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SUMMARY

The article analyzes the current position and perspectives of cultural and crea-
tive industries in Southeastern Europe (SEE) in context of development of public
policies. The proposition that SEE entered the post-transitional phase that in-
cludes an opening of the region and a creation of new cultural identities is tested
through a desk research analysis of available research studies, reports and sec-
ondary data on cultural and creative industries in Southeastern Europe (SEE).
The influence of imported models of cultural and creative industries is reviewed
in parallel with an in-view of the global cultural and creative industries on the
local production and distribution where their influence on the infrastructural as
well as content level is taken into account. The article also highlights the lack of
cultural and other public policies in the field of cultural and creative industries
throughout the region - if they are present they are not attuned to the local situa-
tion. The analysis of the factors that, on the macro level, hinder development of
cultural and creative industries is provided with the emphasis on the obstacles on
the level of cultural as well as information and communication (ICT) infrastruc-
ture, educational level, as well as on the level of work and employment insecuri-
ty. The article shows how the situation in the region is still very diverse and that
the conditions for the further enhancement of cultural and creative industries
are still not developed. Taking into account the heterogenic situation throughout
the SEE region the author outlines the necessity for the locally-founded policies
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for cultural and creative industries that would be created within the framework
of strategies for sustainable cultural development.

Key words: creative industries, creative labour, cultural industries, cultural poli-
cies, cultural transition, public policies, Southeastern Europe (SEE).

Introduction

Over the last twenty years, cultural and creative industries have been much dis-
cussed and debated in cultural policy research. The range of issues researched span
from articles and studies dealing with the issues of instrumentalization of culture
and creativity for the purposes of the cultural and creative industries development
(Virno, 2002; Mayerhofer and Mokre, 2007), through studies that tackle the prob-
lems of how promotion of cultural and creative industries hides the true nature of
the flexible cultural worker who functions in inadequate conditions (Ross, 2007,
2008; McRobbie, 2002). Furthermore, studies like Gill and Pratt’s (2008) inves-
tigate how cultural and creative industries are used as a tool for simple solutions
for deeper social problems while at the same time creating new ones (i.e. gentri-
fication), towards those that show how the usage of concepts of cultural and crea-
tive industries is not adequate for specific social contexts (Ross, 2007; O’Connor,
2005). In this article we will follow Hesmondhalgh’s distinction between cultural
and creative industries where their policy and theory share ‘an emphasis on the spe-
cific dynamics of making profit from the production and dissemination of primarily
symbolic goods’ (Hesmondhalgh, 2008: 567). Hesmondhalgh also highlights that
unlike policy and theory of cultural industries, the creative industries’ policy and
theory work with sometimes dubiously broad definitions of the term ‘creativity’
and that they do not take questions of inequality and exploitation into account.

In Europe, but also globally, many studies have been prepared in order to ‘meas-
ure the impact’ or ‘map the contribution’ of cultural and creative industries, either
on the national, regional or local levels. However, in contrast to the body of litera-
ture that documents strategies for regeneration adopted throughout Europe, there has
been limited comprehensive analysis of this area of cultural policies (as well as of
other public policies) in selected countries of Southeastern Europe (SEE). This arti-
cle seeks to help remedy this situation and to identify what is at stake when we dis-
cuss cultural and creative industries in Southeastern Europe. Are we talking about a
whole new model of the development of cultural and creative industries, or a continu-
ation of the existing EU deliberations? In order to try to answer these questions, for
our research purposes we will be using the concept of ‘mixed societies’ proposed by
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Tomié¢-Koludrovi¢ and Petri¢ (2005) in order to define the context of the research in
the development of cultural and creative industries in this region. Continuing on their
previous work we will analyse the situation in the region and question the conditions
in which cultural and creative industries are being developed. In order to carry out
such a macro-level exercise we base our approach on desk research concentrated on
the comprehensive review of the existing literature on the subject, together with the
analysis of the available research reports and studies and on the analysis of secondary
data from different sources (i.e. statistical reports, data, etc.).

Concerning the usage of the concept of Southeastern Europe' one can say that it
is highly contested on historical and political grounds; this region is also referred
to as the (Western and/or Eastern) Balkans — a term that primarily delineates the
historical and cultural space they inhabit. Southeastern Europe as a concept also
carries historical and cultural meaning, which makes SEE and Balkans here com-
plimentary terms. To choose one over the other implies a series of delicate choices;
both terms have their, as Todorova (1997: 184) would say, ‘powerful ontology’.
However, the concept of SEE is deemed as more open and general as Svob-Pokié
notes (2001: 41) making it appropriate against the background of the countries’ in-
tegration into the European Union.? Although these countries have been viewed as
a region throughout the years, Southeastern Europe was never actually constituted
as a true entity (gvob—Dokié, Primorac, Jurlin, 2008: 184). What is more, the SEE
is a rather differentiated whole with many differences not only between the coun-
tries themselves, but also with much diversity within the countries as well, where
the main foci of cultural and creative industries remain the capital cities. Thus, on
the macro level we will try to outline the similarities in this ‘entity’ we label as the
SEE region, and we will examine the differences that can be outlined and which are
relevant for the cultural and creative industries development.

In relation to the notion of the ‘SEE region’ as an ‘entity’, there are numerous hin-
drances: if one takes a look at the level of cultural communication it should be
mentioned that both the international and regional cultural communication is rela-
tively weak and that it mainly develops along the project-to-project basis. As Ob-
uljen (2001: 52) pointed out, due to different political systems, economic circum-
stances, as well as because of difficulties in transport and travel, the intercultural
communication in the region was relatively low. This is still very much present
and it can be said that even the cultural communication that existed between the
countries in the past has in the last twenty years decreased to a minimum. In addi-
tion, if one discusses the specific situation of ex-Yugoslavia then one has to bear
in mind that the cultural communication that existed before the war was stopped
abruptly and that it is only now beginning to be more developed. Thus the inten-
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sification of the ‘regional approach’ is taken from ‘outside’ through the programs
of the Council of Europe, EU programs and initiatives (such as MEDIA, Culture,
Eurimages), UNESCO, and other international organizations and foundations such
as Pro Helvetia, Open Society Institute, European Cultural Foundation, etc. This is
also especially evident in the cultural and creative industries field as well, as it will
be shown later on. After this push from the ‘outside’ it can be said that this cultural
networking is currently strengthening, and with it the exchange of artists and of
selected programmes, projects and cultural goods and services.

‘Mixed societies’ of Southeastern Europe

In Southeastern Europe the beginning of cultural industrialization was evident in
the socialist period, but its true growth begun with the fall of socialism and with the
development of different varieties of ‘capitalisms’ in these countries. In particular,
the industrialization of cultural field implied a reshaping of the models of produc-
tion, distribution and consumption. This ‘cultural transition’ also implied the incor-
poration of SEE cultures in the global cultural flows. These changes included a re-
definition of cultural institutions, (trans)formation of (new) cultural infrastructure,
transformation of cultural work (e.g. changes in the work rights and obligations,
work processes, etc.), changes in cultural legislation, in cultural financing models,
and of a general approach to culture. When discussing the complexity of the tran-
sition processes one has to mention that the parallel processes of continuity and
discontinuity of the former systems have to be taken into account (Kalanj, 1998;
Zupanov, 2002). As stressed by Tomi¢-Koludrovi¢ and Petri¢ (2007: 883), ‘Conti-
nuity with the former period is shown in the way that financing of culture is viewed
as “consumption” and not as investment in production resources, as is the case with
societies that have processes of postindustrial modernization underway’. Thus, in
Southeastern Europe one part of modernization processes (and here one primarily
thinks of industrialization processes) occurred during socialism which presented a
historical aberration (Kalanj, 1994: 133). In this context one can speak of societies
in Southeastern Europe as ‘mixed societies’ (Tomi¢-Koludrovi¢ and Petri¢, 2005),
where the processes of the first and second modernity are intertwined:

In terms of their social structure, the transitional societies are at best ‘mixed
societies’, simultaneously undergoing modernization processes engendering
both “first” and (to a significantly lesser extent) ‘second’ modernity phenom-
ena. What’s more, even this limited extent of ‘second modernity’ configura-
tions can be said to be present only in selected locations, and certainly not
universally across the region (Tomi¢-Koludrovi¢ and Petrié, 2005: 18).
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The first and second modernity are in an intertwined relationship where the latter
continually questions, ‘reflects’ the former. However, what distinguishes ‘mixed
societies’ of SEE from those described by Beck (2001) is their different levels of
complexity and the above-mentioned conditions of this historical aberration. As
one part of the modernization processes occurred during the socialist period, this
thus presents the different developmental framework for the cultural and creative
industries in comparison to their ‘Western’ or to say ‘Northern’ counterparts.

In the countries of Southeastern Europe, like in all post-socialist societies, globaliza-
tion manifests itself as transition and social transformation (Svob-Doki¢, 2005). Here
the structural transition, that is, the transition from nation states and national econo-
mies towards a global economy, has to be distinguished from the systemic transition
— the transition from systems of socialism(s) to capitalism(s). Most of the research on
the transition processes so far has concentrated on the political and economic chang-
es, but less attention has been paid to the changes in the cultural field. In this sense,
cultural transition encompasses processes of social changes in the field of culture that
result in the restructuring of cultural values: ‘radical changes in cultural creation and
cultural production; in organization of cultural activities and general cultural infra-
structure, in changes of cultural institutions and in the stimulation of changes of cul-
tural values and cultural identities” (Svob-Poki¢, 2008: 37). Thus, when discussing
cultural transition the changes present are multidimensional, they occur on the three
following levels: the organizational level, the level of values and the symbolical level
(Cvjeti¢anin and Katunari¢, 1998: 250). The intertwining of continuity and discon-
tinuity that is characteristic of transition processes contributes to what some authors
describe as cultural dualism (Krzysztofek, 1996: 67) that implies the parallelism of
two value systems — one arguing for an establishment of a cultural market and the
other demanding the government support of the financing of culture.

It should be stressed that most of the cultural changes that occurred in the region of
Southeastern Europe are connected to general structural and systemic changes of
the societies in question, and to an overall transitional political and economic re-
structuration. These turbulent times brought into question the status of the cultural
‘subsystem’, as Dragi¢evié-Sesi¢ and Dragojevié¢ (2005) stressed. The authors em-
phasise the factors leading to instability of the environment that were the outcome
of the following occurrences: the crises of public policies and the public sector, the
underdevelopment of the relationships between the public, private and civil sectors,
the crises of positions of institutions and their role in society, the crises of participa-
tion and of cultural market (Dragiéevi¢-Sesi¢ and Dragojevi¢, 2005: 26-27). But
it has to be noted that not all countries went through the crisis in the same way:
‘The nature and depth of the crisis varied across the region, particularly as concerns
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the preservation and transformation of the cultural system’ (Dragié¢evié-Sesi¢ and
Dragojevi¢, 2005: 30). In the last few years the recession contributed to further
deepening of these problems throughout the region.

In this way a change occurred in the region of Southeastern Europe: culture is not
anymore ‘viewed as a burden on the budget or as a symbolic décor of political
power’ (Cvjeticanin and Katunari¢, 1998: 247). Culture started to be more and
more viewed through the different initiatives and creative accomplishments in
cultural and creative industries as well. Hereby the influence of new information
and communication technologies on the production, distribution and consumption
of cultural goods and services also became stronger every day. Individual cultural
practices and participation in the creation and consumption of cultural content have
also become more important. What is more, the rise of these different individual in-
itiatives is evident in the increasing input in the work of the NGO sector in culture
as well. Different forms of cultural production ask for different types of financing,
management and development, whereas this change is not present to an adequate
extent. Hence the cultural policies have started to be approached in an intersectorial
way, where project approach becomes the predominant model, unlike the model
dominant in the past where the institution was at the centre (Dragié¢evié-Sesié¢ and
Dragojevi¢, 2005: 23-24). However, lately the project-based approach has also
shown its negative sides as well mainly as a result of the instability of financing in
systems where there is no tradition of support for cultural and creative sectors from
the private sector and/or where the economies are fragile.

The processes of cultural transition are mostly visible on the level of cultural and
creative industries since they were the first to be influenced by the ‘turbulent cir-
cumstances’ on the organizational and on the symbolical level. The changes did not
occur universally across the region. As an example of some of these changes on the
organizational level, one can highlight the following transformation of (cultural)
infrastructure in the publishing and film industries: the distribution was stopped
and the new one was starting to be established or did not function fully’. On the
symbolical level one has to notice the move from the promotion of the representa-
tive culture of the (then) new ‘elites’, towards an acceptance of the products of the
global cultural and creative industries, and opening towards the products of local
cultural and creative industries. In this context, as it can be seen from the review
of countries’ cultural policies* - the public policies towards cultural and creative
industries in these countries are minimal. It is interesting to note that the major
initiatives in the field of cultural and creative industries came from abroad, mainly
as the programs supported by the British Council, and lately with the support of the
UNESCO International Fund for Cultural Diversity (IFCD).> It can be said that in
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countries of SEE the notion of ‘cultural and creative industries’ has not been wel-
comed without scepticism — the situation is somewhat similar to the one described
by O’Connor (2005: 45).° Thus we are mainly talking about imports of the concept,
since there has rarely been a locally developed initiative that has taken into account
the specificities of the local conditions in order to develop this sector.

On the macro level the important characteristic of the cultural and creative industries
in the local regional context is that they are still relatively weakly developed; they
are mainly small-scale, artisan and craft-related, which is especially evident on the
local level (Svob-Pokié, 2002: 126). According to data provided by Jurlin (2008:
130-131), the input of cultural and creative industries in employment in the coun-
tries of Southeastern Europe is on similar level in Croatia, Bulgaria and Romania
(for year 2004 - 8.4%, 9.2% and 8.4% respectively), while in Macedonia, Serbia and
Montenegro it was lower in the same year (4.7%, 6.6%, and 6.9% respectively).” It
can be said that some of the common problems of the cultural and creative industries
in Southeastern Europe are the problems of small markets, the production in small
series and the heavy influence of international cultural and creative industries, as
well as the problems with the distribution of products (Primorac, 2004: 73).

Therefore, it should be stressed that, like their counterparts on the level of European
Union (KEA, 2006), and the European Commission (2011c¢: 5), the cultural and cre-
ative industries in SEE involve mainly small and medium enterprises (SMEs) and
micro enterprises. In addition, there are differences between cultural and creative
industries involved (e.g. between the companies of the publishing industry and those
of the advertising industry) which have diverse problems and different approaches
to their development. The key division on the policy instruments’ level that can be
deciphered is between those who receive support from the state (such as film, book
and - to some extent - music industry) and those creative industries which are in the
marketplace (such as design, advertising, architecture, multimedia and electronic
publishing) (Primorac, 2008: 20-28). However, the role of the state with regards to
cultural and as well creative industries, this field in the region of the SEE still re-
mains crucial, as it remains the key player (i.e. funder) of these fragile industries.

Global influences - local responses

With their small-scale production and difficulties in distribution, cultural and crea-
tive industries in the region of Southeastern Europe are in a complex situation with
regards to the global cultural and creative industries. It has to be mentioned that
in the region of Southeastern Europe foreign cultural and creative industries have
established themselves as dominant players. On the level of distribution one can

51



Medij. istraz. (god. 20, br. 1) 2014. (45-64)

highlight the American film industry as one of the examples, although it had al-
ready been present in the past in one part of the region (namely, ex-Yugoslavia
which was much more open to the influences from the West than other countries
in the region — but still not to such an extent that can be perceived now). On the
infrastructural level regarding the film industry, the number of multiplex and digital
cinemas (European Audiovisual Observatory, 2012) is on the rise, while the ‘clas-
sical’ cinema theatres have been in decline in the last decade (Primorac, 2004: 65-
66). Consequently on the content level, American production dominates.® When it
comes to other global media enterprises, the agencies of creative marketing, design
and PR agencies have entered the region and have taken over a large portion of the
market.’ It has to be mentioned that the domination of the US production and of the
global media enterprises is not a peculiarity of this region in particular; this is an is-
sue that is present in other (not so peripheral) parts of Europe as well. However, the
impact in other countries occurs on the markets that are better regulated and have a
longer tradition in these sectors.

As a further illustration for this imbalance between the global and the local pro-
duction and consumption in this region, we consider the data on cultural export
and import together with trade balance in 2008 as provided by UNCTAD Creative
Economy Report (2008, 2010), and presented in Compendium of Cultural Policies
and Trends — Council of Europe/ERICarts (2011).'° Their statistical data shows that
the import of cultural goods and services in all the countries of the region is greater
than export. Thus, this makes the trade balance negative for all the countries, where
consequently Croatia has the largest negative trade balance (-550 million of USD
in 2008 respectively)'' while Slovenia is the only country with the positive trade
balance. This shows to some extent that there is room for more participation on
behalf of the audiences of cultural products and services, and that the local cultural
production and markets could therefore be developed further.

This opens up the following questions: in what way can the local (cultural and crea-
tive) production in Southeastern Europe be supported and how can it be presented
on the broader European and global markets? It is very important to approach such
questions on the policy level so as to avoid entering into conflicting situations, as
Breznik (2004: 50) pointed out using the example of the case of European audio-
visual industries, where one can notice the divergence between the policies of the
European Commission and the policies of the Council of Europe and of the Euro-
pean Parliament. On the one hand, selected EU public policies highlight the impor-
tance of strengthening large companies of European audiovisual industries so that
they could be more influential on the European level and more importantly, on the
global level. At the same time, the other set of EU public policies advocates the
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protection of small-scale creative industries in order to resist global audiovisual in-
dustries as stressed by KEA (2006) and European Commission (2007) — a large part
of which is European.'> Here one has to take into account the big global players in
the field of media, culture and entertainment coming from Europe, such as Vivendi,
Universal Music Group, Pearson and Bertelsmann.!* However, one has to note that
these same players are not an indicator of a European influence in this field regard-
ing the type of content distributed through their channels, and of course to an even
smaller extent of the content from SEE.

In this sense, it is important to keep in mind that the knowledge of the market
structures is a significant factor in the relationship between the global and the
local: it is not only the ownership over infrastructure that is important, but the
ownership over the content that is distributed through these channels is relevant
as well. In this way, the influences from the global cultural and creative industries
are visible through the dominance of entertainment shows such as reality shows
as well as different licensed shows of similar entertainment format.!* Moreover,
the public service broadcasters have started to compete with commercial televi-
sions using the discourse of commercial media, which is not only the case in
Southeastern Europe, but on the European level as well. Such examples open
up a discussion about the commercialization of the public media and the poten-
tial homogenization of the media space, but they also question the local redefini-
tion of global models and the hybridization of the cultural formats. It has to be
noted that in most of the countries of Southeastern Europe the new channels of
commercial television that emerged in the last twenty years or so have partly
contributed to the strengthening of domestic production, but primarily by initiat-
ing the production of entertainment shows, soap operas, and to a lesser extent
drama. This enabled a growth of domestic production that is twofold — on the one
hand, an original domestic production is developed, while on the other there is an
emergence of the localization of global formats for a domestic market or a literal
translation of these products. The production of the local creative industries in
Southeastern Europe is therefore important because

the cultural industrialization of the region is inextricably related to social
and political practices that remain discernible and oriented to local cultural
identities and ways of life in spite of the growing transnational influences.
The SEE cultural economy thus differs from the established patterns of eco-
nomic globalization due to the specific role of local agents (Svob-Dokic,
Primorac, Jurlin, 2008: 178).
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Analyzing the successful examples of the local production of cultural and creative
industries, one can notice that they follow the same patterns of global cultural and
creative industries’ successes. Inside the local cultural and creative industries the
‘small replicas’ of the global models are developed, as Breznik suggests (2005: 55):
‘To define the local cultural industry in comparison with a global one, we would
say that it is just like a global one only much smaller’. Furthermore, she suggests
that on the local level, in this case the level of SEE region, monopoles are created
that see the profit as their primary goal while the making of content of longer-
standing cultural relevance is left to the smaller players on the (cultural) market.
What is important is to develop policy mechanisms for strengthening these ‘smaller
players’ as the ‘local agents’ that contribute to the diversification of the scene.

Obstacles for the development of cultural and creative industries

In order to adequately present the situation of cultural and creative industries in the
region of Southeastern Europe one has to point out some of the unifying factors
across the region, that hinder its development; the ‘second modernity’ phenomena
that are still limited in the region. Firstly, one of the obstacles for the development
of cultural and creative industries can be found in the fact that the general level of
human capacities is weak. Also, the level of higher education has been weakened
as Tomi¢-Koludrovi¢ and Petri¢ (2005: 136-138) stressed: ‘Unfortunately, both the
talent base and the quality of higher education in the Southeastern European region
have significantly deteriorated in the period of post-socialist transition’. In addition,
the ‘brain drain’ is still taking place - talented people are still leaving the countries of
Southeastern Europe as indicated by WEF (2012).'* What is more, there is also the
issue of ‘brain waste’ - the trend of scientists leaving positions in academia for better
paid jobs in the private sector (Tomi¢-Koludrovi¢ and Petri¢, 2005: 135). Thus, there
is a general lack of professionals in the cultural and creative industries, i.e. there is a
lack of cultural managers, a lack of professional education of the workers, but also
a lack of understanding of the field (e.g. clients that are not informed of the work
processes, etc.). These data indicate the importance of working on the education of
all (future) stakeholders in this field — be it in cultural management, ICT for cultural
and creative industries, and other. One also has to mention the related problem of
the mobility of the artists from SEE that even now proves to be another complex
issue, since the questions of visa regulations, tax policies, work and labour regula-
tions present obstacles to artists (Vujadinovi¢, 2008: 104). These issues still remain
a problem although (or so to say because of) some of the countries of the region
have become members of the European Union or are soon to be member states.
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One of the problems preventing the strengthening of the export of cultural goods
and services from this region is language: the ‘small’ languages of the region’s
countries limit a better development of symbolical production in the SEE. This is-
sue is also present in other European countries and is not a specificity of this re-
gion; however, they function on the markets that are relatively better regulated and
which have a longer tradition so they can remedy some of the problems. One of the
solutions for the improvement of this situation can be found in some of the sectors
of cultural and creative industries — such as the audiovisual industries and their
practice of co-productions: for example, in the re-establishment of the cooperation
between the countries of ex-Yugoslavia, and a development of those in the broader
region.'® In this case, co-productions are an effective solution for audiovisual in-
dustries that have additional support in the policies of the European Union such as
Eurimages and MEDIA (now under Creative Europe programme). Such solutions
are not fully applicable to other fields, the first being, for example, the publishing
industry. However, due to the lower costs of labour force some of the cultural and
creative industries have become interesting to investors. For example, in film indus-
try some of the SEE countries have become prime locations for high budget films
and series,!” while in the publishing industry they have been used in the spheres
of printing. This shows to be an interesting dual position of cultural and creative
industries in the region — both as outsourcing and outsourced. This could serve as
an illustration of the further elaboration on the aforementioned parallel processes of
the first and the second modernity occurring simultaneously in the region.

In addition, the issues connected to intellectual property rights need to be highlight-
ed in the context of the fast changing digital sphere in these countries.'® Previously
completed research shows that ‘cultural consumption and production in the SEE
region have been executed partly on pirated software, while a certain proportion of
cultural goods have been exchanged through the grey economy’ (Primorac and Jur-
lin, 2008: 82). This comes as a result of difficulties on several levels — firstly, due to
the lack of implementation of legal framework regarding these issues, secondly due
to the shortage of availability and applicability of alternative models and licences
for distributing such products and services, and thirdly due to the generally low
purchasing power of citizens in countries of SEE. In the last decade citizens have
been inclined to use software and cultural products distributed through ‘illegal’
channels and platforms as the prices of the legally distributed products were too
high. It can be said that illegally distributed materials damaged specific cultural and
creative industries, such as music and film and video industry, as well as software
industry. Nevertheless, they opened up communication channels to a much larger
number of participants, and thus its social influence was more significant than the
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fragmentary financial losses that it produced for selected companies. Thus, it can
be said that overregulation that is not adjusted to the digital age stifles creativity
and its development (Lessig, 2004) and that it therefore has to be approached cau-
tiously on a broad scale and thus in the countries of Southeastern Europe as well,
where the situation of cultural and creative sectors is so volatile.

Taking into account the insecure (KEA 2006), Hesmondhalgh and Baker (2011),
(self)exploitative (Ross 2008), that is, precarious position of the cultural workers in
general; the position of cultural workers and artists in the SEE is even more volatile
and insecure due to additional aspects. Not only that these work and employment
positions are insecure as above-noted, but what is more, there are systemic insecuri-
ties as well. The conditions of protection and the sale of authors’ work are highly in-
secure; this is partly due to inadequate legislature (or its inadequate implementation),
which forced cultural workers to create modes of alternative protection of their crea-
tive work (Primorac, 2008: 26). Such cases illustrate the lack of understanding of the
concept of authors’ work and a disregard for the existing legal frameworks among the
employed in the cultural and creative industries and beyond. However, it also points
to the marginalization of creative labour as such, and the unsatisfactory situation of
the cultural market in the respective countries. Although the conditions of those em-
ployed in cultural and creative industries are very diverse, taking into account the
specific fields they are working in, one can highlight that there is a common denom-
inator to these conditions which could be labelled as double insecurity (Primorac,
2008: 39). The first level represents the insecurity of work typical for cultural and
creative industries (part-time work, short term contracts, etc.), while the second level
of insecurity is connected to the characteristics of unstable transitional economies (ir-
regular payments, breach of work contracts, etc.). Unfortunately, the positive sides of
flexibility that are in Southeastern Europe are only applicable to the employer, while
the workers themselves are experiencing only its negative sides. This opens up fur-
ther questions on how to grapple with the dimension of insecurity within the overall
precariousness of work and labour in the cultural and creative industries in general.

Future perspectives?

Southeastern Europe is a rather differentiated whole, with many diversities across
the region, but what can be viewed from this macro level in-view into the situation
is that the conditions for a further enhancement of the local cultural and creative in-
dustries are still not well developed. The notion of the necessity of the ‘second mo-
dernity’ phenomena as mentioned by Tomi¢-Koludrovi¢ and Petri¢ (2005) is still
lacking. Local markets are mainly unorganized and are not connected, and the net-
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working of cultural and creative programmes is minimal. Cultural and other public
policies in this field are almost nonexistent; the models for development imported
from outside of the region are present but are not attuned to the local situation.

Some of the issues that are not specific only to this region are evident: global cul-
tural and creative industries dominate, and their influence is outlined through the
direct placement of their cultural products, but also through the localization of
global formats. Some of the local responses to these influences involve a direct
connection to global markets through their cultural and creative production that is
promoted via specific niches. The players that are not aspiring to the global market
are focused on the local and regional level, where one part of them is reliant on the
assistance of the state.

It can be said that, following a turbulent period, the region of Southeastern Eu-
rope entered a post-transitional phase in the cultural field as well. One can note the
changes that involve a more intense communication with the global trends, which
are primarily evident on the levels of cultural consumption, participation and cul-
tural production. New spaces of cultural interaction are created and new cultural
identities are being shaped — either through the private sector or the civil society
initiatives. The region is moving from models of homogeneous national cultural
identities towards models that put individual choices and participatory models in
the focus, opening towards different cultures. However, the high impact of glo-
bal cultural and creative industries on the one hand, and the weakness of the local
stakeholders on the other hand, put into question this diversification.

Taking all this into account, one should advocate a need for a balancing act and for
further development of cultural and other public policies in the countries belong-
ing to Southeastern Europe. The latter particularly needs developing taking into
account the symbolic value of culture, but it should also recognize the econom-
ic side of cultural and creative sectors without uncritically importing (economic)
models that are not applicable to the local situation. An overall sustainable cultural
development models need to be further developed on a country to country basis
recognizing local specificities and creating local developmental models. Whether
the policies towards cultural and creative industries will be included remains to be
seen.
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ENDNOTES
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In this article the region of Southeastern Europe (SEE) comprises of the following countries: Albania, Bos-
nia and Herzegovina, Bulgaria, Croatia, Former Yugoslav Republic of Macedonia (FYROM), Kosovo, Mol-
dova, Montenegro, Romania, Slovenia, and Serbia. Since it is the youngest among the countries in question
and because the data on Kosovo is rather scarce, it was not referred to it specifically in this article.

Especially taking into account that four of the countries in question are already members of the European
Union (Bulgaria, Croatia, Romania and Slovenia), three of them are candidate countries (FYROM, Mon-
tenegro and Serbia), three of them are potential candidate countries (Albania, Bosnia and Herzegovina
and Kosovo), while Moldova is still taken in the status of ‘other states’.

The former big distribution chains were dismantled and caused a heavy blow to these sectors: i.e.in pub-
lishing this was evident when Office for Book Distribution in Romania folded, SOFKNIGA in Bulgaria
that had a wide distribution which was not easy to take over; while for example in film industry the drastic
drop of cinema halls (two or three times the number) in the nineties in SEE was unprecedented (Primorac,
2008: 21-22).

This can be viewed after analysing country profiles at Compendium’s interactive website — chapter on ‘4.2.3
Cultural/creative industries: policies and programmes’(Council of Europe/ERICarts, 2011, 2012, 2013).

A short overview of these initiatives by British Council is given in Tomi¢-Koludrovi¢ and Petri¢ (2005: 7),
and in Primorac (2007: 58). Publications that prompted from these projects should be mentioned such as
Jovi¢i¢ and Miki¢ (2006), Jorgoni (2007), Zaman and Vasile (2010). Further work in the region was pursued
in the following years as well (i.e. 2012-2013 cooperation with the Ministry of Culture of Macedonia to
help develop the Macedonian creative economy sector; additional mapping exercises in Albania in 2013).
UNESCO supported actions are of more recent date and of indirect nature; they are developed through the
public call where the cultural industries are the key focus of the Fund. In the last two years six projects from
the region were supported through the Fund (more available on: http://www.unesco.org/new/en/culture/
themes/cultural-diversity/diversity-of-cultural-expressions/international-fund/ (accessed: 13/09/2013).

“In St Petersburg, “cultural industries” was an imported neologism profoundly disruptive of local under-
standings of “culture”, and indeed, “industry”. It represented a shift in policy terrain and caused bemuse-
ment and confusion; but it also represented a more visceral shift in the (self-) understanding of Russian
culture and identity that often provoked defensives and hostility” (O’Connor, 2005: 45).

The field of ‘Other business activities’ is the major driver of creative industries” development in all the
observed countries. In Croatia and Bulgaria the field with the highest increase is ‘Recreational, sports and
other activities’, Jurlin (2008: 131).

According to data from European Audiovisual Observatory (2012) ‘estimated market share for European
films in the EU climbed from 25.2% to 28.5% in 2011, back to the‘pre-3D’ levels of 2007 and 2008. Mar-
ket share for US films1 on the other hand fell from 68.5% to an estimated 61.4%. This would be lowest
level since 2001°.

For example, companies such as McCann Eriksonn, BBDO, Ogilvy and Mather, or Grey Group World-
wide have to be mentioned as the dominant companies in the advertising sector.

COMPENDIUM of Cultural Policies and Trends in Europe is a web-based and permanently updated
information and monitoring system of national cultural policies in Europe. It is a long-term project which
aims to include all 50 member states co-operating within the context of the European Cultural Conven-
tion. It is supported by the Council of Europe and managed by ERICarts Institute. More data available at:
http://www.culturalpolicies.net/web/index.php (accessed: 04/04/2014).

For the year 2008, the trade balance for Albania amounted to -103 mil., for Bulgaria -379, Macedo-
nia -71, Moldova -67 (2005), Romania -320, Slovenia +249, and Serbia -292 mil of USD (2007), as
presented in the COMPENDIUM table ‘Cultural imports, exports and trade balance (2000-2008)’,
Source: UNCTAD (2008, 2010), available at: http://www.culturalpolicies.net/web/statistics-markets.
php?aid=112&cid=76&lid=en (accessed, 04.04.2013). Unfortunatelly, there was no new cummulative
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data available for these indicators at the time of writing of this article.

Data from the European Audiovisual Observatory (2005) shows that out of 50 strongest companies in
audiovisual industry 48.65% are American ones, 29.34% European and 14.84% Japanese, while the rest
belongs to companies from other parts of the world.

In October 2012, the two latter companies entered talks on combining their publishing companies.

E.g. Idol, The Farmer Wants a Wife, How Clean is Your House (Freemantle Media); Strictly Come Danc-
ing (BBC One); Deal or No Deal, 1vs100, Operation Triumph, Fear Factor, Big Brother (Endemol Com-
pany), and many more.

!5 For the countries of Southeastern Europe, the index of the ‘Brain drain’ diverges from 1.9 (Bosnia and
Herzegovina and Serbia), 2.1 (Albania, Moldova and Romania), 2.4 (Bulgaria and Croatia), 3.3 (Slov-
enia) to 3.6 (Montenegro) on the scale of 1-7 where (1) signifies that talented people leave the country,
while (7) signifies that talented people stay in the country (WEF, 2012: 474).

16 E.g. Grbavica (Esma’s Secret) (2006) and Na putu (On the Path) (2010) by Jasmila Zbani¢, Karaula by
Rajko Grli¢ (2006), to name a few.

E.g. Bulgarian NU Boyana Studio, Romanian Castel Film Studios and MediaPro Studios.

18 Until recently, the usage of new information and communication technologies was rather low in the
region, but this has been changing rapidly in the last couple of years. According to Internet World Stats
(2011, 2012), the rise of the Internet users in the last ten years has been exceptionally high: this was
especially evident in Albania and Bosnia and Herzegovina in 2011 where the increase from 2001-2011
amounted to 51 900% and 20 485% respectively. When looking at the Internet penetration rate in 2012,
some of the countries have less than 50% Internet user penetration (Albania (49%), Kosovo (20.5%),
Moldova (44.8%) and Romania (44.1%), according to Internet World Stats (2012), while others are com-
ing close to the European average of 63.2% (Like Bulgaria (51%), Macedonia (56.7%), Montenegro
(50%), and Serbia (56.4%). Slovenia, Croatia and Bosnia and Herzegovina have the highest penetration
rate (72.1%, 70.7% and 60%) respectively (Internet World Stats, 2012).
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Polozaj i perspektive kulturnih
i kreativnih industrija u
Jugoistocnoj Europi

Jaka Primorac

SAZETAK

U clanku se analizira trenutacni polozaj i perspektive kulturnih i kreativnih indus-
trija u Jugoistocnoj Europi u kontekstu razvoja javnih politika. Propozicija da je
regija Jugoisto¢ne Europe usla u posttranzicijsku fazu koja ukljucuje otvaranje reg-
ije 1 stvaranje novih kulturnih identiteta testirana je kroz desk research analizu dos-
tupnih instrazivackih studija, izvjestaja i sekundarnih podataka o kulturnim i krea-
tivnim industrijama u Jugoistocnoj Europi. Paralelno uz pregled uvezenih modela
kulturnih i kreativnih industrija pruZen je i uvid u utjecaj globalnih kulturnih i krea-
tivnih industrija na lokalnu proizvodnju i distribuciju kako na infrastrukturnoj tako
1 na sadrzajnoj razini. U ¢lanku je istaknut i nedostatak kulturnih i ostalih javnih
politika u polju kulturnih i kreativnih industrija diljem JIE regije, te je pokazano da
ukoliko su prisutne nisu prilagodene lokalnim uvjetima. Potom je pruzena analiza
faktora koji na makro razini sprjeavaju razvoj kulturnih i kreativnih industrija s
naglaskom na prepreke na razini kako kulturne, tako i informacijsko-komunikac-
ijske infrastrukture, razine obrazovanja, kao i na nesigurnosti rada i zaposlenosti.
U clanku se pokazuje da je situacija u regiji vrlo raznolika, kao i da su uvjeti za
daljnje poboljSanje kulturnih i kreativnih industrija nedovoljno razvijeni. Uzevsi u
obzir heterogenu situaciju diljem JIE regije, u ¢lanku se zakljucuje kako su nuzne
lokalno-utemeljene javne politike za kulturne i kreativne industrije koje ¢e biti
stvorene unutar okvira strategija za odrzivi kulturni razvoj.

Kljuéne rije¢i: javne politike, Jugoisto¢na Europa (JIE), kreativne industrije,
kreativni rad, kulturne industrije, kulturne politike, kulturna
tranzicija.
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