the cinema in Romania, the request being solved within a maximum period of 30 days. 

Benefit from a preferential regime in awarding concessions to cultural societies, in “Official Gazette”, 

no. 27/6 February 1927, p. 1.454. 
3 “Official Gazette”, no. 27/6 February 1927, pp. 1.454-1.455. 
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could be broadcast on the territory of the Old Kingdom. Following the analysis of 

the used films, the Central Commission for Film Censorship sent to the county 

prefectures the address no. 1,823/1930, through which were communicated the 

authorized films for rolling in cinemas from Romania. On this occasion, among the 

productions that have been authorized for broadcasting, we find “Radiopolis”, the 

film house Sonor-Film, “A ship ripping the waves”, “Bear dance”, “Ispita”, “Micu 

aviator” and “Fiorosul Gautcho” produced by Gaumont-Film, as well as “Diaries no. 

8” and “Diaries no. 9”, produced by Ewex-Film. From the Astra-Cine-Graphica 

company were admitted the films “Case Lena Schmidt” and “Jazz Jubeni”, the 

company Regal-Film obtained authorization for the broadcast of films “In the 

country of abundance” and “When the flowers speak”, while Metro-Goldwyn 

received approval – with certain restrictions – for “Metrotone Jurnal no. 15” and 

“Broadway Melody”4.  

After 1930, in the context in which the film had become an accessible means 
of entertainment, but also a form of collective education, the central authorities 
considered necessary a legal framework designed to prevent “perversion” of the 
public and to encourage productions that conform to the moral and national ideals of 
the era. In this context, the establishment and functioning of the Control and 
Censorship Commission of Cinematographic Films on 8 February 1934 can be 
interpreted as one of the clearest expressions of the mechanisms by which the 
Romanian state tried to regulate the social impact of cinema. Subordinated to the 
Ministry of Instruction, Cults and Arts, the commission was to examine “each film 
intended for public representation”5 and, taking into account “the impression that the 
performance of the film can make on the audience, it will classify it in one of the 
categories: cultural films, bad movies, fun movies”6. 

Films considered cultural – with instructive, didactic or scientific value – were 
encouraged and even imposed in the programs of cinemas. In the category evil films, 
we find those that were associated with: the promotion of crime and antisocial 
actions; the propagation of political ideas hostile to public and social order or the 
incitement to hatred; the attainment of the dignity of the Romanian people or the 
denigration of fundamental institutions (school, church, army); scenes of immorality, 
dissipation, attempt at the moral purity of youth and family; excessive violence and 
cruelty capable of disturbing the psychic balance of the spectators7. A special 
category was represented by fun movies, defined as productions that aimed 
exclusively at the amusement of the spectators, without presenting educational 
qualities. They were not prohibited, but were tolerated with reservations, insofar as 
they did not violate the established norms8. Thus, a cultural hierarchy was set up in 

 
4 Olt County Service of National Archives (further quoted as SJAN Olt) Prefecture of the County of 

Romanati Fund, file 38/1934, f. 2. 
5 Ibidem, f. 5. 
6 Ibidem. 
7 Ibidem. 
8 Ibidem, f. 6. 
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which the educational film was in first place, the fun film on a lower stage, and the 
bad movie had to be completely removed. 

The regulations in February 1934 went beyond the strict content of the film. 
Thus, it was stipulated the obligation for titles and legends to be written correctly in 
Romanian, and the advertisement and the cinematic poster were subject to control. 
Therefore, censorship extended over the entire broadcast circuit, consolidating itself 
as a tool of total cultural surveillance. 

The decisions of the commission were implemented through school, police and 
military bodies, which indicates a mechanism of social discipline, in which the 
cinema was treated not only as entertainment, but as a space of moral and political 
security. The list, attached to the regulation, confirms the Commission's interest in 
various productions, many of which are of foreign origin – German, Austrian, 
Hungarian – but also for those with a musical or romantic theme. Titles such as: 
“Fake Marshal”, “Miss Officer”, “A divine night”, “An imperial idyll”, “Hussar 
love”, “Imperial Waltz”, “His Highness flirts”, “Once I loved a Girl in Vienna”, 
“Scandal”, fall into the category of “movies with Hungarian character…, reapproved 
for the whole country”9. In the list of films approved only for the Old Kingdom 
(“Without Ardeal, Banat and Bucovina”), we find the following titles and 
explanations: “Song of the Heart”, “Me and His Highness”, “Countess Maritza”, 
“Unfinished Symphony” – “approved and for Bucovina with the suppression of the 
inn where a stall of fiddlers sing Hungarian songs and with the suppression of the 
beggar from the scene where the Schubert's memories appear, at the end of the 
film”10. 

In the last decade of the reign of King Charles, the problem of film censorship 
has seen significant institutional development, reflecting the authoritarian tendencies 
of the regime. The reorganization of the national territory in 1938, by dividing it into 
ten counties, had the effect not only of administrative remodeling, but also of 
institutionalization of cultural and moral control instruments, among which was the 
strict supervision of the dissemination of films. In this architecture, cinema was not 
perceived exclusively as a means of entertainment, but, above all, as a form of 
collective education and, implicitly, as a vehicle of propaganda, which is why central 
and local authorities paid special attention to controlling the content of distributed 
productions11. 

The study, Aspects of film censorship in Olt Land (1938-1940)12, signed by 

Ms. Diana-Mihaela Paunoiu, focused, as the title shows, on the experience of Olt 

Land itself, captures the mechanisms by which “surveillance” translated at regional 

level. Thus, in the cities of Oltenia, there were censorship committees made up of 

 
9 Ibidem, f. 8. 
10 Ibidem. 
11 Diana-Mihaela Păunoiu, Rezidența regală a Ținutului Olt (1938-1940), Bucharest, Romanian 

Academy Publishing House, 2012, pp. 227-229. 
12 Idem, Aspecte privind cenzura cinematografică în cadrul Ținutului Olt (1938-1940), in 

“Annals of the University of Craiova, History Series”, Year XIV, no. 2(16)/2009, pp. 301-308. 
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representatives of the administration, police, military personnel and cultural 

officials. Their role was twofold: on the one hand, they watched the films before the 

screening and decided on the permission or ban; on the other hand, they established 

possible cuts or modifications, trying to adapt the productions to the moral and 

political norms fixed by the state. 

The criteria of “banning” certain productions reveal a concern for the 

protection of national values and political order. Films deemed “indecent” or 

“immoral”, those with content perceived as subversive or containing implicit 

criticism of monarchical institutions, the Church or the military, were banned or 

severely censored13. Also, productions coming from the Soviet Union or those with 

a “dangerous” social theme were viewed with suspicion, being rarely approved for 

broadcasting. Instead, the regime tolerated, and even encouraged, the dissemination 

of historical or patriotic films, to the extent that they strengthened the official 

discourse14. 

At the local level, the application of censorship has, on the one hand, generated 

cultural uniformity in urban areas, on the other hand an even more drastic selection 

of productions broadcast in rural areas. Thus, fixed cinemas in urban localities 

(Craiova, Ramnicu Valcea, Slatina) under the direct observation of the censorship 

commissions, enjoyed a varied repertoire, including European and American 

productions. Instead, in rural areas, where screenings were made by means of 

travelling caravans, control was much stricter, and the public was exposed almost 

exclusively to “films approved by the authorities, with content considered 

educational or free of ideological risks”15. This difference has helped to maintain a 

cultural gap between the urban public, more diversified in tastes and options, and the 

rural public, forced to accept a reduced and controlled cinematic offer. 

Although film censorship was imposed from the centre, its application to Olt 

Land – Diana-Mihaela Paunoiu says – reflected both adaptations to local specifics 

and tensions between the public's desire to access international productions and the 

will of the authorities to filter the contents according to official ideology. The 

phenomenon highlights how the cinema became a negotiating ground between the 

state and society: the authorities imposed restrictions and control, but the spectators 

continued to show an appetite for foreign films, spectacular stories and cultural 

diversity. 

Film broadcasting infrastructure. Thus, in the interwar period, the cinema 

gradually emerged as one of the preferred forms of entertainment, managing to 

attract an increasingly numerous and diverse audience. If at first the film screenings 

were viewed with reluctance, and in smaller localities the locals considered them 

even dangerous for health, then their interest for them intensified. In Valcea County, 

in Brezoi, in 1919 was recorded a first improvised cinema, installed in a wooden 

 
13 Ibidem, p. 303. 
14 Ibidem. 
15 Ibidem. 
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construction, which functioned briefly, being destroyed by a fire in 192116. In the 

same county, in Dragasani, the cinema became an integral part of urban life since 

1921–1922. Thus, the first mention related to the existence of a cinema in the city 

dates back to 1921, when the local administration asked for clarifications regarding 

the electricity tariffs practiced for the cinema halls in Ramnicu Valcea, a sign that an 

interest in this form of entertainment was also outlined in Dragasani. In February 

1922, Gustav Lerch called for the supply of electricity for the screenings organized 

in the place of M. Amzulescu, scheduled on Thursday and Sunday17. The improvised 

hall remained in the memory of the inhabitants due to the picturesque atmosphere it 

generated. The colorful posters and the enlarged photos, glued on the shutters, 

announced the films, and the city's hamals were sent to the streets with huge banners, 

calling passers-by with the well-known refrain: “The last farewell show!”18. 
Beyond these beginnings, the real consecration of the local cinema came with 

the initiative of I. Petrescu, who set up a permanent hall in the buildings of Tudorica 
Iliescu and, subsequently, in the city center, in a warehouse of the St. Nicholas 
Cooperative. According to the memorialist testimonies, the productions of the great 
comedians of the era – Charles Chaplin, Buster Keaton, Stan and Bran – and the 
successful films with Shirley Temple, which delighted audiences of all ages19.  

The spa resorts in Valcea county have also added the cinema to their leisure 
offer. In Calimanesti, for example, in 1927 it was planned to build a modern place 
for theater and cinema, and in Govora, in 1932 a hall designed by the architect 
Virginia Andreescu-Haret20 was inaugurated. With a capacity of almost 400 seats 
and equipped with Pather Freres, the hall operated in seasonality, offering to the 
public screenings of French, German or American films, purchased through 
distribution houses such as Metro Goldwyn Mayer21. 

The county seat, Ramnicu Valcea, has experienced a real cinematic 
effervescence. The room “Andreani”, adapted for cinematic screenings, since 1912, 
offered silent and sound productions, famous musicals22 or screenings, and the hall 

 
16 Gheorge N. Efrim, Brezoi – file de istorie, Sibiu, 2008, p. 66. 
17 SJAN Vâlcea, Dragasani Police Commissariat Fund, file 10/1943-1944, f. 97. 
18 Nicu Alexie, Am râs mult și am plâns puțin. Memoriile unui oltean, Bucharest, Garamond 

Publishing House, 2005, p. 34; Georgeta Ghionea, Film Advertising and Screenings in Interwar 

Oltenia, in “Brukenthal. Acta Musei”, Year XVII, no. 5/2022, Sibiu, p. 767. 
19 Ibidem. 
20 Darea de seamă a Consiliului de Administraţie şi raportul cenzorilor Societăţii Govora-

Călimăneşti, din 16 martie 1935, Bucharest, Cartea Românească Press, 1935, p.7. 
21 SJAN Vâlcea, Society for the Exploitation of Balneary Resorts Govora-Calimanesti Fund, file 

3/1929-1930, f. 54; Ion Soare (coord.), Enciclopedia județului Vâlcea, Vol. 1 – Prezentare generală, 

Rm. Valcea, Fortuna Publishing House, 2010, p. 543.  
22 After the First World War at the cinema “Andreani”, the filmmakers were able to watch 

famous films in the era: Pat and Patachon, Scharlot, Stan and Bran, in the era of sound film, musicals 

like Serenade in the Valley of the Sun, Intermezzo with Ingrid Bergman and Leslie Howard, screenings 

from the universal literature, such as Miserables, Man in gray, Rebeca, The stories of lovers, etc. On the 

big screen, famous actors could be admired, including: Harry Bauer, Jean Gabin, Gretta Garbo, Rudolf 

Valentino, Asta Nielsen, in Georgeta Ghionea, art. cit. in loc. cit., p. 770. 
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“Regal” in Splendid Hotel, with a capacity of 150 seats, organized regular 
screenings, especially around the holidays. Even the military garrison of the 2nd 
Regiment had a hall with 180 seats, equipped with Pathe Freres and Ernemann 
appliances, where weekly performances took place. In parallel, the “Alexandru 
Lahovari High School” received, in 1924, its own apparatus and organized 
screenings for students, recording a great success after the appearance of the sound 
film23. 

In Mehedinti County, at Turnu Severin, the cinema was present even before 

1900, initially in public gardens and pubs, and after 1918, through the Cultural 

Society “Theatre”. Between 1924-1925, it organized no less than 121 screenings 

with over 125,000 spectators, at prices considered the lowest in the country. The 

authors of the era even emphasize the moralizing role of the film, which “removed 

from the pubs most of the workers”24. The advertising was intense, through posters 

and specialized magazines, such as “Cinema” or “Films”, which appeared briefly in 

the locality. 

In Caracal, a former residence of the county of Romanati, the “Apollo” cinema 

(the hall Iorgu Petrescu) attracted the audience with films advertised by sensational 

advertisements, comparable to those in Bucharest. In parallel, the local high school 

amphitheater hosted screenings dedicated to students, which shows that the film also 

penetrated the educational environment25. 

Craiova was the cinematic centre of the region. In Unirii Square, “Apollo-

Cinema” projected premieres immediately after Bucharest, with attractive titles such 

as Son of Tarzan (1922). Cinema “Lux”, managed by Giuseppe De Pastore, 

promoted “the most select and sensational operas”, and “Theatre Modern-Cinema” 

offered lavish screenings in halls described as elegant and comfortable. The cinema 

“Central”, designed by architect G. M. Cantacuzino, brought current sound 

premieres, and the hall of Carol I College, transformed and given to the National 

Theatre, was considered one of the most modern in Oltenia. Local media 

advertisements – “Oltenia Economică” – emphasized the grandiose performance 

character, the comfort of the halls and the reputation of the artists on the screen, 

consolidating the image of the cinema as a space of urban modernity. 

One of the defining aspects of urban cultural life in interwar Romania is the 

cinematic advertising broadcast, most of the time, through local media. The daily 

newspapers gave generous space to the film ads, turning them into a true chronicle 

 
23 SJAN Vâlcea, Liceul “Alexandru Lahovari” Fund, file 42/1927, f.n. 
24 Pr. C. Buracu, Societatea Culturală Teatrul a orașului Turnu Severin, in “Archives of 

Oltenia”, Old Series, Year IV, no. 21-22/1925, p. 502. 
25 SJAN Olt, Prefecture of the County of Romanati Fund, file 38/1934, f. 2; “Romanațul”, Year 

I, no. 16/27 March 1927, p. 2; Idem, Year III, no. 17-18/4 May 1938, p. 3; Ilie Constantinescu, Mișcarea 

culturală din Caracal în anul 1922, in “Arhivele Olteniei”, Old Series, Year II, no. 7/May-June 1923, 

p. 240; Idem, Mișcarea culturală din Caracal în 1923, in “Arhivele Olteniei”, Year III, no. 13/May-

June 1924, p. 269. 
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of the public's taste and into a tool for modernizing the cultural consumption.   

The study of the advertisements appeared in the newspapers of the 20s–30s, referring 

to the Theatre and Garden “Apollo-Cinema”, Theater “Modern-Cinema”, both in 

Craiova or Cinema “Asan High School”, in Caracal reveals some major directions 

of interpretation. Thus, during the analyzed period, the promotion of the productions 

to be broadcast is characterized by an easily recognizable pattern: the title of the film 

was printed in capital letters, often in the center of the ad (“PELLER”, “THE 

SECRET OF LOVE”, “A SCANDAL IN THE BIG WORLD”, “THE CURSE OF 

THE MOTHER”, “DEMONS”, “SLAVE OF DESIRES”), followed by the names 

of the main actors and sometimes by the mention of the literary source. Syntagms 

such as “the grandiose movie”, “the great movie”, “the famous movie”, “the 

gorgeous drama in 6 acts”, “the extraordinary success”, “the touching show”, “the 

sensational adventure film”, “the cinematic masterpiece” functioned as advertising 

techniques of persuasion of the audience26. The uniqueness of the watched event, the 

spectacularity of the film and the attraction of the audience for an unforgettable 

experience also appears in the case of the slogan “What mankind has not yet seen”, 

used for the film “Craiul Padurilor” (“Robin des Bois”) with Douglas Fairbanks. 

From the study of advertisements one can also notice the appeal to certain famous 

historical references – “Anna Boleyn”, “Wilhelm Tell” –, which promised a “big” 

and “educational experience”27. 

In the context of competition between cinemas, differentiation by promoted 

stars was a marketing weapon. Thus, at “Apollo” were promoted films with comic 

and American stars (Chaplin, Lon Chaney, Pat&Patachon), while at “Modern” were 

promoted actors of the European drama (Pola Negri, Pina Menichelli or 

Mosjoukine). This subtle segmentation of the audience allowed the viewer to be 

loyal to the aesthetic taste criteria. 

A constant focus was on internationally renowned actors and actresses. Thus, 

the advertisements announce the participation of famous names: Pola Negri (“Love 

Stigma”, “Waves of life”), Francisca Bertini (“Winner Singer”), Mia May (“Idila 

Baroness S.”), Pina Menichelli (“Dama from Maxim”), Conrad Weid (“Wilhelm 

Tell”), but also Charles Chaplin, who appears in “the Pilgrin”28. Thus, the star of the 

film was mainly an attraction factor, polarizing the attention of the audience and 

conditioning the success of the production. At the same time, the recurrence of 

famous names of actors and actresses29 – Pola Negri, Francisca Bertini, Pina 

 
26 “Oltenia Economică”, Year II, no. 20/29 June 1925, p. 3; Idem, Year II, no. 24/27 July 1925, 

p. 3; Idem, Year II, no. 25/3 August 1925, p. 3; Idem, Year II, No 36/19 October 1925, p. 3. 
27 Idem, Year II, no. 37/26 October 1925, p. 3. 
28 Idem, Year II, no. 25/3 August 1925, p. 3; Idem, Year II, no. 26/10 August 1925, p. 3. 
29 Idem, Year II, no. 19/22 June 1925, p. 2; Idem, Year II, no. 20/29 June 1925, p. 3; Idem, Year I, 

no. 2/23 February 1924, p. 3; Idem, Year II, no. 13/23 May 1925, p. 3; Idem, Year II, no. 24/27 July 

1925, p. 3; Idem, Year II, no. 25/3 August 1925, p. 3.  
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Menichelli, Henry Porten, Mosjoukine, Maria Iacobini, Mia May – proves that the 

spectators were already familiar with certain stars, and not the film itself was 

sometimes at stake, but the possibility of seeing the “diva” adored, of contemplating 

the beauty and elegance of figures who had become landmarks of femininity or 

masculinity. The analysis of the titles reveals a thematic diversity adapted to the 

tastes of the public: romantic dramas and melodramas (“First love”, “The secret of 

love”); historical films (“Anna Boleyn”, “Tragedia de la Mayerling”); popular 

comedies (“Pat&Patachon”, “Only three weeks of happiness”); films with philosophical 

and social substrates (“Jertfa”, “Demons”); films inspired by contemporary reality 

(“Grain trade in Romania”). Another aspect is the connection between cinema and 

literature. Numerous films are presented as adaptations after established works: 

“Brothers Karamazoff” (Dostoievski)30, “Slave of Desires” (“La Peau de Chagrin” 

by Honore de Balzac), “Jocaste”, after the ancient tragedy31. By referring to the great 

authors of the European literary canon, film advertising seeks to confer artistic 

legitimacy to an environment originally perceived as mere popular entertainment. 

Therefore, the cinema hall became a mixed social space, where the cultivated elites 

met, attracted by the exhibitions of the works of Balzac or Dostoievsky32, and the 

popular audience, hungry for comedies and light shows. 

The film advertisements published in the interwar press were not only intended 

to inform the program of the halls, but also to shape the expectations and curiosity 

of the spectators. They were building, through language, an anticipatory universe in 

which the reader was invited to project the emotions and experiences lived later in 

the cinema. The commercials also confirm the role of cinema as a space of female 

emancipation. Not only by the presence of famous protagonists, but also by the fact 

that the cinema halls offered a socialization place acceptable for women. Unlike 

cafes or breweries, dominated by male presence, the cinema hall became a neutral 

and modern space where women could participate in the cultural life of the city. 

Thus, the advertisements were not only advertising tools, but genuine mentality 

documents, which allow us to capture: the aspiration towards cosmopolitanism of 

the local public; the construction of new social models through movie stars; the 

function of cultural democratization of cinema, which offered access to literature, 

history and art through the screen. 

In the Oltenian space, strategies to promote film screenings reflect adaptation 

to local specifics, but also the influence of Western models in terms of form, content 

and dissemination channels. In addition to the promotion encountered in local daily 

newspapers, film posters, most often made in Bucharest or imported with foreign 

films, were the main form of street visual advertising. In Oltenia, these posters were 

 
30 Idem, Year II, no. 23/20 July 1925, p. 3. 
31 Idem, Year II, no. 37/26 October 1925, p. 3. 
32 Idem, Year I, no. 4/9 March 1924, p. 3. 
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displayed in cinema showcases, on public panels or in highly circulated places, such 

as markets, railway stations and entrances to institutions. 

In addition to posters and the press, cinemas also resorted to more direct methods 

such as the dissemination of leaflets in markets or street loudspeaker announcements – 

in Craiova, from the 30s, some cinemas used speakers placed at the entrance to transmit 

sound fragments from films or background music. In rural areas, institutes and priests 

were often co-opted to announce in services or lessons the coming of the film caravan 

and the titles of the films to be screened. Advertising was based in these cases on local 

authority and community trust, rather than visual means. 

Conclusions. In the period under review, the Oltenian cinema proves to be 

more than a form of entertainment: it is the expression of a complex cultural 

phenomenon, placed at the confluence of social modernization, state control policies 

and cosmopolitan aspirations of the public. The emergence and consolidation of 

cinema halls in Craiova, Ramnicu Valcea, Caracal, Turnu Severin or Dragasani 

marks not only a step forward in the urbanization and modernization of the region, 

but also a process of integration into a European cultural network. If initially the 

projections were hosted in improvised spaces, gradually it came to specialized, 

modern buildings, equipped with high-tech technology, which became landmarks of 

urban and even tourist cultural life. The social and educational function of the film 

is particularly relevant. The cinema brought together a diverse audience, from 

workers and students to urban elites, offering a modern, democratic and neutral 

social space. Through its diverse repertoire – from historical and moralistic films to 

comedies, musicals and literary adaptations – the cinema has helped to shape new 

cultural and social models, functioning as a tool for integrating local communities 

into a wider cultural horizon. Film advertising played a fundamental role in the 

process of cultural legitimization of the film. Interwar press commercials, colorful 

posters and promotional strategies – from flyer broadcasts in markets to street 

loudspeaker announcements – created a visual culture of their own that shaped the 

tastes of the audience and turned watching the film into an anticipated and 

spectacular event. The emphasis on international stars and adaptations of great 

literary works conferred artistic legitimacy to the cinema, contributing to its 

perception as a form of modern and cosmopolitan culture. 

Overall, the interwar film experience in Oltenia confirms that the film was an 

essential element of the cultural modernization process of the region. He redefined 

the way of leisure, contributed to the uniformity of cultural tastes and offered a 

meeting place between tradition and modernity. 
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Fig. 1. “Select” Cinema Entrance, Craiova. 

Source: https://olteanul.ro/craiova-de-ieri/, site accessed on Mai 8, 2022. 

 

 

Fig. 2. Cinema Advertisement. 

Source: “Oltenia Economică”, Year I, no. 2/23 February 1924, p. 3. 

 

 

Fig. 3. Cinema Advertisement. 

Source: “Oltenia Economică”, Year I, no. 4/9 March 1924, p. 3. 

https://olteanul.ro/craiova-de-ieri/
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Fig. 4. Cinema Advertisement. 

Source: “Oltenia Economică”, Year II, no. 13/23 May 1925, p. 3. 

 

 

Fig. 5. Cinema Advertisement. 

Source: “Oltenia Economică”, Year II, no. 19/22 June 1925, p. 2. 

 

 

Fig. 6. Cinema Advertisement. 

Source: “Oltenia Economică”, Year II, no. 20/29 June 1925, p. 3. 

 

 

Fig. 7. Cinema Advertisement. 

Source: “Romanațul”, Year III, no. 17–18/4 May 1938, p. 3. 



68 Georgeta GHIONEA 

BIBLIOGRAPHY 

 
Alexie, Nicu, Am râs mult și am plâns puțin. Memoriile unui oltean, Bucharest, Garamond Publishing 

House, 2005. 

Buracu, C., Societatea Culturală Teatrul a orașului Turnu Severin, in “Archives of Oltenia”, Old 

Series, Year IV, no. 21-22/1925. 

Căliman, Călin, Istoria filmului românesc (1897-2017), third edition, Bucharest, Euro Press Publishing 

House, 2017. 

Constantinescu, Ilie, Mișcarea culturală din Caracal în anul 1922, in “Arhivele Olteniei”, Old Series, 

Year II, no. 7/May-June 1923. 

Constantinescu, Ilie, Mișcarea culturală din Caracal în 1923, in “Arhivele Olteniei”, Year III, no. 

13/May-June 1924. 

Darea de seamă a Consiliului de Administraţie şi raportul cenzorilor Societăţii Govora-Călimăneşti, 

din 16 martie 1935, Bucharest, Cartea Românească Press, 1935. 

Dumitrescu, Mircea, O privire critică asupra filmului românesc, Arania, 2005. 

Efrim, N. Gheorghe,  Brezoi – file de istorie, Sibiu, 2008. 

Ghionea, Georgeta, Film Advertising and Screenings in Interwar Oltenia, in “Brukenthal. Acta Musei”, 

Year XVII, no. 5/2022, Sibiu, pp. 767-779. 

“Official Gazette”, no. 27/6 February 1927. 

“Oltenia Economică”, Year I, no. 2/23 February 1924; Idem, Year I, no.4/9 March 1924; Idem, Year 

II, no. 13/23 May 1925; Idem, Year II, no. 19/22 June 1925; Idem, Year II, no. 23/20 July 1925; 

Idem, Year II, no. 24/27 July 1925; Idem, Year II, no. 25/3 August 1925; Idem, Year II, no. 

26/10 August 1925; Idem, Year II, No 36/19 October 1925; Idem, Year II, no. 37/26 October 

1925. 

Păunoiu, Diana-Mihaela, Rezidența regală a Ținutului Olt (1938-1940), Bucharest, Romanian 

Academy Publishing House, 2012. 

Păunoiu, Diana-Mihaela, Aspecte privind cenzura cinematografică în cadrul Ținutului Olt (1938-

1940), in “Annals of the University of Craiova”, History Series, Year XIV, no. 2(16)/2009, pp. 

301-308. 

“Romanațul”, Year I, no. 16/27 March 1927; Idem, Year III, no. 17-18/4 May 1938. 

SJAN Olt, Prefecture of the County of Romanati Fund, file 38/1934. 

SJAN Vâlcea, Dragasani Police Commissariat Fund, file 10/1943-1944; Society for the Exploitation of 

Balneary Resorts Govora-Calimanesti Fund, file 3/1929-1930; Liceul “Alexandru Lahovari” 

Fund, file 42/1927. 

Soare, Ion (coord.), Enciclopedia județului Vâlcea, Vol. 1 – Prezentare generală, Rm. Valcea, Fortuna 

Publishing House, 2010.  

 

 

 

 

 

 

 

 

 

 

 

 


