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Preface

The advent of the Year of Intercultural Dialogue presents a welcome opportunity to analyse this newly-minted concept. Coming on the heels of ‘multiculturalism’ and ‘cultural diversity’, it offers the potential for moving forward, but at the same time contains a number hidden trip-wires.

In theory, it represents a valuable arena for co-operation, enhanced mutual under​standing and a measure of cultural transformation. However, it cannot – as this paper attempts to argue – be considered in isolation, away from broad social issues con​cerning not only equality but the even wider ones around rights and citizenship.

Interculturalism is a complex area, far from being a synonym for ironing out uncom​fortable differences or – as Dragan Klaic has warned – an agenda for ‘pacifying’.

This paper is structured to

· Define the possible types of intercultural dialogue

· Pinpoint the areas dealt with in this exercise by ERICarts

· Trace the overall patterns that have been seen to lead to interculturalism in the arts
· debate the value and place of a multicultural policy 

· survey the major strategies for achieving interculturalism, and the anxieties that accompany them

· recommend a focus for future policy action.

It has deliberately eschewed an academic format, with accompanying footnotes, hoping that this will allow it to be broad and accessible.

Framework

There are as many interpretations of ‘Intercultural Arts’ as there are of ‘cultural diver​sity’. It could be taken to mean any (or all) of the following:
· Formal cultural relationships (cultural diplomacy) across national boundaries

· Artist-led partnerships across national boundaries
· Diaspora connections with communities of the same ethnic origin settled in other countries

· Work within a country that is the outcome of different cultural perspectives, styles etc interacting creatively

· Partnerships between arts groups or artists within a country based in different traditions

· Attempts by mainstream arts producers, managers and directors to respond to and take in new cultural perspectives and voices.

The complexity is compounded by the diversity in terms of players. An ‘ethnic mi​nor​ity community’ (or individual from such a background)can mean:

· An indigenous national minority with its own distinctive culture (eg Basques, Welsh, Roma)

· Parallel cultural/linguistic groups (eg Flemish and French-speaking communi​ties in Belgium)

· Long-established group/individual, and sharing in language and ‘history’ (eg post-empire) of the settlement country
· Economic migration, impelled by natural disasters, famine etc

· Refugees fleeing persecution/war-zones.

Each of these brings in new factors, constraints, potentials, agendas; and each demands, in response, very particular policies.

And all of them operate within the context of national and international policies and events. These include, for instance:

· The fall-out from 9:11, leading to decreased tolerance of difference, espe​cially of Muslims
· Economic prosperity or downturns and the impact on the pressure on jobs, housing etc

· Demographic factors – eg ageing populations. 

For all of these reasons, Interculturalism in the arts cannot be contained simply within the orbit of cultural policies. 
It is strongly affected by social policies that lead or do not lead towards equality, openness and integration. One of the difficulties experienced so far has been the tendency for governments to segregate diversity in one or other camp: social or cultural. The focus of each of course differs, with the former (very broadly speaking) dealing with ‘problems’ (discrimination over jobs, housing, schooling etc) and the latter dealing with cultural voices and the imagination.
The ERICarts study has the advantage of being able to look across the broad spectrum of diversities since the focal elements identified in discussion by experts are in fact relevant across categories.  These are situations that:
· Aim (consciously or unconsciously) to reach and generate a deeper understanding
· Are equal in terms of relationships between participants

· Are transformative in affect in terms of cultural ‘product’ and attitudes
· Are sustainable 

· Can provide transferable models

· Increase participation and access to cultural citizenship.

These criteria mean that arts that focus simply on maintaining one culture, of what​ever background (including state funding for the perpetuation of traditional culture) would not qualify. The strength of Interculturalism lies in its potential for creating meeting places for different views, backgrounds and cultures and hence act as a cauldron for change. 
Arts Development –how intercultural arts develop
Every community and individual brings their culture with them when they settle in a new country. 
In their early days, it tends to be hidden, to be contained within communities, and to have a binding function. It serves to retain a sense of loyalty to ‘back home’ and to transmit that to the new generation. Numerous associations have been set up by migrants across Europe with just that function – eg Surinamese in the Netherlands, Finns in Sweden, and a large number of different Caribbean island communities in Great Britain. The support given them by cultural or social state agencies is in recognition of their much needed social function.
When visible on the wider stage in early days of settlement, cultural activities can often be enlisted by governments as part of community relations initiatives, in order to present immigration in its most appealing and comprehensible form. Evenings of ‘migrant culture’ are put on to display colourful/exotic facets of different home cul​tures. These exercises come to be viewed with increasing disfavour by many of the artists concerned. But in one aspect they were accurate, for they presented the arts as non-professional, a fact of early settlement when few migrants could have the luxury of living off their art.

Once the new generation has come into its own however, the agenda has to change. However, the memory of a funding policy that originally focused – rightly at that point - on ethnic specificity lingers on. It continues to apply, in other policy spheres, where administrations have to take into account the various needs of ethnically distinct communities – for instance, information in different languages, and separate facilities for women from conservative communities who would otherwise not have had access to health provision in particular. This elision is at the root of the common misappre​hension nowadays that cultural policy supports and indeed encourages the per​petuation of traditional arts and culture in migrant communities.

Multiculturalism – good or bad?
In fact, cultural policy across the EU has - pragmatically – separated itself from a focus on ethnic difference quite soon time ago, for a number of reasons. 
Firstly, it has been the result of the passing of time. As migrant communities become more established, their reliance on community links as their sole focus declines. Secondly, they have more of an investment in mainstream culture and make more demands on the state than their parents, seeing support as a matter of right. And thirdly, there has been a shift in thinking across Europe and the mainstream overall has begun to seek ways in which to reflect their societies more accurately.

So the National Theatre of Norway, for instance, encouraged immigrant actors to come and work with them. The country’s arts council, the Norsk Kulturrad, estab​lished a unit to devise an approach to cultural diversity. The United Kingdom was an early player in the game because it had a longer history of immigration; its incomers also formed large cohesive communities which encouraged cultural infrastructure. The publication of ‘The Arts Britain Ignores’ in 1976 opened the doors to a broad-based debate over the relationship of new culture with traditional British culture.

The relationship of new with old continues to be an ongoing issue, for while commu​nities mature across the EU, new communities are constantly entering whose cultural profile and needs replicate that of their migrant predecessors.  

It is very clear that there is growing anxiety now across the EU about integration, and growing confusion over where the lines of acceptability are to be drawn. Is it accept​able or insensitive to display the decapitated head of the Prophet Mohammed (and other faith leaders) in a German opera? Are cartoons just innocent cartoons, even though they are – again – of the Prophet?  Is a play in Britain that portrays crimes within a Sikh temple just a work of art, or were violent Sikh protesters justified? 
These examples – and many more – show how very vital the area of Interculturalism is. For interculturalism is precisely where these debates should properly take place.

But how is it achieved?

Very often it comes from traditional – or even multicultural – roots. Examples like the robust Zenneke festival that is such a vibrant presence in Brussels’ city centre are based firmly in communities. Contemporary dancer/choreographer, Akram Khan, had his baseline training in Britain in North Indian classical dance. When interviewed as a child, he declared he would never leave his guru, but the opportunities of the wider cultural world encouraged him, as an adult, to learn western contemporary dance and then create his own superb brand of work. 

It can be argued that a multicultural focus is a necessary phase – and more than a phase: arguably, a vital stepping stone or springboard.  It plays an important role in three particular ways. It firstly works against the tendency for immigrants to be seen in terms of social problems –  needing housing, education, language teaching, health provision and so on. Multiculturalism recognises that migrants are more that that. They bring their own voices, drawn out of long histories, imagination and life experi​ences. They show people as people, in a rounded and more human perspective.

Secondly, it changes the goalposts for the arts that always exist, albeit often hidden and in back rooms. It brings them out of a cultural ghetto into a wider stage. This process works against parochialism and protectiveness. It allows artists to expand, and to see that they can operate on a wider stage. It is a step in integration.
Thirdly, the arts that result can have a very particular quality. Every community comes with its distinctive cultural voice. Acknowledged and given space, then experi​ence shows that it undergoes a process of change. It takes in more influences, acquires a broader resonance and speaks to more people. It becomes a bridge – or ‘intercultural’. 

These arts that develop can be not only extraordinarily rich, but also indices of a changed society. Akram Khan’s dance work exists in that ‘in-between’ space. His rigorous classical Kathak background has given him a firm foundation for a number of creative liaisons with western contemporary dance and dancers. His sense of security and knowing who he is has allowed Khan to explore eclectically. Works like his most recent collaboration with the Royal Ballet dancer, Sylvie Guillem, resulted in a charming piece that showed interculturality in action – a frank ‘conversation’ and a fusion. Shown widely around the world, it cannot be typecast in terms of ethnicity. It is quite simply, British, of our life and times today.

UNESCO’s 1995 report, ‘Our Creative Diversity’, used the phrase ‘a shared space’. It is an increasingly relevant aspiration. Countries across Europe have found that it is impractical to expect minorities and migrants to abandon their cultures: nor indeed is it in countries’ own interests either. Those arts have been seen to act as catalysts and stimulators and forces for creative transformation. A ‘shared space’ offers a place in which new ideas and values can be publicly recognised and can dialogue. The first study in the series ‘Cultures and Globalization’ focused on Conflicts and Tensions. It identified ‘civility’ as an aim, defining it as ‘the agreement to disagree agreeably.’
But how can that space be reached?
Strategies   
This is not an automatic process, even though some exceptional artists might make the journey on their own. It needs interventions – examples prove – in order to create the opportunities that allow newly interacting arts to germinate.
Sweden for instance used its Year of Multiculture to lean on major institutions to get them to open their doors more fully to new Swedes. We will not of course know for some time whether the strategy succeeded on a long–term basis. The Flemish authority of Belgium has applied a 10% quota – a reflection of the fact that its popu​lation is 10% non-indigenous – to be spent on non-indigenous arts and artists – a strategy used by the Arts Council of Great Britain with a 4% quota in the 1980s. Cross-border networking organisations are also turning their attention to the whole matter of equal access. EFAH has been auditing its members to establish how far their governance and programming is ‘diverse’.

The UK has instituted a series of ‘fast track’ programmes designed to create an entry into cultural institutions that have been exclusively or predominantly white. These in​clude publishing, the broadcast media, museums curatorship and theatre administra​tion. It has been greatly aided by a change in the law that makes it mandatory for major funded organisations to be able to demonstrate that they are working towards racial equality.

Declared or not, a consensus is growing that the key to integration is a focus on equality. Although there is no research yet that will underline this thesis, the argu​ment is hard to fault, and so obvious it is only surprising that it has not been stumbled on before. Perhaps this is because it is encountering resistance – not for the principle but more for the process. Equality has to mean a rearrangement: new people cannot come in without some people going out. And change as a whole can very often be seen as deeply threatening – hence the moves towards establishing cultural canons, core values and essential identities. 
Nor – it must be stressed – is it always popular now with its putative beneficiaries – artists of different cultural backgrounds.  In the UK they are expressing increasing unease over policies that can be deemed ‘essentialist’, and that they feel identify artists in terms of their ethnicity rather than of their vision. This is compounded by similar disquiet amongst another body of opinion that fears ‘instrumentalisation’ - using the arts for social ends. Could ‘diversity’ paradoxically work against artistic freedom rather than enriching it?  Do ‘group rights’ conflict with ‘individual rights’?  

‘Years’ are often regarded with deep cynicism by many artists, and their ultimate value has been questioned. (Both Sweden and the UK’s ‘years’ were roundly criti​cised for low funding.) However, some countries feel it is a useful opening gambit. In the long term, they can only be justified if they are indeed seen to have been a way of opening out opportunities, confounding prejudices and changing societies. 

The intercultural space - in other words - offers dilemmas as much as treasures. But this should cause no surprise, for the whole theme connects with profound debates that arise quintessentially from migration. They centre around the core questions over the nature of citizenship – rights and duties in the cultural sphere as well as in the political and social spheres; around the nature of national cultures and their pro​file; over the role of the transient migrant who – unlike earlier migrants – does not seek to put roots down. Countries who had traditionally been countries of emigration – such as Ireland, Italy and Greece – have now found themselves countries of immi​gration, and are struggling to find a modus vivendi with this new fact. The UK – used to migrants with some identification with Britain from the aftermath of Empire – has found itself hosting substantial body of Polish and Bulgarian workers whose aims and aspirations are far less familiar.  

It is an uneasy space as well as one with vast potential. And that fact alone indicates that the Year of Intercultural Dialogue is arriving at a highly relevant time. For a start, it can offer a focus to this very particular transition, a stage in which member-states need to understand and accommodate the new in all its various guises. There can be no doubt that these themes will be played out around Europe for as long as we can look in the future. The Year, in other words, should be taken as an opportunity to address themes not only in 2008 but to the long-term future.
Future Issues 

· Desire amongst some member-states to define common values and root heritages

· Divided opinions about the desirability of a recognition of ethnic diversity, seen to be at the expense of commonality

· Varying levels of understanding of the nature and possible role of intercultural arts.

· Lack of clarity over the way in which the UNESCO Convention on the Protection and Promotion of Diversity Expressions could be implemented by different member states.

· Changing  nature of the EU after enlargement, the Treaty, and political shifts in different member states
· Anxiety over what could be seen as fragmented societies and their ability to encourage terrorism

· Debates around the way in which different faith systems co-exist – the difference between group rights and individual rights; the extent of citizenship.

Needs

If interculturalism is indeed linked to equality, a major function of the Year should be in supporting research to establish the linkage since only incidental evidence and case studies currently exists to bolster the belief. (Much quoted texts – such as Tony Bennett’s ‘Differing Diversities’ and, more latterly Kevin Robins’ for the Council of Europe – both focus on diversity.) 
Secondly the Year should be used to kick-start a far-reaching and sustainable focus on interculturalism. 
There is a major job to do, to win over hearts and minds since an alarming backlash – based on fear and misinformation - is developing against diversity, vide the growth of anti-immigration parties: eg Denmark, Sweden, France and the UK. 

It also needs to consolidate the intercultural work and links already established through the work of artists and cultural networks.
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