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give light to different backgrounds, imaginaries and 
disciplines. Through articles, artistic contemplations 
and insights, poetic meditations, journals, visual 
essays and academic reflections, it explores in depth 
the performing art scenes in contemporary societies.

stronger peripheries: a southern  
coalition (2020–2024) stands as a European 
cooperation project bringing together eleven arts’ 
management organizations and four research 
institutions from ten countries in Southern Europe 
and the Balkan region. It questioned and discussed 
the notions of “south” and “peripheries”, from 
a sociopolitical and sociocultural point of view, 
providing an opportunity to renegotiate our 
identities through culture and the empowering 
confluence of cultural difference.
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For artists in the performing arts (PA) 
field, particularly those belonging to the 
independent scene, the reasons for remain-
ing in the profession are less connected 
to financial or reputational aspects, but 
rather associated with an internal need for 
artistic creation, acquiring new skills and 
self-growth. Professional biographies of 
independent choreographers, dance artists, 
directors and actors prove the thesis that 
the most significant outcome expectations 
for them are “subjective or intrinsic mea-
sures of career success such as creative 
output and personal development, [while] 
compensation can be considered quite dif-
ferently from traditional rewards such as 
career advancement or salary” (Bennett, 
2009, pp.306–307). Within the discourse 
of career development theories, the mech-
anisms and dynamics of such professional 
development can be linked to the concepts 
of portfolio career, boundaryless career, 
and/or protean career (Defillippi & Arthur, 
1996; Arthur & Rousseau, 1996; Briscoe & 

distribution dependence on project-based 
funding and participation in international 
cooperation processes.

“Put simply, boundaryless [and pro-
tean] careers are the opposite of “orga-
nizational careers”—careers conceived 
to unfold in a single employment setting” 
(Arthur & Rousseau, 1996, p.5). :e dif-
ference between these two models lies in 
the fact that the term boundaryless career 
is primarily associated with transcend-
ing organizational boundaries, while the 
protean career emphasizes a self-directed 
approach to the career, driven by one’s 
own values (Briscoe & Hall, 2002, cited in: 
Briscoe & Hall, 2005, p. 5). In this sense, 
the characteristics of the protean career, 
guided by individual (rather than organi-
zational) goals and capacities, motivated 
by a personal sense of success and prog-
ress (rather than achieved rank, gained 
power and financial compensation) and 
deeply integrated into the value system and 
overall life of the individual, may best suit 

Hall, 2005; Greenhaus et al., 2008; Bennett, 
2005, 2009), which describe the new logic of 
horizontal professional movement—from 
one project to another and from one pro-
fessional context to another, continuously 
enriching the portfolio with new experi-
ences, skills and knowledge. :ese models 
imply working with di'erent employers, 
ignoring traditional hierarchies and career 
progression, or validating achievements 
from outside the employment situation 
(Bennett, 2009, p. 307). Boundaryless and 
protean (artistic) careers belong to an envi-
ronment characterized by economic uncer-
tainty, fewer opportunities for permanent 
employment and greater mobility, as well 
as systemic transformation in which the 
types of actors are diversifying and “tradi-
tional” resources and capacities are fading. 
In other words, these careers arise as a 
necessity prompted by the limitations of 
employment in large institutional structures, 
self-organization of artists (in the form 
of smes and ngos) and production and 

contemporary PA practitioners belonging 
to the independent scene.

Investigating this phenomenon, 
DeFillippi and Arthur suggest that “cumu-
lative career competencies are embodied in 
people’s beliefs and identities (know-why), 
skills and knowledge (know-how) and net-
works of relationships and contacts (know-
whom)” (DeFillippi & Arthur, 1996, p. 320), 
so that their generating is more enabled by 
these new “mobile” career models than it 
is attainable by “non-mobile” (organiza-
tional) careers (pp.318–319). In this regard, 
we can also notice that know-how (and 
know-whom), as predominantly desirable 
forms of capital in contemporary informa-
tion society and knowledge economy,1 are 

1 The theory of knowledge-based  
economics recognizes four types  
(components) of knowledge: 1) know-what;  
2) know-why; 3) know-how; and  
4) know-who. Acquiring different types 
of knowledge involves passing through 
various processes, so know-what and 
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research conducted within the Stronger 
Peripheries project aimed at identifying 
the capacity-building needs of artists in 
Southern Europe. :e aim of the research 
was to gain deep insights not only into the 
declarative needs related to continuous 
professional development of relevant skills 
and knowledge, but also into the function-
ing, challenges and needs of artists on the 
periphery of PA. In line with the project’s 
ideas, the peripheral connotation here re-
fers to artists who are citizens of countries 
on geopolitical peripheries, who live and 
work in rural areas and southern regions 
of their countries, belong to ethnic, gender, 
or other minority groups, or belong to the 
independent scene and are not integrated 
into a greater organizational structure. In 
this sense, the frameworks and methods 
of their work are often incomparable with 
dominant models in the field, which is why 
building di'erent capacities in these cre-
ators logically presents context-specific 
questions and methodical challenges. 

Research Methodology

:e research on capacity-building needs 
was organized over two years through fo-
cus groups composed of five to ten artists 
living and working in partner countries 
who were shortlisted to produce their 
project within the Stronger Peripheries 
open call. A total of 11 focus groups were 
organized and 61 artists were interviewed. 
:e interviews were based on a set of open 
questions that formed two main streams 
of conversation that overlapped: i) skills 
development through formal education 
and ii) existing experiences and needs in 
the context of informal learning, training 
and improvement. Additionally, the dis-
cussion included broader questions about 
the socioeconomic frameworks of artists’ 
work—the position of their creativity in 

the systems to which they belong, the posi-
tion of actors and relationships within the 
system, current cultural policies, and so on.

Before proceeding to the findings 
of the research, it would be good to spec-
ify what is meant by the terms: capacity 
and capacity building. Among the most 
widely applied explanations of the no-
tion of capacity is the one used by undp 
(1998)—“Capacity is defined as the ability 
of individuals, organizations, or systems 
to perform appropriate functions e'ec-
tively, e?ciently, and sustainably.” It is 
important to emphasize that capacities 
are not static but part of a continuing dy-
namic process, and thus the capacity of 
an individual, organization or system is 
never complete or in a steady state but re-
quires continuous renewal and investment 
(Milen, 2001, p.4). :erefore, the concept 
of capacity development refers to training—
increasing knowledge and skills in general, 
while capacity building emphasizes the 
need to build on what exists, to utilize and 
strengthen existing capacities (continuous 
professional development), rather than ar-
bitrarily thinking of starting from scratch 
(p.5). Such understanding of the concept 
fully corresponds to how mapping the 
needs of artists on the periphery should 
be performed, i.e. the context of “support 
to subalterns” so that, besides adopting 
new skills “they could gain self-confidence 
in their own capacities and capabilities” 
(Dragićević Šešić, 2024, p.2).

Results and Discussion

In general, the findings of the research 
show that, despite common problems 
largely associated with belonging to smaller 
artistic collectives, experimental troupes, 
etc., artists from di'erent countries actu-
ally have very di'erent experiences and 
face di'erent challenges. :is is even more 

“essential aspects of the entrepreneurship 
required by artists” (Bennett, 2009, p. 319). 
As such, they are crucial factors at play in 
the sustainability and resilience of artists 
in both local and global contexts.

 “It is common to find artists work-
ing concurrently as a performer, director, 
manager, teacher, and in low-skilled ad-
ministrative and technical roles” (Bennett, 
2009, p. 308), which points to another as-
pect of the phenomenon we are address-
ing here—the trend of horizontalization, 
i.e. de-hierarchization of occupations in 
the field. :e diversity of roles that artists 
undertake is explained also as the “hy-
bridization” of the profession. Analysing 
this in the domain of dance arts, Vincs 
suggests that “hybridity” refers to “a kind 
of bridge through which they [dance art-
ists] are able to expand their work in a 
satisfying way to include/encompass other 
contexts, both within and outside dance” 
(Vincs, 2005). In further discussions, she 
relates this phenomenon to the support 
it provides to the sustainability of artists’ 
work life, but also  the current economic 
climate, which does not provide funding 
for enough artists with public money to an 
extent that would allow them to focus solely 
on their core art practice, whether that is 
dancing, choreographing, or both (Vincs, 
2005). Additionally, understanding hybrid-
ization could be related to: the diversity of 
short- and long-term contracts that require 
a diversified range of skills (from project 
planning and implementation to those 
related to social engagement, audience 
involvement, participation, collaboration, 

know-why is learned through reading 
books, attending lectures, or access-
ing databases, while acquiring the 
other two types of knowledge, which 
belong to the so-called “tacit knowl-
edge” (Foray & Lundvall, 1996),  
requires practical experience.

etc.); responsibilities and duties in the 
context of running one’s own business; 
and, ultimately the fact that (especially 
for dance artists) the working life is rela-
tively short resulting in frequent “career 
transition” (Bennett, 2008). :is requires 
continuous improvement—most often in 
choreographic and teaching skills, but also 
in skills such as cultural mediation, dance 
therapy, curating, working with and within 
the community, advocacy, etc.

:e phenomenon we are describing 
indicates the need for the field of educa-
tion, as well as cultural policy and cultural 
management fields, to clearly establish 
whether and to what extent conventional 
paths of education enable (or inhibit) the 
diversification of skills and knowledge of 
PA artists. Significant questions in this 
context relate to the e'ectiveness of ex-
isting formally acquired knowledge, iden-
tifying knowledge, skills and abilities that 
are missing, and analysing available and 
possible programmes for further profes-
sional capacity building and development. 
Discussions and research on this topic are 
usually characterized by strong polariza-
tion with “classical” training at art uni-
versities and schools on one end, and on 
the other a “non-linear lifelong learning 
process” that involves developing existing 
and acquiring new competencies through 
professional engagement, various work-
shops, masterclasses, summer schools, 
courses, etc. In this discourse each col-
laborative project, to a greater or lesser 
extent, aims to expose the developmental 
needs of artists, mapping competencies 
that can be applied in new and innovative 
contexts, diagnosing knowledge and skills 
that need to be strengthened and those 
that are lacking but are significant for 
artistic sustainability.

Following this trend, on the sub-
sequent pages, we present the results of 
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is a “cultural thing”, while the overall im-
pression is that in systems where formal 
education in the arts is less important 
frequent changes in educational paths 
are more common.

Generally, artists believe that there 
is a strong discrepancy between artistic 
education, the functioning of the artis-
tic sector and European labour markets. 
It seems that the education and training 
provided by faculties in the countries ana-
lysed assume that graduated artists engage 
with large organizational systems (public, 
national ballet, etc.), while the reality is 
quite the opposite. :e vast majority of 
artists are forced (or choose) to work in 
the independent scene, establish their own 
troupes, or work as freelancers project by 
project. However, skills that are essential 
for them in this context (international 
collaboration, management, communica-
tion, marketing, funding, etc.) are almost 
completely absent from academic curric-
ula and training.

The Bologna Process, as well as 
Erasmus, cepus, and similar programmes, 
are partially contributing to the remod-
elling of the education system by intro-
ducing new subjects and project-based 
teaching, and creating a system that pro-
vides greater support for mobility and 
participation in competence development 
programmes. However, this is still not 
enough, especially in light of the parallel 

dramatic arts are studied, while in 
France, conservatoires are under the 
patronage of the Ministry of Culture 
(although there are also numerous 
private schools of varying reputation 
and influence). A similar situation 
exists in other countries such as 
Slovenia, Croatia, Serbia, Hungary, 
where art schools (drama academies) 
are part of the official state univer-
sity system (although private univer-
sities and faculties also exist).

existence of conservative (and outdated) 
mannerisms in defining values, modes of 
communication, and expected outcomes of 
artistic training at universities. According 
to a significant number of interviewed 
artists, this is also reflected in phenomena 
such as fostering a sense of competition 
among students, the authoritative position 
of professors, dropouts from studies, etc.4 
Certainly, there are positive experiences 
of collaboration with teachers who bring 
contemporary artistic tendencies and in-
novative ways of working, but the general 
conclusion is that innovation and updating 
of education methods and content are 
largely dependent on individuals (not on 
the system).

:e system of artistic education in 
PA is also characterized by weak cooper-
ation between di'erent departments and 
di'erent artistic schools, resulting in an 
overall lack of interdisciplinarity in the 
field. Additionally, a stark divide between 
educational processes that consist of the-
oretical research (which takes place at 
universities) and of artistic training (at 
three-year academies) was identified in the 
discussions of di'erent groups. Specifically, 
artists from Italy and Greece speak about 
this subject, claiming that such a division 
also a'ects people’s opportunities to obtain 

4 For example, artists from Hungary  
had provided an extreme example of 
the conservatism within university ed-
ucation, describing the dialectics of 
acting studies where the prevailing 
idea is “you will be famous if you are 
lucky and have good connections with 
famous directors and managers”. Pro-
fessors who are also in high-ranking 
positions as artistic and programme 
directors educate students “for them-
selves” according to their own stan-
dards, for future collaboration with 
them, which is why many talented indi-
viduals who do not fit the projected 
image “fall out of the system”.

important considering the perspective of 
artists outside the European Union, who 
are on the periphery in a narrower sense 
of the word, and whose feeling of (geo-
political) marginalization often includes 
the impression that artists from the EU 
share common (diverse and extraordinary) 
developmental perspectives. However, the 
reality is that even among them, opportu-
nities di'er greatly, a'ected by factors 
such as national policies, di'erent educa-
tional infrastructures, di'erent cultural/
educational/political heritage, di'erent 
socioeconomic circumstances, etc.

:e observed di'erences also relate 
to various roots of identified feelings of 
isolation. For example, artists in Portugal 
speak of great di'erences in the opportu-
nities for artists in large cities compared 
to smaller and rural areas; artists from 
Hungary feel sidelined due to a rigid po-
litical system that emphasizes di'erenc-
es between them “in the East” and col-
leagues from Western Europe; artists from 
Romania focus on the specificities of the 
transitional artistic system in which “three 
sacrificed generations” have been operat-
ing;2 while Italian artists, speaking of the 
marginalization of their practices, mention 
how classical formats and institutions are 
still the focus both of cultural policies and 
the audience. On the other hand, artists 
from Greece and Croatia share a sense that 
the independent dance and drama scene 
is marginalized within interdisciplinary 
research, that, in contrast, represents the 
dominant contemporary trend.

2 The aforementioned pertains to 
the generations that have worked and 
are working within the circumstances 
of the sociopolitical transition 
that commenced in 1989 and formally 
concluded in 2007 with Romania’s 
accession to the EU. However, various 
challenges persist within Romanian 
society in this regard.

And the dominant narratives in the 
groups di'er. In some groups the focus 
was on administrative and business skills, 
in others on project writing and manage-
ment, yet others on the conceptualization 
of artwork as socially transformative and 
work with the local community. However, 
despite these di'erences all groups iden-
tified that education and training sys-
tems react slowly to new challenges in 
the performing arts, which leads to an 
obvious disparity between undergradu-
ate curricula, the realities of professional 
practice (especially in the independent 
scene) and career opportunities. Artists 
often distance themselves from discus-
sions of this kind—emphasizing that com-
petencies are not the problem but rather 
the framework (social, economic, legal) 
in which they work. :is said,—they still 
agree that determining what additional 
skills and attributes are needed for PA 
artists seeking to build sustainable careers 
outside traditional (public) institutions in 
this field would be significant in further 
developing the scene as a whole.

Borders of Formal Education

Regarding the question “To be or not to be 
a graduate?” i.e. how important studying 
art is for PA artists, the answers di'er. 
:is depends less on the domain of work, 
and more on the artist’s nationality (coun-
try of residence). For example, in Italy 
studying is “only something you do for 
yourself” and “no one cares about the 
qualification you have”, while in France 
not only the diploma but also which school 
the artist comes from significantly chang-
es their position.3 Artists agree that this 

3 Art schools in Italy are not part 
of the public university system, with-
in which only history and theory of 



s t r o n g e r  p e r i p h e r i e s 466 #  6  r e c o m m e n d a t i o n s  f o r  a c t i o n 467

knowledge of di'erent social contexts, 
history, art history, etc. 

:e multilateral logic of cooperation 
within EU framework programmes e'ec-
tively enables numerous learning benefits 
stemming from intense engagement with 
diverse traditions and practices, numerous 
cultural/professional/systemic di'erences 
(Klaic, 2007, p.125), but also entails numer-
ous organizational risks and a constant 
danger of artistic failure (p.124). :erefore, 
the “articulation of artistic, strategic and 
relational competences” (Farinha, 2012, 
p.225), i.e. a combination of specific and 
meta-competencies (acquired through 
the process of personal development that 
largely surpasses university education) 
becomes necessary. Many of the required 
skills actually are learned only through 
general education and experiences gained 
in a narrower (family) environment, and 
are dependent on previously acquired ed-
ucational, social and cultural capital. In 
that sense, the necessary competence set 
becomes “normal” for some artists, while 
for others, it represents a gap that needs 
to be filled through additional work and 
learning.

When the System Fails to Help

In discussing the experiences of artists 
from the perspective of education, life-
long learning and collaboration, a critical 
reflection of the political system and its 
e'ects on the development of artists in the 
PA field also emerges as a transversal topic. 
:ese e'ects are most often assessed as 
negative (or at best insu?ciently stimulat-
ing), reflected in stories of a continuous 
struggle to maintain production with in-
su?cient funds; the impossibility of long-
term planning due to inadequate financing 
models; dependence on generally unreli-
able political systems at the national level 

(e.g., sustainability of artistic programmes 
and projects dependent on election re-
sults); allocation of public investments 
to develop cultural and educational infra-
structure focused primarily on major and 
larger cities; (geographical) centralization 
of cultural, as well as educational, content; 
and cultural policies with a focus on pub-
lic institutions. Particularly, artists from 
Hungary, Italy and Portugal speak of the 
existence of a “system” (that they equate 
with cultural policy), which determines the 

“context and rules of the game”. However, 
they feel that the system barely knows and 
recognizes them, which is emphasized in 
economically weaker environments, small-
er regions and cities (or in more extreme 
sociopolitical circumstances).6 On the other 
hand, according to artists in France, their 
support system encompasses an impres-
sive range of instruments that enable the 
sustainability of work for independent art-
ists (funding, co-productions with larger 

6 The vast majority of artists are 
distrustful of decision makers—poli-
ticians, but also managers of cultural 
institutions, programmers, etc. They 
claim that people in high-ranking  
positions are often politically  
appointed, lack information and 
knowledge about PA (and even train-
ing in this field). Moreover, there 
is a strong antagonism towards deci-
sion makers and cultural policymakers 
in some cases. For example, discus-
sions with Hungarian artists leave a 
very strong impression reflecting an 
extraordinary educational infrastruc-
ture trapped by traditional and  
regressive practices and curricula; 
and exceptional artists who say that 
they do not feel comfortable talking 
about capacity-building paths when 
they are worried about their exis-
tence as artists due to a populist, 
manipulative political system that 
cancels them, refusing them the time 
and space for expression.

professional work (and opportunities to 
access further, postgraduate education). 
:ey note that there is a huge gap between 
theory and practice, which leads to polar-
ization in career terms—“either you are a 
researcher/theoretician or an artist”.5

Contrary to this, interviews with 
artists from Romania suggest a certain 

“paradigm shift” in formulating the con-
tent and outcomes of education in the 
field, related to current attempts by uni-
versities to “regain the public mission of 
art”. In addition to training artists for 
the stage in the most classical terms (for 
actors, directors, set designers, choreog-
raphers), universities are now developing 
programmes (especially at the postgradu-
ate level) aimed at educating professionals 
who use artistic skills and knowledge in 
the service of community intervention, ed-
ucation, activism, etc. :e phenomena and 
processes behind such intentions certainly 
relate to the rapid decline of traditional 
employment opportunities for PA artists, 
but also the trend of linking art with ed-
ucation, socially responsible and socially 
transformative action, which particularly 
finds support in the civil sector and EU 
funding policies. 

The International Path of  
Capacity Development

Artists mention the importance of train-
ing abroad as a route to accessing addi-
tional education. Moreover, the further 
south the artists are, the more important 

5 An interesting finding in this 
regard is that in Italy, there is not 
even a PhD programme in performing 
arts, so this type of advanced train-
ing involves studying abroad (and 
even then, it is almost impossible to 
accredit the acquired qualification 
in Italy).

international experience (through educa-
tion or work) becomes, among other things 
as a means of recognition and gaining re-
spect. Artists from Greece, Croatia, south-
ern Italy and Romania testify to positive 
experiences attending longer and short-
er study programmes abroad—mostly in 
Western and Northern Europe, but also in 
America. Additionally, artists emphasize 
that it is impossible to circulate their work 
(even within national borders), so inter-
national cooperation is also mentioned 
as a possible way of “extending the life 
of production”.

On the other hand, these integration 
and engagement opportunities on the in-
ternational scene pressure artists and art 
organizations (from EU funds, national 
cultural policies, international organi-
zations, to educational and professional 
networks) to adopt internationally-orient-
ed and entrepreneurial ways of working; 
essentially to become “cultural operators” 
(which entails roles as diverse as entre-
preneur, manager, mediator, connector 
and networker) and create “spectacular 
or complex (consortium, network) proj-
ects that are demanded by public donors 
such as Creative Europe” (Dragićević 
Šešić, 2020, p.44). In other words, the 
perspective of mobility and working on a 

“common European stage” requires artists 
to develop specific competence sets rang-
ing from planning projects and placing 
artistic ideas in a broader (social) con-
text to presenting and pitching an artistic 
concept. An artist must be polyglot and 
familiar with digital tools, have strategic 
and managerial competencies—the ability 
to negotiate, hire, discuss and evaluate 
achieved results. Furthermore, as interna-
tional work involves collaborative projects, 
skills that include communication and 
collaboration, adaptability and flexibility 
are becoming more important, as well as 
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regions; the tendency for professionals 
of this type to be oriented towards the 
more economically profitable fields such 
as advertising and the media industry or 
the institutional theatre (where they main-
ly undertake administrative tasks); their 
insu?cient understanding of the concept 
of creative production.

Another notable aspect pertains to 
the imperative for artists “to be better 
informed”. :ey emphasize the neces-
sity of learning and adopting new social 
practices, participatory methods, and 
community cooperation. Taking into 
consideration the topics of collaborative 
projects that advocate for social trans-
formation, but also the immanent need 
for social intervention, artists wish for 
greater peer exchange on the topics of 
possible contributions of PA to social co-
hesion, accessibility, inclusion, gender 
equality, cultural mediation and ecological 
justice, through organized meetings and 
residential programmes that bridge social, 
political and artistic aspects. Speaking 
about the importance of community arts 
as new ways of exploring personal and 
collective identity and mapping common 
space between communities’ and artists’ 
needs, those interviewed also mention the 
need for more space and time oriented 
towards researching other fields (such as 
history, sociology, psychology, philosophy, 
philology, theology, etc.). As previously 
mentioned, artists in various contexts 
emphasize the importance of the research 
process in artistic work on the one hand, 
and on the other hand, the exclusive focus 
of formal education on developing prac-
tical skills and abilities. :e impression is 
that, although not explicitly articulated, 
a prevailing attitude among artists is that 
the implementation of artistic research 
courses at all levels of study would be of 
great significance for future generations 

(currently, this type of course is present 
only in doctoral artistic studies which 
are still not standard in the majority of 
countries in Southern Europe). 

When addressing barriers to partic-
ipation in capacity-building programmes, 
artists commonly cite economic con-
straints and limited accessibility to them. 
For instance, artists from Hungary high-
light the necessity of informal education, 
particularly in the field of dance, but also 
its exclusivity due to the high costs as-
sociated with courses and masterclasses. 
Similarly, artists from Italy point out that 
the overall system of artistic education 
and training mirrors class divisions, un-
derscoring the importance of scholarships 
and talent support programmes. Artists 
speak about the lack of shared spaces and 
venues for exchange, insu?cient collab-
oration with professional associations in 
developing workshop programmes, as well 
as constraints related to time and financial 
resources (e.g. per diems for participation 
in the capacity-building and residential 
programmes are very rare). Additionally, 
more limited development opportunities 
for artists with disabilities are identified 
as a problem. In theory this topic is wide 
open and there are various initiatives, but 
in practice inclusion is still insu?ciently 
achieved. Moreover in this context, the 
Italian artist’s view that practices of this 
kind are actually much more common in 
Southern Europe is interesting, because 
while the North is concentrated on the 
mainstream models, “the South is hungry” 
and is looking for new areas for winning 
funds and innovations.

Lastly, artists bear witness to the fact 
that the inability to articulate one’s ideas 
and experiences in their native language 
constitutes an objective barrier in the (col-
lective) processes of exchanging know-
how and building capacities. :is was 

institutions, competitions, etc.),7 although 
they also emphasize that opportunities to 
access that system often depend on per-
sonal connections with people in decisive 
positions, which is related to the aforemen-
tioned importance of educational capital.

Skills We Need, Skills That Trouble Us

Among the developmental needs identified, 
artists primarily point to the importance 
of acquiring techniques and methods for 
e'ectively communicating artistic work, 
self-promotion skills, as well as the ability 
to contextualize artistic ideas and articu-
late project proposals. Furthermore, art-
ists leading small artistic groups highlight 
the need for training aimed at developing 
the skills required for everyday business 
operations, which encompasses training 
in project management at an intermediate 
level which incorporates the development 
of administrative competencies, financial 
management, time management, network-
ing and marketing. 

Conversely, there is a prevailing sense 
of dissatisfaction among artists regarding 
the pressure to “be managers” and/or to 
conform their artistic work to predefined 
frameworks, often imposed by applica-
tion requirements that aim to align artistic 
ideas with the objectives of various social 
agendas. It appears that for artists, achiev-
ing and demonstrating broader societal 

7 The conversation with artists 
from France highlights their differ-
ent understanding of the concept of 
an independent artist. “If you are a 
professional artist in France, you 
are a contestant/competitor? Getting/
competing to get? (financial) help 
anyway… you are still part of the sys-
tem.” For them, artistic independence 
manifests in their dependence on the 
public sector, or in their “indepen-
dence” from the imperative of selling 
in the market.

(instrumental) goals is becoming increas-
ingly important, while the direction of their 
work is being determined by the objectives 
of EU funding calls. Letunic observes that, 
in accordance with the criteria set by CE 
calls (up to 2020), as well as national and 
transnational policies, artists and artistic 
collectives have mostly oriented themselves 
towards an “audience turn” (Letunic, 2019, 
p.46). Without questioning the general 
importance of the process of developing 
and diversifying the audience, pressure 
on such an orientation evokes various feel-
ings among artists and curators—from un-
derstanding this agenda “in accordance 
with contemporary populist politics”, to 

“alienation of art from itself”, meeting the 
“criterion of visibility”, or (more positively) 
bringing artists closer to the “real interests 
of the community” (pp.344–346).

In any case, the problem is that these 
goals (as well as other globally advocated 
goals such as contributing to the inclusion 
of art, gender equality, ecological justice 
and so on) simultaneously represent a 
di?culty for artists, who often struggle to 
find an adequate language or understand 
how to respond to these expectations. 
Nevertheless, artists themselves consid-
er it essential to strengthen skills relating 
to broader social contextualization, con-
ceptualization and the presentation of 
artistic ideas, particularly due to their lack 
of financial resources to delegate these 
tasks to others, but also because of the 
identified shortage of cultural managers. 
Artists from almost every focus group 
specifically highlighted the lack of people 
with this professional profile, indicating 
the following: the lack of freelance cul-
tural managers willing to work with small-
er companies, troupes and independent 
artists; the lack of production managers, 
touring managers, administrative man-
agers in the periphery and in the rural 



s t r o n g e r  p e r i p h e r i e s 470 #  6  r e c o m m e n d a t i o n s  f o r  a c t i o n 471

top down and bottom up, which implies 
interplay between cultural policies, in-
ternational recommendations and funds, 
local municipalities, the civil sector, pro-
fessional associations, cultural mediation 
organizations, academic communities and 
artists and artistic organizations.
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identified not so much through responses 
to questions but rather through accom-
panying comments on the topic of one’s 
own expressive capacities in the English 
language. Furthermore, in conversations 
with artists, a stance emerges suggesting 
that capacity-building programmes and 
international cooperation (which often 
go hand in hand) are significantly shaped 
in relation to the top-down advocated and 

“generalized” developmental needs of the 
PA field. Capacity-building programmes 
and international cooperation are seen in 
this way both in organizational and sub-
stantive terms and not only in the sense of 
the English language, but also more widely. 
:is finding confirms the thesis present-
ed in certain academic works that delve 
deeper into the specificities of periphery/
margin/subaltern, which is that processes 
of internationalization (as well as educa-
tion in culture and art)—continue to be 

“more westernization with an emphasis 
on Anglo-Saxon knowledge and trends” 
(Dragićević Šešić, 2020, p.47).

Conclusion

Today, performing artists need to artic-
ulate both specific and generic skills and 
knowledge proportionally. Moreover, as 
the degree of their peripherality on the EU 
common stage increases, so does the need to 
shape an “ideal mix” of meta-competencies  
and competencies closely related to the 
artistic field. With an “unfavourable” geo-
graphical position, being outside larger 
organizational structures and engaging 
in alternative and experimental artistic 
forms, there is a growing need for con-
stant capacity building and strengthen-
ing. :is is because the choice of protean 
careers, i.e. orientation towards mobility, 
flexible understanding of roles, di'erent 
working contexts, self-assessment and 

continuous learning and skill improve-
ment, is motivated by an internal need 
for achievement but is also a means of 
achieving resilience for these artists.

Based on the findings of research—
mapping a wide range of capacity-building 
needs for artists in Southern Europe, and 
considering that the current performing 
arts production and distribution system 
in Europe is geographically and sectoral-
ly (as well as genre, ethnicity, gender) 
imbalanced, we come to the conclusion 
that it is important to advocate for the 
creation of a fairer and more accessible 

“framework for people to obtain a wide 
set of skills, including hard skills, social, 
interpersonal and creative skills in order 
to be able to work in a multidisciplinary 
and diverse environment” (pearle, n.d.). 
:erefore, the objective should be the cre-
ation of a support system that could help 
to address the spectrum of issues within 
the continuous professional development 
in the European PA field characterized by 
positions of centre and periphery, which 
imply the acknowledgement of the thesis 
that “thinking from a subaltern epistemic 
location” (Dragićević Šešić, 2024, p.2) is 
a possible guideline for future alternative 
and innovative ways to develop. In this 
regard there is no need to strive for the cre-
ation of the singular development matrix 
through which the “weak become strong” 
by adopting globally advocated knowledge, 
but rather to devise various original ways 
to develop specific competencies that will 
be contextually implemented based on pre-
viously identified needs and the capacities 
of the artistic community. Considering that 
this is closely related to the needs of the (lo-
cal) community, i.e. that the development 
of creators and the development of the 
audience should be complementary pro-
cesses, capacity-building programmes for 
artists need to be planned and implemented 
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