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Course presentation

1- Supplemented by the culture and development Resolution, adopted by the United Nations General Assembly last December, the international Convention on the protection and promotion of the Diversity of Cultural Expressions (UNESCO) that was ratified by the European Union, the European Union has a set of texts on culture in the context of its international co-operation that stipulate clear orientations:  

The EU
 Treaty recommends that the European Commission and the Member States should promote  the cultural aspects in their international relations, as well as in their commercial and developmental policies; The European Consensus on Development (2005) highlighted the role of cultural cooperation in poverty eradication and sustainable development; the European agenda for culture in a globalising world
 (2007) testifies to the growing recognition of the fact that culture is essential for the well-being of mankind and the Resolution of the European Council on the European agenda for culture that was adopted in 2008 underlines the importance that the EU attaches to culture.   

2- Since the creation of the UNESCO World Commission on Culture and Development in 1992 (the said Perez de Cuellar Commission) and the Stockholm International Conference on the cultural policies for development, there is a recurring interest of the international community in the reckoning of culture in developmental policies, particularly in its articulation with social and economic policies. 

3- Together with the action of the States, the financial institutions such as the World Bank or the Inter-American Development Bank (Latin America) recognise the role of culture as a critical factor of sustainable development by introducing a “cultural business support” component into their programs for the promotion of private initiative in the desired country. They are engaged in partnerships with the States in the fields of cultural heritage revitalisation, reinforcement of capacities for the initiative “Education for all”, information and communication technologies in education, technical, professional and scientific training, and education of girls.

Taking into account the economic dimension of development, UNDP has added the social dimension.  Its report titled “cultural freedom in a diversified world” recognises the impact of cultural dimension on human development and puts emphasis on the “necessity to implement multicultural policies that recognise the differences, encourage diversity and promote cultural freedoms”.  

The limits of exclusively economic development policies and the objective of poverty reduction have led the international community to pay greater attention to the role of culture in development since our world is entering into a phase where economy and culture are linked through the access to knowledge and information, through technologies and items that we use in our everyday lives, and through patterns of consumption. Therefore, the search for new sources of growth and the will to preserve cultural diversity in the world lead to conceiving culture and arts as a resource for development, cultural diversity and peace. 

However, despite this constant concern, culture is rarely taken into account in development strategies and in international cooperation policies. Observable in the cooperation programs, the quantitative weakness of components dedicated to culture and arts, shows that it has not yet been included in the priorities of cooperation while at the same time there is a search for new sources of growth that will lead to the creation of jobs and a search for new opportunities for the creation of wealth.  

This situation is probably explained by the polysemy of the notions of culture and development, by the difficulty in identifying specifically and precisely their constituents and points of interaction, and finally, by the insufficient awareness of their economic dimension, despite the glamour of the star system and the huge amounts it brings. 

The purpose of this course is to go through these concepts together and, based on a vocabulary and presentations of examples and debates sharing, to grant us a common vision. More specifically, it aims to: 

· Contribute to the understanding and effective recognition of the contribution of culture to development

· Promote awareness and understanding of the economic dimension of culture and its potentials for the employment and creation of wealth. 

· Clarify the role of cultural industries, their structuring in fields, the logic of their functioning, their markets and communicate information on the intervention strategies to be implemented for their development.

· Finally, it aims to contribute to a better understanding of the cultural diplomacy and cooperation, their challenges and their tools.
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Module 1

The international debate on culture and development

· MODULE 1 

M1-0. Objectives of the module

· What is meant by “culture” and “development” (M1-1)?
·    To understand why culture is now seen as a key component of development in

· Studying the difficulties encountered by the development policies that neglect the cultural aspects (M1-2)
· Analysing the consequences of globalisation on the cultures of the South (M1-3)

·   To understand how the international community has progressively acknowledged culture as a key component of development (M1-4)

M1-1. Vocabulary issues: development and culture

Development and culture are polysemic and complex concepts that have to be clarified briefly before proceeding further. 

M-1-1-1. Development

Development is different from growth

Development cannot be assimilated to economic growth.

· “Growth” is a measurable concept that corresponds to the sustainable increase of production. It is measured by calculating the rate of change in the GDP over a specific period of time (one month, one year, etc.)

· “Development” is a much bigger and more complex phenomenon. A precursor of development thinking, the economist François Perroux defines development as: “the total of all transformations of the economic, social, institutional and demographic structures that accompany growth, make it sustainable and, in general, improve the living conditions of the population”. 

( Therefore, growth is a necessary condition but it is not enough for development. There may indeed be a growth without starting a process of development if the economic and social structures remain unchanged or if the living conditions of populations are not improved.

Development is a multidimensional process

Approach: Development according to …

· Lê Thânh Khôi (philosopher): a multidimensional process and dialectic in which the economic, social and cultural dimensions interact. 

· Guy Hermet (sociologist): “process of change by virtue of which a whole society gains access to well-being by taking advantage, due to an opening towards the exterior, of all the resources it has and that, until then, remained largely unused or unexploited.” 

· François Perroux: “the combination of a population’s mental and social changes that make this population able to increase cumulatively and sustainably its global real product.”

These approaches equally consider development as:

· A process: it takes a rather long time, since it corresponds to major changes in society. It is a relative process, to the extent it takes on meaning only in connection with a starting situation, modified according to the capacities of the society to be transformed.

· A multidimensional phenomenon: it does not consist merely of changes of economic nature (growth, purchasing power, etc.). For development to occur, economic changes must be introduced in interaction with the other dimensions of public life: structures and social relations, political organization, cultural values, representations of the world, etc. Development is the result of a simultaneous and interdependent evolution of all these dimensions.

M-1-2. Culture

According to UNESCO, culture comprises “all the distinctive spiritual, material, intellectual and emotional features which characterise a society or social group” (Mondiacult, Mexico, 1982)

Therefore, culture encompasses… 

· The values, norms, beliefs and lifestyles of a society or social group

· As well as the tangible (objects, works of art, etc.) and intangible expressions (language, oral traditions, etc.) that convey them ( concept of “cultural expressions” 

Therefore, culture is an anthropological reality 

·   that is transmitted from generation to generation (heritage)

·   that structures the behaviour of individuals as well as their representations

·   that affects all aspects of life in society and development

· Family structures / reproductive health

· Relation to nature / environmental protection

· Traditional hierarchy / democracy

Culture is also an economic reality: production of goods and services bearing symbols, vector of an identity and cultural values


Cultural heritage

· Products of cultural heritage (derived products, art edition…)

Performing arts and festivities

· Recording products, spectacles, festivals…

Visual arts and crafts

· Painting, sculpture, photography, craftwork

Book and press

· Books, newspapers and other printed material

Audiovisual and interactive media

· Films and videos, radio and television, video games and animation

Design and creative services

· Fashion, interior design, gardening, architecture, advertising 

M1-2. The risks of not taking account of culture in development policies

The development models that ignore the variable culture

The concept of development has become, since the end of the Second World War, the subject of numerous debates. What is development? What are its purposes? How can they be achieved?  

Under the influence of the economists, development has been long reduced to its economic dimension and was systemized in various general models destined to be applicable in any place, regardless of the societies involved. Until the ‘90s, these models were based on the idea that a process of “modernisation” should be first imposed in the countries of the third world. Behind this doctrine, there is a certain number of underlying ideas that are incompatible with the fact that the cultural particularities of these countries must be taken into account:

· The accession of the populations of the South to the lifestyle of the West (society of consumption) is considered as the main purpose of development. This vision reflects the deep ethnocentrism of these development models that do not take into account the specific aspirations of the societies concerned.

· “Under-development” is envisaged as a delay and people have to catch-up. This is an evolutionary approach to development, supposing that all societies, in the process of evolution, must pass from the same stages, especially those through which western societies have gone in order to be modernised. The starting situation and the cultural context are therefore considered negligible quantities.

All these approaches have one certainty in common: economic growth (= increase in GDP) is the essential and indispensable driving force of development, insofar as it is the only thing that can produce the socio-economic changes through which a society has to go in order to exit from “under-development”. From this perspective, development is measured by the overall economic aggregates (GDP, savings, investment, consumption, etc.).

In conjunction with the trends in thinking and the eras, different models and strategies have been proposed (or imposed) to enable the developing countries to start having the growth that is required for their economy to “take off” and therefore enable their development.

Some illustrations:

· Technological transfers

· Deregulation and open trade (Liberals, IMF, WTO)

· Strong intervention of the state (Keynesianism)

In all cases, these approaches are universal insofar as we believe that they can function in any country whatsoever, whatever its history or culture may be.

Some eloquent cases 

· A humoristic, but eloquent example: In the 1960s, the USSR sent a snowplough to Guinea in the framework of co-operation that had been established between the two countries This case reveals in a radical way the lack of knowledge that separated the industrialised countries from their partners in the third world with respect to the transfers of technology or to the delivery of materials that were completely inconsistent with the realities of the land. This ignorance of the local contexts gave ground to a big waste of resources.  

· As from the 70s, the main industrial groups of the agri-food sector launched strong promotional campaigns to praise the merits of milk powder for the African women. However, this practice was proved to be completely inadequate to local contexts:

· In some cases, the lack of means made women to dilute the powder excessively in order to save money; this led to a great loss of the nutritional qualities of the product.

· Milk powder was sometimes mixed in insufficiently treated water for an infant to tolerate. 

· Generally speaking, since the instructions for the use of milk powder were given in writing, numerous women could not understand them, due to their illiteracy or their insufficient knowledge of the language that had been used.

For all these reasons, the decline of breastfeeding to make profit from milk powder had tragic consequences resulting in the death of many infants (figures are unknown).
·  The promotion of family planning and contraception may be proven extremely delicate in regions where having many children is partly motivated by a concern for social welfare.

To go further

Human development

At the turn of 80s and 90s, following the failure of the Structural Adjustment Plans and in view of the limits of development focusing exclusively on economic concerns, a new vision of development started to emerge little by little.

“The key objective of development is to broaden the choices of the individuals. In principle, such choices can be infinite and evolve over time. The individuals often value the outputs that are not translated at all, or at least not immediately, by revenue or by an increase in the figures” 

Mahbub Ul Haq, Founder of the Human Development report

According to UNDP, human development is a “process aimed to broaden the scope of opportunities for the individuals and to strengthen their capacities enabling them to:

· live longer and in good health 

· have access to knowledge

· live in decent living conditions

· participate in the lives of their communities and in the decisions affecting their own lives.”
Some remarks about this concept:

· A rupture is noted from the strictly economic vision of development. Development cannot be longer estimated only in terms of growth, consumption, savings, etc.

· Human development replaces the individual and their aspirations at the heart of the development process. This approach was strongly influenced by the work of the Indian economist Amartya Sen, who believed that development should first of all permit the broadening of the individuals’ “capabilities”, namely their ability to become or do what they wish (a notion similar to “freedom”).

· By rehabilitating the individual and their aspirations in the definition of the purposes of development, human development also permits to take into account their values, their lifestyle, their vision of the world, in short their culture. 

M1-3. The marginalisation of southern cultures in globalisation 

M1-3-1. The process of globalisation of the cultural industries

Cultural industries can be defined as “activities of production and cultural exchanges governed by the rules of commodisation, where the industrial production techniques are more or less developed but work becomes more and more organised on the capitalistic trend of a double separation between the producer and his product, between the tasks of creation and execution”. (Tremblay, 1990) 

Concretely: Films, DVDs, discs, books 
To go further

The development of the offer, the decisive role of technical progress and the impact of the digital revolution: 

Technological innovation, globalisation, cultural identities and diversity 

Some characteristic dates in the global history of content distribution
Technology is, through reproduction, at the heart of the cultural industries. The arrival of new means of production or distribution has systematically transformed this sector in depth, especially with the development of recording media and the arrival of the DVDs. This specific characteristic that refers to the technological dependence of the cultural industries strengthens the economic power of companies that control these technologies and their dominance on the international markets.

These basic trends are amplified by the Internet phenomenon which has become a key factor of the production and distribution of culture. Indeed, the expansion of the digital technology means that even a single work can become the object of immediate exploitation. This evolution has changed the balance of power between the cultural activities that can be reproduced on digital media and those that cannot and are therefore difficult to sell.

1- The technological innovations:

Internet (Interconnected Networks is réseaux interconnectés in French): 2 dates: 

1974: Development of the Inter Protocol (IP standard) standard by the UCLA that permits the interconnection of all computers and platforms; 

1989: Development of the “Web” (use of hypertext) by CERN that allows the easy, fast and cost-efficient use of the Internet and has given birth to the global network. The law of the Internet is peculiar, because the Internet network is international and has private governance. However, the States may prevail on the governance of the national part of the Internet. Internet raises questions in relation to intellectual property law.

MP3

1992: Development of an audio file format by a German researcher that allows compression in order to save space.

P2P: 1999 Invention of the application that gives birth to a network of common resources and exchange of files. The P2P is a decentralized activity of distribution and transfer of content with no hierarchical structure in the network. The deployment of P2P aims to create a network where the significance increases with the number of users consuming the downloadable content. This dynamics increases the usefulness of access and terminals. Thus, the aim to make the P2P a service of free distribution brings nuisances to the consumers – advertisements, spam, risk of viruses, risk to instigate legal action in order to obtain consent to pay for a secure, reliable and legal service. 

· The accompanying role of the State

The development of cultural industries in the western countries is also explained by the early interest of the State with respect to this new sector of activity. There are two main reasons:

· As far as the productions of these industries are vehicles of cultural identity and values, they constitute a serious challenge for society

· The economic potential of these industries in terms of growth and employment revealed very early the interest that these States have. This challenge has been increasing, especially since the 70s, when the United States and Europe had to face the social and economic consequences of deindustrialisation.

Examples:

As from the 20s, Germany, France and the United Kingdom, faced with the dominance of the American filming industry, introduced quota measures in theatres, in order to support national film production.

The development of demand

Major socio-economic upheavals: higher living standard, development of medium classes and mass consumption

· In the United States since the 20s (“roaring twenties”)

· In Western Europe, since the post-war period

· Since about twenty years ago in the “emerging” countries

What is the impact on the cultural consumptions in households? Two phenomena to take into account:

· Application of the Engel’s law: When a household’s income rises, the proportion of this income, which is spent on the fulfilment of primary needs, falls (alimentation) or remains constant (clothing, housing, etc.) in favour of the needs that are deemed secondary. These include consumption of cultural goods and services.

Conspicuous consumption (Velden’s theory): The consumption of cultural products (products with high symbolic content) allows individuals to display a certain social status, a lifestyle

The second half of the 20th century has seen a rapid expansion of international trade of goods and services in general and of cultural products in particular. There are several factors to take into account:

· Deregulation of trade: creation of a legal environment favourable to the intensification of commercial exchanges at a national level (deregulation), in the context of bilateral or multilateral negotiations (in the framework of GATT, and then, since 1994, of WTO).

· Process initiated right after the 2nd World War with the conclusion of the GATT agreements (General Agreement on Tariffs and Trade, 1946),

· In the 80s, together with the USA, most Western States liberated their telecommunications sector (end of State monopolies, openness to international competition)

· The deregulation of trade in the context of the multilateral negotiations was then pursued in the framework of WTO.
· Development of the transport of goods mainly for the purpose of reducing the costs. It leads to “reduction of distances” and enables the dispatch of larger quantities of goods (including cultural products) from one end of the planet to the other.

· Strategies of companies in the conquest of new markets 

A characteristic of the cultural industries: generally very high fixed costs (e.g. a film production) compared with a close to zero marginal cost (ex: production of an additional copy of the film). Consequences: Those cultural industries must seek to produce very large quantities in order to reduce the unit cost of production (= economy of scale). For this reason, the companies are constantly seeking to conquer new markets to distribute their stocks. This explains their interest in foreign markets and their strategy of export sales.

· Cultural homogenisation

A phenomenon of homogenization of tastes (e.g.: pop-rock music or reggae music) and cultural practices (e.g.: democratization of cinema on a worldwide scale). It is both a cause and a consequence of the intensification of the international trade of cultural products (a self-perpetuating phenomenon).

Consequence: standardised goods and services produced in a given country can be sold in more and more diversified and distant markets, in countries that do not historically share the same culture.

Some figures

Trade of cultural and creative goods and services 

·   Represents an important share of the global trade 

   592 billion US$ (2008), or 3.16 % of total sales

·    Has been increased substantially over the last years 

+14.3 % between 2002 and 2008
Creative and cultural industries have become an important economic resource for many countries


M1-3-2. Marginalisation of the cultural productions of the South

Findings 

(The figures correspond to the year 2008, extract from the report Creative economy published by UNCTAD in 2010)

Exports of goods produced by the entertainment industries

·   82.24% realised by the developed countries

· 0.06 realized by African countries

 Exports of books and printer material

·   47% realised by the United States and the United Kingdom

Exports of handcrafted art objects

·   35.3% realised by the developed countries

·   1.14% realized by the LLDCs 

How to explain this fact? 

Some answers:

· The uneven dimension of the internal markets

The national markets of the northern countries (mainly those in the USA) are generally larger than those of the southern countries, for demographic reasons (the United States is the 3rd most populated country in the world), but mostly for socio-economic reasons (purchase power of the consumers). 

Consequence: the cultural industries of the North can sell large quantities on their domestic market, which enables them to considerably lower their average unit costs and thus to propose relatively low export prices (see phenomenon of the economies of scale described above) Therefore, these cultural products, when sold in foreign markets, have the advantage of greater price competitiveness compared to the products exported by the countries of the South (smaller internal market = less available quantities = unit cost remains high = relatively higher price).

· The oligopolistic market is historically dominated by Northern companies 

The markets of the cultural industries are characterised by an offer dominated by certain big companies (the “majors” in the case of music and cinema industries) around which around a multitude of small, highly specialised companies operates. The big companies, which are historically developed in countries of the North, gather the majority of the financial resources of, the cultural sector, control the main circuits of production and distribution, and structure the geography of the economy of culture. 

This structuration of the market is in essence unfavourable to the outsider companies (younger, smaller) as it is often the case of the southern cultural enterprises (smaller size, they are less competitive and less able to take risks).

· Digital divide

Southern countries (mainly sub-Saharan Africa) remain largely under-equipped in computer equipment, compared to the northern countries. Therefore, they are marginalised due of the digital commerce.

( 83 % of the Internet users live in Europe, North America and East Asia

The consequences of this marginalisation

This marginalisation of the countries of the South in the trade of cultural goods and services results in consequences of very different nature: 

· Economic consequences: It hinders the development of cultural industries in the countries of the South due to the lack of marketing areas

·    To illustrate this phenomenon, we can notably mention the percentage of the inflows realized by the national film productions in a certain number of African countries:

· In Morocco: between 8 and 10%

· In Senegal: around 1%

· In Burkina Faso: between 2 and 3%

· Social and human consequences: It threatens the most vulnerable cultures and brings 
social imbalances

· The American TV novels and soap operas are today distributed globally and thus interact with extremely different cultures, whose values may be totally opposite with the "model” of the couple conveyed by these productions. 

· Practice of skin depigmentation for the African women (mainly in Mali, Benin, Senegal and the two Congo) ( cultural alienation and physical suffering, clinical risk  

M1-4. The cultural development of the South in the heart of the international agenda

The marginalisation of the southern countries in the production and world trade of cultural goods and services has progressively become the subject of raising of awareness and, since the 1980s, it was included in the international agenda. These discussions, referring both to the necessity to take culture into account in development policies and to the necessity to preserve cultural diversity, were culminated in 2005 with the adoption of the UNESCO Convention on the protection and promotion of the diversity of cultural expressions, which was expanded since then by many texts, declarations and action plans.

M1-4-1. Recognition of the role of culture in development 

Since the 80s, UNESCO initiated an in-depth debate on the need to consider culture as a key component of development. Some milestones that marked this debate (other texts and conferences may also be mentioned orally): 

· 1982: World Conference of UNESCO on cultural policies concluded by the Declaration of Mexico on cultural policies. It gives a broad definition of culture (see citation under M1-1-2), and declares that:

“Culture constitutes a fundamental dimension of the development process and helps to strengthen the independence, sovereignty and identity of nations. (…) Man is the origin and the goal of development. (…) Balanced development can only be ensured by making cultural factors an integral part of the strategies designed to achieve it; consequently, these strategies should always be devised in the light of the historical, social and cultural context of each society”
·   1988: Launch by the UNESCO World decade of cultural development. It was organised around four priorities:

· Taking into account the cultural dimension in development

· Affirmation and strengthening of cultural identities

· Enlargement of the participation in cultural activities

· Extension of international cultural cooperation

·   1996: Our creative diversity. Report of the Commission’s Perez de Cuellar that concluded the world decade of cultural development. It seeks to identify new perspectives for cultural development and proposes to rebuild our vision of development based on the concept of culture:

“Culture is not a means to material progress: it is the end and aim of development seen as the flourishing of human existence in all its forms and as a whole.”
· 1999: Florence Conference on the theme “Culture counts: financing, resources and the economics of culture in a sustainable development” (jointly organised by UNESCO and the World Bank). Enshrines the reckoning of culture by the World Bank as a vital element in the development.

M1-4-2. Culture as the fourth pillar of sustainable development

The recognition of culture as a cross-cutting dimension of development was established the recent years by its inclusion in the definition of the concept of “sustainable development”. Thus, culture is now seen by many organisations as the “fourth pillar” of sustainable development, together with social economy, society and environment (three historic pillars).

The strategies and programmes implemented in this direction have long been focused exclusively on the promotion of a kind of development that respects environment and social balances. Culture has been progressively recognized as a key component:

· Johannesburg Summit on Sustainable Development (2002): The action plan adopted at the summit affirmed that “[…] respect for cultural diversity, [is] essential for achieving sustainable development and ensuring that sustainable development benefits all.”

· The meeting of representatives of cities and local governments that was held in Barcelona in 2004 in the context of the IV Forum of local authorities leads to the adoption of the Agenda 21 for culture that recognizes culture as a priority of the policies of sustainable development that are implemented at local levels

· In 2005, the UNESCO Convention recognises cultural diversity as a “fundamental element of the sustainable development of communities, peoples and nations” 

· In July 2010, the UCLG (United Cities and Local Governments) adopted in Mexico a political position entitled “Culture: the fourth pillar of sustainable development” and orders the Culture Commission to “promote culture as the fourth pillar of sustainable development through the international dissemination and local implementation of the Agenda 21 on culture”. 

The recognition of culture as the fourth pillar of sustainable development enriches the articulation already studied between culture and development, highlighting the following aspects:

· Cultural diversity is considered as a common good to all mankind, an asset (threatened by globalisation) that should be preserved together with biodiversity.

· Since culture is equally vital for the development as well as for that of the environment, it must be equally defended.

· Development can only be sustainable when it is harmoniously integrated into the local cultural specificities. It is necessary to respect certain social balances, certain values (point developed in module 1) that are specific to each community

· Due to its nature and function, the sector of culture fulfils especially the conditions and requirements of sustainable development in its environmental component: The “raw material”, namely creativity, is indeed available in all countries, probably in unlimited quantities, and most of all, it does not pollute…

M1-4-3. The UNESCO Convention on cultural diversity 

Adoption of the UNESCO Universal Declaration on cultural diversity in 2001.

It was expanded four years later by the Convention on the protection and promotion of the diversity of cultural expressions, after a bitter debate between States with sometimes conflicting interests:  

· France and Canada, then European Commission: they fight for the legal recognition of “cultural exceptionality” at international level despite the blockages to WTO (cf. the Seattle Summit, 1999). France and Canada therefore fight for the shifting of the debate to UNESCO in order to mobilise a bigger panel of the States.

· Countries of the South: Continue the fight after guarantees on cultural cooperation and after the challenges of development are taken into consideration. Note the role played by the International Organisation of La Francophonie (OIF) and the International network for cultural policy (IWCP) in the States of the South.
· United States and Israel: Opposed to any regulation which may hinder the free movement of cultural products, since it would be contrary to their commercial interests.

UNESCO Convention: an important step in the reckoning of culture as a key dimension of development, focusing on the development in the field of international co-operation.

· Carrier of a normative value: identifies by default the need to promote cultural diversity and take culture into account in the development policies. 

· Creation of new means (International Fund for Cultural Diversity, Conference of the Parties, Intergovernmental Committee). The Convention came into force in 2007.

M1-4-3. A growing reckoning

In the wake of the UNESCO Convention on cultural diversity, the debate on recognizing culture as a key component of development saw new levels of deepening introduced by the principal actors in international cooperation.  The most characteristic cases: 

At the level of the European Union (these texts will be discussed again in the context of module 6)

· European Agenda for Culture (2007): provides mostly for the promotion of culture “as an indispensable element in the EU's external relations”

·  Conclusions of the Council on the promotion of cultural diversity (2008): reaffirms the commitment of the EU to the implementation of the UNESCO Convention and to the development of cultural cooperation

· Brussels Declaration (2009) adopted by the professionals of culture at the end of the symposium “Culture and creation, factors of development” involving many actors of culture and cultural cooperation between EU-ACP. 

At the level of the African Union

· The Nairobi plan of action on cultural industries (2005)

It was inspired by a Dakar action plan adopted in 1992 and intends to place the cultural development at the continent’s development. It envisages three phases:

· create an environment favourable to the enhancement of the African cultural industries framework; 

· make cultural industries key actors of sustainable development in the African countries; 

· ensure the competitiveness of the African cultural industries.

· Charter of the Renaissance of African diversity (2006)

Cultural diversity and African unity are a balancing factor, a force for the economic development of Africa, the resolution of conflicts, and the reduction of inequalities and injustice in national integration”.

At the level of the Organisation of the Islamic Conference

· Islamic declaration on cultural diversity (2004): Adopted at the Islamic Conference of the Ministers of Culture that was held in Algiers, it recognises the role of cultural diversity as a “factor of development, understanding, peaceful co-existence, economic and social progress and a response to the disparities and imbalances that characterise the current international order”. Its monitoring is ensured by the IOESC (Islamic organisation for Education, Science and Culture).

At the United Nations level

· “Culture and Development” Resolution (2010): Officially recognises the role of culture for the implementation of a sustainable development and for the achievement of the Millennium Development Goals (MDG).

M1. Conclusions

·  Culture and Development are intimately linked: a perennial and balanced process of development cannot be achieved when local cultural specificities are ignored.

·  However, this relationship has long been underestimated or ignored, something that has strongly contributed to the failure of many development policies that were implemented.

·  This issue has now become more sensitive, since the globalisation of cultural industries constitutes a risk of vulnerability for the cultures of the South.

·  Since the 80s, these challenges have been raising the awareness of the international community, something that resulted in the adoption of numerous texts seeking to encourage a better consideration of culture in development policies.

Module 2

Culture, a transversal element of the development process
M2-0. Objectives of the module
· Understand why and how cultural identities should systematically be taken into account in development projects (M2-1)

· Consider how culture can perhaps be valued as an asset for economic development (M2-2)

· Understand the social function of culture and how this may be taken into account as an instrument of progress and cohesion (M2-3)

· Understand the links between culture, democracy and development, and how culture  can be judiciously placed at the service of building a democratic society (M2-4)

M2-1. Cultural identities and development

M2-2-1. Definition and challenges
The cultural identity of a given society is the image it forges for itself, the mental representation of the group shared by those individuals who compose it. This cultural identity is the result of a shared history. It feeds on values, symbols, traditions, common references as well as on elements conveyed primarily by language, cultural heritage, arts and literature. By structuring the representations projected in the members of a community, cultural identity occupies a central place in the development of society:

· From the cultural identity, proper in a group, derive behaviour norms, social roles, ways of being. It assigns to community members their place in society and their flexibility (or margin of freedom). It is on these standards and roles that will depend the capacity of each individual to innovate, to undertake, to project themselves in the future. 
· It is on the worldview conveyed by cultural identity that depend the goals a community sets for itself, including in development (reply to the question: which should be, for us, the goals of development?). Therefore, a survey carried out by the World Bank in 60 countries among the residents of deprived areas has shown that the populations concerned aspired less to the possession of material goods than to the recognition of their dignity, linked for them with the opportunity to express their views and make recognise their artistic expressions in the same way as those of the elites.
· Cultural identity is not given once and for all. It is the result of a history in the making and continues to evolve at random contacts, confrontations, interbreeding, innovations, etc. Out of these identity changes may emerge the socio-cultural conditions conducive to development (or rather imbalances resulting to blockages and inertia).
· Cultural identity of a group is the basis of the confidence and self-esteem the individuals who comprise this group may feel, even due to the very fact of membership (be proud to belong to a culture, “proud of one’s roots”). This confidence not only strengthens group cohesion, but also enables individuals to find in them the energy to overcome oneself in order to participate in community life.
M2-2-1. How to take into account cultural identities?

Consideration of cultural identity in development projects is a key issue but highly delicate. To successfully deal with these challenges, it is necessary to

· Firstly, investigate the culture and aspirations of the beneficiaries. This work of data collection must be done through field surveys (meetings with the populations, distribution of questionnaires, and testimony of civil society). It is also necessary to learn about projects that have already been conducted in the area concerned to be aware of the lessons learned.

· Identify

· The cultural values and practices favourable to development (creativity, social cohesion, participation, etc.)
· The cultural values and practices causing blocking or tensions (rigid hierarchies, marginalized social groups, etc.)

· A balance should then be sought. To understand this, one may follow the method developed by the World Bank
· Responsive approach (the project's objectives are brought into line with the cultural background)
· Formative approach (seeking to influence the cultural context according to the objectives of the project)
An example: “Young people in the informal sector and the sexual and reproductive health in Mopti (Mali)”
(Interarts Partnership / Family Care International-Mali, funded by the AECID, 2008)

Objective of the project: “to improve youth access to information and services for sexual and reproductive health (SRH) through culture and a cultural approach”
Context and challenges 

· Local culture imposes a taboo on sexuality issues
· Young people are particularly vulnerable to sexually transmitted diseases because of their lack of information on the risks and lack of awareness of issues of sexual and reproductive health (SRH)
· Religious authorities play a critical role in the life of the community insofar as they guarantee values ​​and social cohesion. Religious leaders are respected by all and consistently consulted when issues arise in the community.
Adaptation of the project to the cultural context
To address these issues by ensuring that the local cultural context is taken into account, Interarts and Family Care International – Mali adopted a course of action combining receptive and formative approaches:

· Their aim being to advance the health of local people, both organizations are harnessed to break down the taboo on sexuality by educating young people to SRH (formative approach).
· However, recognizing that this approach would be futile if the cultural values ​​and practices of the community were not fully addressed, they sought to integrate religious leaders in the education process (responsive approach). The involvement of religious leaders has been very beneficial and easier than expected: although guarantors of tradition, these leaders were proved to be open to proposals from both associations, information and awareness tasks on real dangers of the sexually transmitted diseases having convinced them of the relevance of the project. Necessarily, the cultural context has become an asset to the project's success.

For further information on the project and its approach, read the very useful analysis published by Interarts:

http://interarts.net/descargas/interarts758.pdf
M2-2. The cultural dimension of economic development
M2-2-1. The complex links between culture and economic development

Precursor approach of Max Weber in The Protestant Ethic and the Spirit of Capitalism (1905): places the cultural values issuing ​​from Puritan Protestantism in the heart of the capitalist mode of production that has developed from the 18th century (thesis criticized by authors tracing capitalism back in the Italian Renaissance...). Demonstrates that this development model is not constructed according to a predetermined plan but has gradually deployed under the influence of cultural values ​​carried by a population guided by religion.
Although criticized, the analysis of Weber is fundamental and has inspired many other works.

The rapid economic development in Asia during the second half of the 19th century (first in Japan, then in the “tigers” and more recently in China) has led to numerous studies seeking to understand how cultural values ​​of these countries interacted with those changes. In the case of Japan, we have witnessed a fusion of the capitalist spirit and traditional values ​​of Japanese society marked in particular by the influence of Confucianism. This meeting led to an original development model, not based on the rule of the individual but on the supremacy of the group: the individual's dedication to the success of the company, and more broadly the country.
Which are the lessons to learn from the Asian examples?

· Western values are not the only compatible with economic development

· The terms of development can vary from one culture to another
· Each culture embodies values ​​and practices that are potentially favourable to wealth creation
· Any development policy must

· Adapt to the cultural context by integrating certain structuring cultural values ​​and practices
· Identify and promote the cultural values and practices conducive to economic development
M2-2-1. Promoting cultural values ​​and practices conducive to economic development
Here are some examples of how cultural values ​​and practices alien to Western cultural patterns could be appropriately valued in the economic development of Southern countries.

a. Tontines and micro-finance in Cameroon
Since some twenty years, the popularity of microcredit as a vector of development has given the centre stage to the traditional practice of tontine practiced in many African countries (but also in Asia): informal association of a collection of individuals (often women) who regularly pay a certain sum into a common pot, whose the recipient is designated on a rotating basis. This is a very popular practice, firmly rooted in the sociocultural landscape of the communities concerned, and now acclaimed as an important vehicle for development (it allows people excluded from the banking system to accumulate a collective fund, to manage risk, to invest in micro-projects), etc.

The case of Cameroon
· Context

· Low democratization of the banking sector strengthened by financial crisis of the late 80s. This statement reveals the mismatch between the Western-inspired banking system and the social, economic and cultural context in which much of the population evolves.

· Traditional practice of tontines (since the late 19th century), rooted in indigenous cultural values ​​(solidarity, reciprocity, etc.).
· Creation of a favourable legislative framework (Laws of 1990 on freedom of association, Laws of 1992 on cooperative societies and common initiative groups) and mobilisation of civil society
· Development and diversification of microfinance structures inspired by tontines (Savings and Credit Cooperatives, Self-managed Savings and Credit village Funds, etc.).
· Result: around 50% of Cameroonians involved in a tontine (formal or informal)
Source : www.cameroon-info.net 
b. The creation of a Solidarity Fund taking into account the African values in managing SODECI and CIE (Ivory Coast)

Testimony of Marcel Zadi Kessy, Chairman of the Board of the Water Supply Company of Ivory Coast (SODECI) and the Ivorian electricity company (CIE)
(source : http://www.rfi.fr/fichiers/mfi/EconomieDeveloppement/1414.asp)
“Implement a genuine enterprise culture based on the foundations of African society, this is the path towards which must tend the entrepreneur in Africa. These are values ​​such as solidarity, a sense of family, hospitality, sense of discipline, friendliness, trust, shared responsibility, respect, listening, etc. Thus, workers in the company as much as its leaders have an incentive to develop strong feelings of unity, understanding, brotherhood and solidarity.

For example, in the two companies I run, under the ethic of solidarity, a fundamental element of African culture on which we rely, we created five social funds for a better deployment of our employees, and thus for a more harmonious development of both companies.


1. The Mutual Fund: This fund allows workers to hold a stake in their company. The contribution is voluntary and all workers have joined. The share of each worker is only returned in case of departure from the company. Through this fund, workers are collectively part owners of the company.


2. The Solidarity Fund: This fund is constituted by monthly contributions of workers according to their class and corporate contributions. It can help at no cost workers on the occasion of happy or unhappy events that occur in their family (death, marriage, birth, etc.).

3. The Savings and Loan Fund: This is a voluntary fund that allows a worker who so wishes to save for at least four months before borrowing the double of what he has saved. Repayment is without interest.

4. The Home Savings Fund: It allows a worker who wants to build or buy a house to save for at least three years and to contribute personally so as to obtain credit from the Bank of habitat, with which we have signed a special agreement.

5. The Health-AIDS Solidarity Fund: The fund, consisting of contributions of all staff and the company, aims to mobilize resources to help treat with antiretrovirals and by the method of triple therapy, as well as with all forms of treatment approved by the World Health Organization, those of us who are infected.

Conclusion
I think that the difficulties faced by African firms are partly explained by the inadequacy of their management models of foreign inspiration for African cultural realities. In Africa, taking into account the cultural values ​​in the management of our companies is a prerequisite for their real development and sustainability. To meet this difficult challenge we must avoid to deny ourselves and lose our souls which is our raison d’être”
c. The development of Islamic finance


The development of Islamic finance

Financial activities born in the 70s. Manage approximately 700 billion US$ worldwide (2008)

Finance respectful of Islamic values
· No speculation

· Does not fund prohibited sectors (weapons, alcohol, pornography etc.)

· Lessor receives a payment by partnering with the company. So, this is not an interest (a practice prohibited by Islam)

· All financing is backed by a tangible asset (production of a good, infrastructure construction, etc.)
Example: Al Baraka Bank (Algeria)
This bank specialised in Islamic finance has multiplied its capital by 20 since its creation in 1991.

M2-3. Culture in its social function

As explained in the module 1, development cannot be reduced to a purely economic phenomenon. Economic change, if necessary, must always be linked with developments across the other dimensions of social life which are also highly structured by cultural variables that should be taken into account.

M-3-1. Culture and social cohesion

Culture and cultural identity

· are at the heart of the desire to live together
· structure the relationship between communities of different cultures

It is necessary to take into account these data for resolving social problems and promoting social progress 
How?

· Deconstructing the cultural roots of social problems
· Promoting the cultural values ​​and practices contributing to social progress and cohesion within the group

An example: “Recourse to the theatre to fight against racism and discriminatory attitudes”
Program carried by the NGO Minority Rights Group and co-funded by the European Commission, implemented in Botswana, the Dominican Republic, Kenya and Rwanda
Context

In the four countries concerned, minorities (Wayeyi in Botswana, Haitians in the Dominican Republic, fishing communities in Kenya and Twa in Rwanda) often suffer from discrimination and racism. Fuelled by enduring prejudices, these tensions undermine the coexistence of different communities and create division of the body of society.
Objective

Deconstruct, using the theatre, the negative stereotypes that fuel racism and discrimination against the considered minorities, and thus improve social peace.

Activities

The program consists of creating popular theatre plays addressed to members of majority communities responsible for racist and discriminatory behaviour. These plays should be presented to approximately 1,300 people in each country, hoping that people so made aware will spread the message around them.

M2-2-2. Culture, social inclusion and solidarity

Being in the basis of the identity shared by community members, culture is also a key social link: it brings community members together beyond differences (ages, sex, social circles, sometimes even religion).
Culture and artistic creation are in particular vectors of social inclusion for community members who are marginalized because of their socioeconomic status, their geographical isolation or their minority status.
· Participation in cultural life of the community allows these marginalized groups to link with the rest of society (concerts or film screenings allow social mixing by bringing together people of all conditions placed on an equal footing during a performance).
· Artistic creation can be a way for these marginalized groups to make their voices heard with the rest of the community. Demonstration of their creativity can thus become a means of recognition and appreciation.
· Artistic creation can bear a message committed in favour of the inclusion of marginalized groups and thus create awareness in favour of greater solidarity towards them.

An example: the theatrical tour of the disabled of Louga
Micro project developed under the Programme to support cultural activities in Senegal, funded by the European Commission (2007).
Context

Marginalization and extreme poverty of the disabled of the city of Louga (northern Senegal) supported by an association noticeably lacking resources and visibility.
Objectives

Make theatre a vector of social inclusion for those with disabilities, allowing them to express their creative potential, while making this opportunity a way to raise awareness of the rest of the population and authorities to disability issues (poverty, exclusion, etc.)

Activities and benefits
With limited resources, the Association has succeeded in creating a play dealing with the situation of disabled people in disadvantaged areas, performed by 15 people with disabilities. A video recording has allowed the media to relay the initiative locally but also nationally, allowing the troupe to perform a successful tour across the country. A real craze was created around this play in favour of improving the lot of disabled people in Senegal (the President of the association was able to make this case in the media, and was particularly received by the Prime Minister who released a fund of 1 billion CFA francs for this cause).

M2-4. The cultural dimension of democracy

M2-4-1. Cultural foundations of democracy

Democracy and Development

The concept of democracy is just as complex as that of development and knows a great many definitions. We consider here a rather broad definition, given by the UN General Assembly in its Resolution 55/96 (2001).
  “Democracy is based on the freely expressed will of human beings to determine their own political, economic, social and cultural system and their full participation in all aspects of their existence.”
Starting from this definition, it can be seen that the entrenchment of democratic values ​​and practices
· Participates in the accountability of informed and educated citizens, aware of the development issues
· Must ensure the participation of all in defining the goals of development
· Allows to empower policy makers in their ways to handle public affairs

· Participates in strengthening civil society whose role is decisive for the definition and implementation of development policies
Democracy and culture

Another extract from the resolution quoted above highlights another essential feature of democracy:

“If all democracies share common features, there is no single model of democracy with a universal character”
How to integrate this necessary consideration of the diversity of cultures in promoting democratic values and practices?

· Foster the participation of the greatest number possible in the definition and implementation of development projects.
· Promote the cultural values ​​and practices that contribute to the strengthening of democratic processes

· Rely on these practices to influence the cultural values and practices conducive to the democratization process

An example: The Naam groupings in Burkina Faso

What is the Kombi-naam (“youth power”)?
In the villages of Mossi culture, these are traditional groups of young farmers, working in a democratic way (no discrimination based on sex or social class, election of those in charge). This is a practice firmly rooted in the history of these Mossi communities.

After having somehow collapsed in the course of the 20th century, this practice has been extensively studied in the 70s by Bernard Lédéa Ouedraogo. Putting the tradition of Kombi-naam in perspective with the challenges of development and democracy then facing the peasant communities of Burkina, he decided to revive this practice in the form of Naam groups, taking again the form and functioning of old Kombi-naam. The goal was to make this tradition a real development tool that can fully integrate the peasants themselves to conduct this process. The initiative has subsequently been followed by the NGO Six S (established in 1976) through awareness raising, accompanying and networking actions with different Naam groups under development.
Today, it is noteworthy that this initiative has won a big success:

· 6 522 groups present in 1 800 villages, organized into 97 unions
· More than 600 000 members involved.
For further information, read the article: http://www.lefaso.net/spip.php?article35323
M2-4-2. The contribution of artistic creation in building a democratic society

· Artistic creation allows a peaceful expression of views present in society. Through literature, cinema, theatre or even visual arts differing views may come in opposition and try to gather support without resorting to force, but rather addressing the imagination and sensitivity.

· A democratic society must allow creators to challenge social institutions and to submit to them certain standards and behaviour. Indeed, the role of artists is to tell the world in its beauty as well as in its excesses. Their contribution can mobilize public opinion and governments about social issues poorly considered (as with the theatre tour of the disabled people in Louga mentioned above).
· Culture and artistic creation can also be ambassadors for the values ​​of peace and democracy, by conveying a message of cohesion and nonviolence. This is an essential vehicle to be considered in countries where democracy is still a relatively young and fragile regime, still poorly internalized by a portion of the population due to lack of awareness and education.

· In societies marked by deep cultural divisions between communities, cultural exchanges emerge as an effective remedy to misunderstanding and tension. As expressed in the preamble to the Constitution of UNESCO, “Since wars begin in the minds of men, it is in the minds of men that the defences of peace must be reared”. This philosophy is the basis of the “cultural dialogue” advocated as a vehicle for mutual understanding and respect between groups with different cultures.
An example: WaPi (Words and pictures)

(Program developed by the British Council in Kenya, Uganda, Nigeria, Ghana, Senegal, Sudan, Tanzania, Malawi and Sierra Leone, 2007-08)
· Every month, organisation of cultural events with promising creators (music, theatre, visual arts, etc.) from different countries

· Characteristics:
· Solicitation of a large young audience (free)

· Awareness of social issues through the artists' interventions: human rights, democracy, women's rights, HIV, climate change, etc.

· Results:

· 120 events organised

· 1 440 artists invited
· 370 000 spectators

M2. Conclusions

· Any development project must take into account cultural identities by adapting the objectives to cultural values ​​and practices of the beneficiaries.
· All cultures can be compatible with economic development if certain specific favourable traits are taken into account and valued.
· As many social problems are rooted in the culture of communities, their solution necessarily involves a consideration of the cultural values ​​and practices concerned.

· Culture, democracy and development are closely linked: the building of a democratic society favourable to the goals of development must necessarily be rooted in local cultural values ​​and practices and encourage the free expression of the aspirations of the greatest numbers possible.
Module 3

Culture as an economic resource

M3-0. Objectives of the module

· Highlight the economic impact of culture as a resource for development (M3-1)

· Understand what are the cultural industries and their particularities (M3-2)

· Understand the functioning of the cultural sectors (M3-3)

· Consider how it is possible to estimate the economic contribution of the cultural sector through the creation of a cultural profile (M3-4)

M3-1. The economic impact of culture

The cultural sector is an important contributor to employment and production of resources, in particular through exports and revenues generated by the most important artists.
For example, in South Africa, the publishing industry generates revenues of 200 million USD per year (Observatory of culture in South Africa - no year quoted). The cinema industry generates 550 million USD and employs 30 000 people (Department of Commerce and Industry of South Africa - no year quoted). The music industry represents 200 million USD and employs 12 000 people (1998). As for the craft, it provides 38 000 jobs and brings revenue amounting to 220 million USD people (Department of Commerce and Industry of South Africa - no year quoted).
In Morocco, in the region of Ouarzazate, the shooting of foreign productions generates a yearly turnover of more than one hundred million dollars. More than ninety thousand people - craftsmen, extras, technicians, hoteliers, shopkeepers - live from this activity (www.ouarzazate.com, 2006). In Nigeria, it is the audiovisual industry (film and video) that has recently contributed most to growth and employment. Since the 90s, it has grown as large as to have created employment for about 300 000 people and generated a yearly turnover of 75 million dollars for 2003. Accordingly, the Nigerian Government has recently taken measures of benefits in terms of employment and growth that could be generated by a structured public policy towards this sector, which is now part of its priorities for development.
Several studies have been conducted at national level to assess this contribution. Given the diversity of definitions used in these works, it is difficult to compare data between countries. However, these figures give an interesting idea of the economic potential of this sector.
The effect of the cultural sector on the economy of a country is manifested through several channels. We can distinguish 3 types of contribution:

M3-1-1. The primary effect

This is the direct and quantifiable effect induced by the sector activity. This effect refers to the size of the sector production and the jobs it generates. This effect is measured by the cultural sector's contribution to the gross domestic product, employment and trade balance of a country.
Effect in terms of growth: Many studies have shown the great impact of cultural and creative industries. A particularly consistent study was performed within the European Union (KEA European Affairs, The economy of culture in Europe, 2006) and shows the importance of cultural industries in its economy. In 2003, this sector contributes to GDP by 3.4% in France, 3.2% in Norway 3% in Great Britain. Other European countries have equally significant figures with a contribution of up to 2.3% in the Czech Republic, or again 2.2% in Slovenia.
The effect on employment is also important. The Indian film industry alone employs more than 4 million people and represents about 2.3 billion US$.
 It is especially interesting to compare these figures to those other sectors; the cultural sector far exceeds the agribusiness sector in France, Norway and Great Britain.
It contributes more to growth in most countries as it is growing faster than the GDP of these countries. The Singapore case is revealing; the creative sector has grown at an average annual rate of 17.2% between 1986 and 2000 while GDP grew at a rate of 10.5%. It is therefore a sector that draws national growth upwards.
Data on developing countries are less available. There are, however, some results available for Latin America, thanks to the study “Culture as an Engine for Economic Growth, Employment and Development”, OAS, 2004. Cultural industries have thus contributed to a height of 2% in the Chilean GDP and up to 2.7% to national employment between 1990 and 1998. Regarding Brazil, the cultural industries account for 6.7% of GDP and 5% of national employment in 1998.

Similarly, the “mission of a feasibility study for a programme of EC support to the Culture sector in Mali within the framework of the 10th EDF” revealed, after an investigation of the statistical services of the country but also of the cultural structures, a direct contribution of the cultural sector of around 2.4% of GDP in Mali. It should be noted in this respect that the importance of this figure is partly due to the inclusion of the crafts sector (unlike in other countries).
Contribution of cultural industries or the cultural sector in the national economies

	Country
	Contribution to GDP (%)
	Contribution to employment (%)
	Year

	France
	3.4
	2.5
	2003

	Great Britain
	3
	3.8
	2003

	Norway
	3.2
	
	2003

	Czech Republic
	2.3
	2.5
	2003

	Slovenia
	2.2
	
	2003

	Singapore
	3.2
	2.2
	2000

	Brazil
	6.7
	5
	1998

	Chile
	2
	2.7
	1990-1998

	Mali
	2.38

	5.8
	2006
	2004


Sources:

· Creative Industries Economic Contributions of Singapore’s, 2003

· KEA European Affairs, The economy of culture in Europe, 2006
· “Culture as an Engine for Economic Growth, Employment and Development.”, OAS, 2004

· “Mission of a feasibility study for a programme of EC support to the Culture sector in Mali within the framework of the 10th EDF", European Union, IBF, 2008
In other ACP countries, few studies have been conducted on the contribution of cultural industries to the countries’ economies. Some figures deserve however to be raised. In South Africa, the handicraft crafts sector accounts for 2.2 billion rand (220 million US$) contributing alone to 0.14% of GDP and employment of 38 000 persons
. In Jamaica, the music industry employs 15 000 persons
, which represents 1.4% of the population employed
 and has generated 255 million US$ in 2004
. The audiovisual sector, meanwhile, represents 12.5 million US$ in 20067 and the performing arts (theatre, dance), more than 1.6 million US$.

M3-1-2. The secondary effect

This is the indirect and quantifiable effect of this sector on the rest of the economy. This effect is related to the concept of output multiplier. Production of a cultural good or service involves the use of intermediate goods (supplies, equipment…) produced by other sectors of the economy. Thus, the growth of the cultural sector leads to the growth of other economic sectors through a demand for intermediate goods it induces. For example, the book industry uses paper, producing a film requires many services related to communication, housing, transport, financial services… The multiplier measures thus the increase in GDP related to the increase in a production unit in a given sector. Studies on the case of Singapore show for example that cinema production has a multiplier effect well above the average multiplier effect of all sectors.
In Cape Town (South Africa), the making of a film mobilizing a budget of between 4 and 30 million rand employs 75 people directly and 500 more indirectly
.
The magnitude of this multiplier effect depends on the level of development of the economic links in the cultural sectors. If not all links in the chain of production are well developed, the industry is supplied from outside the country and the multiplier effect of industry growth is severely weakened. The Jamaica example is very significant here; Jamaica is responsible for 25% of the reggae music worldwide, which represents in terms of record sales 300 million dollars. But this country is far from receiving the full amount thereof given that it does not control all the links in the chain of musical production.
However, this relocation increasingly frequent from the United States and Europe to Asia (in particular India and the Philippines) of certain links in the chain of audiovisual production like computer graphics or animation creates an interesting source of income for these countries. One can see here the full importance of having a cultural sector developed at all levels of production in order to capture all revenues generated by the consumption of cultural products.

M3-1-3. The tertiary effect

This is the effect on the sectors which use cultural goods and services in their production process, like the communication sector which makes extensive use of audiovisual and publishing services. In this case, the development of the cultural sector constitutes a source of competitiveness for other sectors. This is a direct effect, but difficult to quantify.

M3-2. Cultural industries

M3-2-1. The concept of cultural goods and services

Definition and demarcation of cultural goods and services is the subject of numerous discussions within the international community. There is a variety of terms used: “Cultural industries”, “Copyright industries”, “Content industries”, “Knowledge economy”…

UNESCO definition of cultural activities, goods and services:

 “Activities, goods and services which, at the time they are considered as a specific attribute, use or purpose, embody or convey cultural expressions, irrespective of the commercial value they may have. Cultural activities may be an end in themselves, or they may contribute to the production of cultural goods and services”.
Economy of culture includes more widely:

· The cultural sector: industrial and non-industrial sectors. Culture is the subject of a final consumption product whether it is non-reproducible like traditional arts (visual arts, cultural heritage performing arts), or reproducible like cultural industries (audiovisual media, books, newspapers, magazines, music).
· More broadly, the creative sector includes the products of creativity, know-how and talent of men related to intellectual property. In the cultural sector are thus added sectors like design, architecture, or advertising.
There is, on the other hand, a distinction between cultural goods and services:

· Cultural goods are consumer goods which convey ideas, symbolic values and lifestyles, which inform or entertain, contribute to forge and disseminate a collective identity, as well as to influence cultural practices. Protected by copyright, they are the result of individual or collective creativity that is spread on media which can be reproduced and boosted by industrial processes and distributed or diffused massively. Books, magazines, sound recordings, films, videos, audiovisual series, multimedia products, software, and products of crafts and design are the rich and diversified cultural offer made available to the public ;
· Cultural services are activities which, without taking the form of material goods, respond to an idea or a need of cultural order and are reflected in support measures of the cultural practices which States, public institutions, foundations, private or mixed enterprises, make available to the community, and which include, inter alia, the promotion of performances as well as cultural conservation and information (libraries, archives, museums, etc.). These services can be free or paid.

The term cultural “goods” is generally used to cover both concepts.
Among cultural goods and services, there are also basic products which are directly associated with cultural content and related products associated with services, equipment and materials used in the creation, production and distribution of basic cultural products (see diagram).
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M3-2-2. Cultural and creative industries

(“Cultural and creative industries - Guide for decision makers”, UNESCO)
a. Definitions
The concept of cultural industry was developed by the German sociologists T. Adorno and M. Horkheimer back in 1947. First born by the critical analysis of standardization and the mass reproduction of content products (it was then radio, television and cinema products), the approach of cultural industries knows a new development in the late 1970s through a more economic analysis of production and dissemination methods of cultural goods and services, in particular through the research works by B. Miège et alii in France.  Subject to numerous variants, the definition of cultural industries is, in addition, subject to profound changes in production, reproduction, distribution and consumption techniques of cultural products. It may however be laid down as “the ever evolving set of production activities and cultural exchanges subject to the rules of commercialisation, where industrial production techniques are more or less developed, but where the work is increasingly organised on the capitalist mode of a double separation between the producer and his product, between the tasks of creation and management”. (Tremblay, 1990).
In the 1990s, the concept of creative industries is born in Australia, then develops in the United Kingdom. These industries can be understood as “any industry that has its origin in individual creativity, skill and talent, and which has the potential to generate wealth and employment through the creation and exploitation of intellectual property”. The concept of creativity is linked to the capacity to generate new ideas and if cultural industries appeal to this just like creative industries, they also require an artistic or symbolic content or a content associated to patrimony. Similarly, if these two concepts are based on intellectual property rights (in particular, for the former, the copyright rights), creative industries do not make systematic use thereof; they rely mainly on creativity only and potentially on a brand image. Thus, in addition to the traditionally recognized cultural industries such as the publishing, film, music, radio, television and performing arts, as well as video games recently, the notion of creative industries may include architecture, design, advertising, crafts, fashion, cultural tourism and or cooking.
Copyright and related rights








Copyright and related rights, as well as other forms of intellectual property (industrial property, industrial design, patents, trademarks...) are essential elements for the development of the cultural and creative sector as they guarantee the protection, promotion and compensation of the creativity. Copyright includes moral rights, through which the personal link between a work and its author (or the person to whom the performer has transferred it) is protected; they may authorize or prohibit to third persons the different forms of reproduction, public communication, transformation and public distribution of this work. It also includes economic rights ensuring to the author a compensation which is commensurate with the revenue of any nature accruing from the sale or use of his work. Legislation on copyright is complemented by rights called “related” which protect artists, performers, actors, producers of phonograms and broadcasting organisations in the audiovisual communication. They recognise for performers the exclusive right to authorise the reproduction and communication to the public of their performances and for producers of phonograms the exclusive right to authorise the reproduction, distribution and communication to the public of their sound recordings. Broadcasting organisations enjoy, moreover, the exclusive right to authorise the issue, satellite broadcasting, recording and communication to the public of their broadcasts.

Meanwhile, similar concepts although different have emerged in recent years, such as the content industries or the industries protected by copyright.
Definitions vary according to the areas of activity each one chooses to include and this choice has an impact on the extent of the economic and cultural importance of the sector, but also on the direction and justification of support policies.  All these approaches have one thing in common, however: the origin of products from these sectors is creation and it is subject to both industrial and market economy rules and is usually dependent on intellectual property rights. Furthermore, the concepts of cultural and creative industries cover goods and services from production and reproduction methods more or less industrial: are taken so into account industrial, semi-industrial and non-industrial sectors, provided that they give rise to the creation of products placed on the market and submitted to a commercialisation process that confers to them a commercial value. On the other hand, these concepts are not limited to the product as such; they include activity sectors which allow goods, services and activities of cultural, artistic or creative content to reach the public and/or the market: reproduction and duplication, technical support, promotion, dissemination, circulation, sale and distribution...

b. Specificities of goods and services of the cultural and creative industries

They possess special specificities that justify the use of appropriate remedies to address the adverse effects of the market.
The culture that those goods and services convey is a public good such as health and education. The symbolic value of cultural products, the well-being they offer in terms of identity, is higher than the price set by the market. This often leads to a level of production and consumption which is not necessarily optimal for social welfare. Let us take the example of cinema sector; a very interesting study carried out by UNESCO (Trends in audiovisual markets – Regional perspectives viewed from the South, 2006) on audiovisual markets in Southern countries shows that public demand for domestic films in India, South Korea and Thailand, is not satisfied by the offer proposed by cinema halls; hence the importance to establish incentive arrangements to encourage, in this case, production of domestic films.

· Cultural goods and services are on trial: buyers cannot know their value before their consumption; one cannot for example know the value of a book as far as one has not read it. Thus, the consumer finds difficult to select the goods he wants to acquire, which implies that the success of a cultural product depends on elements external to the product itself as word of mouth, marketing strategies…

· The cultural goods and services convey a unique work with its own public. These goods and services are not inter-substitutable.
· The cultural goods and services have a cost structure very specific: the production cost of the original work is very high whereas the reproduction involves a low cost.
· These are goods of economies of scale; the more one produces, the less the unit costs of production are high and in increasing returns: if successful, they can generate significant profits; once a film is produced, it costs in comparison virtually nothing to the producer to increase the rooms in which his film will be screened. We see from this specificity the importance of market size. Its narrowness leads to high unit cost of production and penalizes the profitability of cultural products and, therefore, the development of local cultural industries, which facilitates the penetration of foreign products whose cost has already been amortized over their own market. This is particularly true as far as U.S. products are concerned, whose cost is amortized over their own market so that they can compete with cultural products in foreign markets.
· Cultural goods and services are linked on the other hand to risky creations. Tastes of the public are hardly predictable. Their success not being assured, the risk that they are not profitable is more important. And this specificity may discourage the banking sector to invest in this sector, which limits access to finance and thus the opportunity to develop cultural activities.

· Technology is, through reproduction, at the heart of the cultural industries. This specific characteristic which refers to the technological dependence of the cultural industries strengthens the economic power of firms controlling these technologies and their dominance on international markets.

M3-3. Structuring of the cultural sectors

The life cycle of a cultural product includes several major economic functions relatively common among the different sectors. Under the form of links, they can be a production chain ranging from the creation of the work to its receipt through media.

[image: image2.png]Distribution Commercialisation/
/diffusion accés

Création Reproduction

Production





a. Creation

It refers to the design of the original work and, thus, the concept of intellectual property. This step allows an idea to take shape, it applies to operators at the origin of the product; creators, artists, authors but also craftsmen. Other types of workers contribute to this phase, mainly the technical manpower specialized in the cultural field, and those who help the work to emerge.
b. Production

This concerns the phase that allows the work to become a product available to the public. It mobilizes human and financial resources necessary for this transformation, specifically the transformation of the original work in a tangible medium. The producer is thus the main intermediary between the creator and the public, is responsible for selecting the works to bring to market and assumes the financial risk. He manages, moreover, the distribution of rights to authors of works produced.
c. Reproduction

This phase refers to the physical manufacture of the product in multiple copies intended to supply the market. In the music industry, this phase may be performed by a phonographic publisher who takes the prototype recorded (the master), makes a disc and places it on the markets (pressing, promotion...). The contract between the publisher and the phonographic producer is called “License Agreement”. As he physically manufactures the disk, the phonographic publisher pays rights, the producer remaining the owner of the recording.

d. Distribution

This function corresponds to the logistic phase of placing the product on the market. The distributor is the link between supply and demand for the product by sending it to the direct points of sale to consumers. Through a structured network, he responds to orders from retailers but also implements commercial strategies to develop the demand. The distribution phase involves several types of stakeholders: wholesalers, promoters, programmers, tour organizers, venue managers…

The distributor then assumes the logistics of marketing the product and must have important storage and transport means. The effectiveness of this link and, more broadly, of the entire value chain of a cultural industry, depends on the availability and quality of local infrastructure. But the importance of this phase does not only concern logistics, it determines the success of the product and thus the compensation of operators acting on the entire chain. It is intimately linked to the demand creation and promotion of the product. Its strategy rests on analysis tools (market analysis, audience analysis, forecasting success...), on commercial tools (marketing, advertising, promotion through media...) but also on more subtle awareness tools (actions directed to target audiences, entertainment, educational activities…).
e. Provision or marketing

This function is the final step of providing the product to the public or the consumer. It corresponds to the totality of the specialized retail trade (bookstores, record stores...) or generalists (hypermarkets...) offering cultural products.

M3-4. How to assess the economic contribution of culture?

M3-4-1. Tools and challenges

Implementation of cultural policies and cooperation programs effective and responsive to field realities imply that policy makers have at their disposal clear and rigorous information concerning the cultural sector the potential of which they seek to develop. However, in many Southern countries, this information is lacking and harms the relevance of the strategies adopted. To fill this gap, cooperation can be mobilized for the design and implementation of methodological tools to better understand the realities of the cultural sector. We note here two much used tools:

· Cultural mapping: It favours a geographical approach to the identification of all cultural activities and practices present in the study area. It involves, by means of field surveys, obtaining information on the structures dedicated to the culture (private, public, community), the different audiences and their habits, networks and interactions that develop between these actors, etc. Once processed, all this data is retrieved in a document whose purpose is to account for spatial dynamics, resources present, needs and expectations, so that strategies of spatial planning can be developed in accordance with the field requirements. Due to its characteristics, this method is mainly used across cities, and is intended primarily to local authorities.
· Cultural profile favours an economic approach. Always by means of field surveys, it consists in drawing up an inventory of the cultural sector by identifying all structures present while evaluating their contribution to economic development (contribution to growth, to employment, etc.).The inventory compiled on this basis, by linking the information collected with data on the legal and institutional environment of culture, should help highlight the strengths and weaknesses, as well as the opportunities that characterize each of the cultural sectors. In sum, the cultural profile is a practical tool designed to help policy makers to better understand the issues faced by cultural professionals, and on this basis to define priorities for their cultural policy.
Making use of these tools: the example of South Africa

The identification of cultural industries conducted by the government began by the Cultural Industries Growth Strategy – GICS initiative implemented by the Department of Arts, Culture, Science and Technology (DACST). It led, in 1998, to the report “Creative South Africa: a strategy for developing the cultural industries sector”.
Aware of changes and new cultural challenges brought about by globalisation, the DACST launched this project in order to estimate the potential benefits generated by the cultural industries sector. This report was accompanied by several sectoral studies - film and video, music, crafts and publishing - ambitious to identify these industries but also estimate their contribution to job creation as well as to the economy according to different links of the production chains. These sectoral studies have thus given a solid foundation for the establishment of development strategies of cultural industries in South Africa.

The drafting of this document was done in a dynamic and participatory way. The industries themselves have participated in the project as key actors for the identification of sub-sectors but also through specific groups in charge of defining the strategic recommendations contained in the document. This subsequent study has directly and indirectly resulted in setting up several projects and several agencies destined to support cultural industries and contribute to their development. Since 2007, the South African government has been also conducting a mapping project of the creative economy in partnership with the British Council. This project is under trial in Gauteng Province, where it has mainly led to the publication of several industry reports including cultural industries of Gauteng: the broadcasting sector, as well as the media and publishing sector - in the provinces of Western Cape and KwaZulu-Natal.
M3-4-2. Case study: ICIC program
(Program of the International Organisation of La Francophonie)

Initiated by the International Organisation of La Francophonie (OIF) and coordinated by the Culture and Development association as technical operator, ICIC is a multi-year program whose objectives are:

·  Identify, through surveys, all economic activities related to culture in a given space
· Inform, educate and solicit the participation of professional institutions and groups directly and indirectly related to the cultural sector
· Publish regional cultural profiles
· West Africa (Burkina Faso, Ivory Coast, Senegal)
· Central Africa (Cameroon, Congo-Brazzaville, Gabon)
· South Asia and Pacific countries (Cambodia, Laos, Vanuatu, Vietnam)
· Caribbean (Dominica, Haiti, Saint Lucia)
Cultural profiles are organised as follows:

	Comparative analysis of the IC industry
	Presentation of each country
	Register

	(
	(
	(

	Culture and economy in the region: overview of an emerging sector
	· Human development

· Institutional environment of culture and cultural policy
· Economics of IC and potential of cultural industries

	· Institutional environment
· Publishing and digital
· Audiovisual

· Music and performing arts
· Visual Arts
· Media and Communication
· Crafts and antiques


These cultural profiles were made under a scheme of work which, if adapted according to the context of each country, always passes some basic steps:
· Establishment of an inter-ministerial framework to monitor, support and validate the implementation of the cultural profile.
· Collection of quantitative and qualitative data from operators and cultural entrepreneurs.
· Development of an analysis of the cultural sector and its environment: types of businesses, economic contribution, operation of industries…

· Preparation of a register of cultural operators and entrepreneurs
· Publication of the cultural profile.

The preparation of cultural profiles can be hindered by a number of difficulties largely linked to the opacity of the culture sector in many developing countries, particularly in Africa:

· Low corporate structuring
· Low power of professional organizations
· Difficult access to commercial data of businesses

· Importance of the confidentiality culture.
To minimize the risks associated with these characteristics, it is necessary to ensure that the project is fully supported by professional institutions and groups, through prior information and awareness-raising sessions.
Some confidence should also be created on the part of professionals, including by providing control over the final destination of the results communicated to investigators.

Module 5

The conditions for the development of the economy of culture

M5-0. Objectives of the module

· Understand in what a cultural policy consists and how it can contribute significantly to the development of the cultural sector (M5-1).
·    Understand the role of the legal environment in the development of the cultural industries as well as tracks to consider for improvement (M5-2).
·    Study why and how it is essential to develop a range of appropriate training to strengthen human resources in the cultural sector (M5-3).
·    Show the means by which public authorities can crucially encourage the development of culture businesses (M5-4).
·    Understand why and how national and international demand for cultural products should be stimulated (M5-5).
M5-1. Cultural policies: definitions and challenges

Encompassing artistic life, the cultural reality experienced by the population includes education and renewal of knowledge, mass media, cultural industries, the logical affirmation of local identities.
M5-1-1. What is a cultural policy?

Cultural policy is a program of coordinated actions designed to change the cultural, social and economic environment in a sectoral logic. It is based on a sequence of decisions or activities intentionally consistent, taken by various actors, public and sometimes private, in order to tackle a collective problem in a targeted way.
According to Knoepfel, Larrue, Varone, 2001.
It is composed of several sectoral policies aiming at promoting:

· the language

· the teaching of history
· heritage protection
· artistic creation

· the cultural industries sector
Why a cultural policy?

“Any cultural policy has the primary objective of implementing all means capable of developing the possibilities of expression and ensuring freedom of it. This is to recognize to individuals the right to be authors of lifestyles and social practices that have meaning. It is therefore necessary to provide the conditions for creativity wherever they occur, to recognize the cultural diversity by ensuring the existence and development of the weakest environments”.
(The Arc-et-Senans Declaration)
It is an instrument used by government and answering the fundamental objectives:

· Protect fundamental rights, values, traditions beliefs of society;
· Implement all means capable of developing the possibilities of expression and ensure the development thereof;
· Recognize to individuals the right to be authors of lifestyles which correspond to them;
· Foster, accordingly, the conditions of creativity, recognize the cultural diversity by ensuring the existence and development of the weakest environments.
M5-1-2. Implementation of a cultural policy
a. Conditions for applying a cultural policy
· It implies a coherent link between the definition of problems and their causes, and the instruments to be used to attain the expected results.
· It relies on intervention assumptions gathered in a politico-administrative program.
· It implies that the decisions and activities are carried out by actors who act collectively: political and administrative actors or private actors, invested with the legitimacy to decide and act on the basis of a delegation.
a. Modes of action
· Regulation: The cultural product is not a commodity like any other, so it may be framed by measures destined to protect or promote it: price system, distribution quotas, permits, the right to use public spaces…
· Funding of cultural activities through grant: The state may finance non-profit cultural organizations to promote access to the public and practices in this field. It is also common to set up sectoral support funds designed to support the production of cultural goods and services (funds for film production…) and financed by parafiscal taxes.

· Strengthening human resources through a policy of initial and continuing training in the cultural field.
· Incentives for cultural producers: to promote the development of the cultural sector, the government may implement measures to support economic activity of private actors: tax concessions, exemption from customs duties for certain inputs…

· Arrangements for supply of cultural goods and services: the State itself can be a producer of cultural goods and services or products for use in the process of cultural creation, production and dissemination: cultural facilities (halls, museums, music studios...), human and technical resources
The different dimensions of cultural development cross other sectoral policies as well:
· Artistic education, higher education in the framework of culture;
· Vocational training;
· Rule of law and governance (intellectual property);
· Economy, strengthening of companies (production and trade of cultural goods and products)
· Taxation;
· Regional planning, urban planning, transport.

M5-1-3. The actors of cultural policy
Cultural development results from initiatives of several actors and their interaction: State, local authorities, private sector, civil society. The role of the public, private and voluntary sector may vary from one country to another. Given the diversity of actors, their interests and their actions, a dialogue is necessary to promote convergence of their respective interests.

· Role of the State and local governments:

· Set in consultation with other stakeholders broad guidelines for cultural development
· Legislate and create an appropriate regulatory institutional, economic and technical environment
· Organize the training framework of human resource
· Create a favourable economic and financial environment

· Role of the private sector:

· Invest in the production, distribution and marketing of cultural goods
· Role of the voluntary sector:

· Support the cultural aspirations and practices of the population

To go further

Cultural policies on the European scene: the agenda for culture 2007 and its objectives
This agenda sets out the areas of cultural policy in Europe and proposes a work framework between the EU institutions, Member States and cultural actors around the following objectives:

· Promotion of cultural diversity and intercultural dialogue encouraging the mobility of artists and cultural professionals, the circulation of works and capacity building at regional level;
· Promotion of culture as a catalyst for creativity in the framework of the Lisbon strategy for growth, employment, innovation and competitiveness by promoting creativity in the educational system, training actors in mind business and developing partnerships between the cultural sector and other economic sectors;
· Promotion of culture as a vital element in international relations by promoting cultural exchanges with third countries, access to European markets for cultural products from developing countries and respect of the local culture in cooperation programs.

M5-2. The legal environment: culture legislation and regulatory framework
The legal environment is one of the key levers to develop the cultural sector; it must be an integral part of any policy to this objective. It is, indeed, imperative that the various actors (artists, companies, institutions...) have a comprehensive regulatory framework, adapted or even incentive to conduct their activities.

M5-2-1. An appropriate legal environment for the work of artists
To begin, it is necessary to consolidate the work of creation performed by artists without which no cultural product can exist.  An appropriate legal environment may, as such, offset the risk for the artistic professions.

The protection of artists, and in particular their material interests, is well founded in international legal instruments such as the fundamental text of the Universal Declaration of Human Rights (Art. 27.2), statements or agreements reached by international institutions (UNESCO, ILO, WIPO...): International Convention for the Protection of Performers, Producers of Phonograms and Broadcasting Organizations (Rome Convention, 1961), Recommendation concerning the Status of the artist adopted by UNESCO (1980), the UNESCO Convention on Cultural Diversity of  2005…

Many states have also enacted specific rules for the artists in terms of status and social insurance, but also taxation. Indeed, given the irregularity of the activities of artists, it is problematic to include artists in the social security systems depending on work periods.

So several countries have set up specific schemes allowing them to receive social benefits in the same way as employees:
· smoothing of income for employees of culture by the establishment of a very specific unemployment insurance system (intermittent in France);
· partial support of independent artists' social security contributions by the State (Germany);
· reduction of their contribution rates;
· setting up a retraining allowance;
Part of the burden of risk related to cultural activity is thus borne by the rest of society.

M5-2-2. Copyright: at the centre of artists and professionals compensation
Copyright allows associate the creator’s compensation with the public. Linked to the principle of intellectual property, it places the creator at the centre of the production process. It provides a solution to the problem linked with the financing of authors and free access to works. It is at the core of the development of the creative and cultural industries’ sector because, protecting and rewarding the author, it stimulates creativity and innovation.

At international level, several Treaties and Conventions argue for systematic protection of works of artistic creation:
· Berne Convention for the protection of literary and artistic works

· Brussels Convention relating to the Distribution of Programme-Carrying Signals Transmitted by Satellite

· Geneva Phonograms Convention for the Protection of Producers of Phonograms Against Unauthorised Duplication of Their Phonograms
· Rome Convention for the Protection of Performers, Producers of Phonograms and Broadcasting Organisations

· WIPO Copyright Treaty (WCT)

· WIPO Performances and Phonograms Treaty (WPPT)
At national level, it is necessary that the political strategies of a country shall respect, implement and strengthen the regulatory framework related to copyright and related rights through various legal instruments: laws, orders, plans for the fight against piracy. Given the magnitude of trade in cultural goods and services, collaboration between States is also indispensable.

It is also necessary that political bodies should focus particularly on the adaptation of these legal instruments to the transformations generated by the digital revolution and changing patterns of trade. Indeed, the dematerialization of media, particularly important in the music industry, has enabled consumers to divert the rights relating to the musical works. The regulatory framework must therefore, along with all industry players, integrate and implement new reward systems of copyright and related rights adapted to the new digital age.

M5-2-3. A tax scheme in favour of the cultural sector
The regulatory framework may introduce an incentive climate for sector development and the activities of artists using fiscal instruments. This aspect of the regulatory framework, in particular the tax schemes favouring investment in this sector, will be developed later.
Several fiscal levers promote all the links of cultural sectors:
· Favourable measures with respect to taxes on artists income
· Favourable measures with respect to taxes on profits of cultural enterprises

· Tax relief on added value
· Exemption from professional taxes

· Total or partial exemption of taxes

· Clearance measures
· Fee system in favour of certain sectors
· Favourable measures with respect to taxation for the actors of cultural patronage
M5-2-4. Instruments dedicated to sectoral development
Each field of culture has its own more or less appropriate legislative and regulatory texts. The legal framework for different sectors or different cultural spheres must consider their own specific realities and issues. It may be noted by way of illustration:

· Orders or directives relating to the awarding of public institutions
· Unique price systems for cultural products

· Laws relating to the movement of national works
· Laws concerning the entry of foreign products

· Laws on arts education
· Laws on the safety of performances

Good practices
1. The legal component of the EUROMED Audiovisual program
The legal component of the technical assistance proposed in the framework of the EUROMED Audiovisual program includes:
· The creation and provision of a database available online: it includes all the texts available for all countries concerned, in areas which directly affect the development of an audiovisual industry. It allows to dispose of all the legal provisions in force in the different countries concerned and to compare them with the provisions of international and European instruments included in the database.

· The preparation of studies analysing the legislation in force.

· Legal assistance to beneficiary countries of the program, corresponding to their requests and needs.
www.euromedaudiovisuel.net
2. EUROMED – AUDIOVISUAL II: Workshop on State aid to cinema, Rome, 23-24 October 2008
THE CASE OF LEBANON - Maya de Freige, Advisor, Ministry of Culture
The limited resources did not allow Lebanon to develop an effective policy to support cinema. However, there is a government fund to help with a total of 100,000 USD distributed to approximately ten candidates selected by the Movies Commission (all genres: short, long, documentaries… at all stages of film: development, production, distribution, promotion). Getting this aid must rather be seen as a quality label which then facilitates their dealings with foreign donors, primarily French.

After 7 years of effort, the framework law that will govern the Ministry of Culture has just been promulgated. 
It provides in particular: 

- The creation of a Cultural Support Fund which will enable the direct collection of funds or donations by avoiding the cumbersome procedure that prevailed (approval of the Council of Ministers)
- The definition of professional status, which it is hoped will encourage the assertion of real producers
- The entry into force of broadcasting quotas not respected by the national television
Also noteworthy are two indirect aids to cinema:
- The public utility company KAFALAT provides free bank guarantees on loans granted to SMEs (up to 400,000 USD)
- Exemption from customs duties on all imports necessary for filming, production and promotion.
This new legal framework seems to open a window of opportunity to put in place tools long-awaited by professionals and brilliantly formalized by Daniel Zimmermann, who conducted a fact-finding mission sponsored by the Euromed Audiovisual II at the request of the Ministry:
1) A bank guarantee fund modelled on what is currently done by KAFALAT
2) A support fund.
M5-3. Human resources and training

M5-3-1. Human resources within the cultural sector

The artistic process is primarily qualitative. More than in other sectors, the quality of human resources is fundamental. Indeed, the various sectors that compose it resort to the artistic talent of creators, so to a certain ability to recreate his ideas, his emotions through the production of a work. The process of production of cultural goods (books, CDs, DVDs ...) also requires a certain technology needing very specific skills (audio engineering, graphics...) and therefore a sound technical basis.
Moreover, the economic organization of cultural employment involves a number of actors within cultural sectors, and also requires expertise in management and merchandising. Indeed, one of the main features of the cultural labour market is the high share of self-employed. Thus, beyond the purely cultural skills, these professionals must also know how to manage and develop activities. Artist job is discontinuous, the career uncertain and income distribution relatively variable. Professionals integrate in their strategy the riskiness of random activity. Therefore, a number of them assume several functions to compensate for the uncertainty of their remuneration.
Generally speaking, cultural employment is marked by distinct trends:

-           The high qualification of workers;
-           Their high mobility based on project rhythms;
-           The importance of part-time and flexible working hours;
-           The multiplicity of employers or owners for a single person;
-           The high share of self-employment;
-           The “multiple-skill” workers;
-           The large number of micro enterprises.
To help build the capacity of cultural professionals, it is necessary to set up several devices, on the one hand to provide adequate training and quality, and on the other hand to develop and adapt the skills of staff already present on the cultural labour market.

M5-3-2. The importance of having a varied training covering all the fields of culture

a. The different occupations of culture
The different occupations of culture can be grouped into the following categories:
(        Audiovisual occupations (cinema, radio, television)
They bring together a panel of professionals with varied skills:
-           Occupations related to audiovisual creation: filmmaker, director, producer, game designer, documentary producer, animator, performer...

-           Occupations of employees who contribute to the achievement of production: the art of image and sound (shooting, sound, editing, lights...), set designers, makeup artists, accessories or costume staff...

-           Occupations related to the dissemination of audiovisual products: distributors, cinema hall entrepreneurs, projectionists...
(        Literature and publishing occupations
-           Occupations related to publishing: author, agent, artistic director, proof-reader, translator, publisher, distributor, bookseller, librarian...
-           Occupations related to print media: journalist, columnist, editor, illustrator...
(        Music and sound recording occupations
-           Occupations related to the creation: composer, songwriter, creative director, lyricist, musician...
-           Occupations related to the interpretation: arranger, singer, musician, conductor, music teacher...
-           Technical occupations: soundman, sound engineer, recording technician, copier, instrument manufacturers...
-           Occupations related to the administration: show producer, manager, impresario, art director, show officer, programmer, distributor, record store...
(        Performing arts occupations

-           Occupations related to the creation and management: choreographer, writer, costume designer, director, artistic director, conductor, teacher...
-           Occupations related to the stage: dancer, actor, musician, opera singer, circus performer, tutor...
-           Employees of the stage: stage manager, sound engineer, casting agent, makeup artist...
-           Occupations related to marketing: artist agent, turner, diffuser...
(        Visual arts occupations
-           Crafts occupations: restorer, ceramics artist, cabinet maker, bookbinder, leatherworker...
-           Visual arts occupations: painter, photographer, sculptor...
-           Graphics occupations: illustrator, graphic designer, graphic designer for editing, website designer...
-           Administration occupations: Registrar, professor, art critic, gallery director...
(        Heritage occupations
-           Occupations related to research: anthropologist, archaeologist, historian...
-        Occupations related to conservation: archivist, librarian, curator, conservation technician...
-         Occupations related to the management, administration and transmission: museum director, festival organizer, collection manager, guide - interpreter...
(        Occupations related to the cultural management and development
-           Occupations related to human resources
-           Occupations related to the administration
-           Occupations related to the production and financing
-           Occupations related to financial management
-           Occupations related to marketing
b. The importance to have a complete training

There are several devices for acquisition and development of know-how of cultural professionals:
(        The initial official training of technical professionals or academics guaranteeing:
-           The teaching of know-how specific to the business culture;
-        The transmission of knowledge, skills and capacities adapted to the requirements of the sector of cultural and creative industries;

-           Innovative and flexible learning modalities;
-           Sharing professional experiences and teaching techniques at trade shows, conferences or seminars.
(        Continuous vocational training allows professionals to develop and update their knowledge to do their job or consider a change of direction. These training devices ensure the adaptability of people to technical and artistic changes in the sector of cultural and creative industries, helping to increase the competitiveness of different sectors.
(        Amateur arts training. Involved in the education of young people, it builds their personality, develops their sensitivity and promotes opportunities for dialogue and exchange.
(        Arts education in general compulsory education. This is to promote and develop activities initiating to the culture in schools and cultural facilities (museums, libraries and cultural centres) so as to raise awareness of artistic creation. Indeed, arts education is partly responsible for the public's tastes and helps to create those viewers, listeners and consumers cultural and creative products need.
M5-3-3. Devices to develop the skills of professionals of the culture

(        Support entrepreneurs encouraging the creation and development of a business and facilitating the employment of professionals: set up counselling and support services, accommodate and support cultural initiatives in nurseries...
(        Develop the skills of cultural workers and ensure their adaptability to the opportunities of a changing world: encourage knowledge and use of new technologies by encouraging the transition to digital of all people; encourage the establishment of training plans in cultural enterprises.
(        Develop or ensure access to contract opportunities for cultural workers: recognition of diplomas, information dissemination, social capital development of workers (networking...)...
Good practices
1. Support to capacity-building for cultural enterprises proposed by the program ARPEM
Initiated by Culture and Development, the program ARPEM aims the establishment of a service platform (called nursery) for Burkina Faso's musical companies - music professions, craftsmen & technicians in the performing arts, marketing businesses, promotion and dissemination -.
Among these services, the emphasis is on training, in particular on the acquisition or upgrading of skills related to managing and growing a business. Several sequences are thus proposed to contribute to the structuring and professionalism of private operators:
- The management of a music company;
- The legal environment for music companies;
- Technical training to master the new tools of communication and dissemination, notably the Internet;
- The search for funding;
- Installation of cultural projects.
ARPEM is funded by the ACPCultures programme, programme of the ACP Group funded by the European Union: www.ACPCultures.eu; with the support of UNESCO - Global Alliance for Cultural Diversity, OIF, the French Ministry of Foreign Affairs, the Spanish Agency for International Cooperation and Development, the French Institute and the city of Grenoble. For more information: www.arpem-culture.org
2. The Music Crossroads project structuring music in Africa supported by the EC
The objective of this project is to strengthen the music sector in Africa through capacity building of young musicians, contributing to the musical education of children, promoting the integration of women into the professional world of music and using this art as a vehicle for social development.

 

Results: supported the creation of five training centres, has offered many professional musicians an advanced professional training (registration, promotion...), has organized over 30 concerts...

M5-4. Competitiveness of the cultural sector
M5-4-1. The importance of infrastructure

Sector development of cultural and creative industries is subject, like any economic activity, to the existence of collective utilities (energy, transport, telecommunications...), responding effectively to the logistics and material needs of production, exchange and communication. To thrive, the cultural sector needs specific installations providing the means of production: creative workshops, recording studios, soundproofed rehearsal rooms, film studios, spaces dedicated to creation, mechanisms and logistics platforms for distribution, local management and administration, networks of rooms for exhibitions or large-format stores throughout the country and well located to make the goods and services accessible to the greatest number.

These infrastructures determine the good performance of the production chain and are thus guaranteeing the competitiveness of cultural products on the market. Indeed, competitiveness measures the ability of an entity to sustainably sell its goods and services in a competitive market. A company can thus increase its competitiveness by positioning itself on specific niches such as high quality or innovation. In the cultural sector, quality is a key element of the competitiveness level of a product. This is all the more true as revolutions in technology have created new communication and information media ever more powerful and offering consumers an increasingly important definition quality. Producers in different cultural sectors should therefore be able to place on the market works that meet international standards imposed by the arrival of these new media.

In this sense, the availability of infrastructure, whether general or specifically dedicated to culture, is fundamental. On the one hand, national infrastructures - energy, transportation, telecommunication... - guarantee stability (and hence regularity) in production and market supply. On the other hand, infrastructure of cultural character offers artists the means to create in optimal conditions by providing the space and technical equipment necessary. Their role however is not confined to consolidate the effort of production for cultural sectors. Infrastructure of cultural dissemination, exhibition or even storage facilitates and encourages access to works. In this sense, through their function of public awareness, they stimulate demand and, thus, increase the market size of cultural goods and services.

Dispose of such equipment requires a significant investment effort which, in countries where the market is too narrow, is almost unbearable by the private sector that is unable to amortise the cost. For this reason and as their duties are linked to the public service, the State can substitute assuming the installation of these facilities. It can finance the establishment of places dedicated to the creation and production or renovate derelict areas.
M5-4-2. The opportunity to develop clusters of cultural competitiveness
The economic organization of the territory may also be a factor of competitiveness, particularly when it generates positive externalities. Thus, the grouping of businesses, suppliers and consumers within the same space promotes productivity of a sector. This is what is meant by the notion of a competitiveness pole, also called “cluster”.

Gathering on the same territory and for a given sector, businesses, institutions and research and training centres, clusters are factors of growth, employment and increased competitiveness. Drawing on the expertise and complementarity of each player, they promote interaction and synergy innovation potential. Grouping of these entities generates an accumulation of local know-how and a specialization of the companies involved. They contribute to the region's attractiveness and convey its image across the country and abroad. This model of economic development is particularly appropriate for the sector of ​​cultural and creative industries which, faced with an unpredictable demand and dissemination related to communication channels, must constantly renew and integrate new technologies into its production process. If the cultural development strategies built around the cluster dynamics are common in developed countries, they are explored more recently in African countries. South of Sahara, it is in South Africa that most initiatives in this area are to be found. Thus, the organization Kumisa was recently established with support from the Government of the Province of Kwa Zulu Natal, in order to bring together stakeholders in the sector of disk: artists, equipment companies (instruments, sound...), producers, studios, reproduction units, managers and trades related to disk marketing. Kumisa has a mission to contribute to the development and structuring of the local music industry by performing promotional and capacity building actions for stakeholders, conducting research programs, promoting communication between players in the industry and advocating for respect of copyright.
In Cape Town, the CTFC (Cape Town Fashion Council) provides for the creation of a cluster mode to develop the capabilities of stylists and fashion houses.
As part of a process where communities play a central role, these clusters typically develop their own strategy around the following principles:
(       Creation of partnerships between public and private operators with complementary skills;

(      Cooperation among stakeholders to implement common research and development projects;

(        Preparation of a program of development of capabilities for operators;

(        Provision and pooling of resources to support entrepreneurs in developing their activities, in particular access to new markets.

M5-4-3. Encouraging investment through tax incentives and increasing the financial capacity of cultural enterprises

Tax incentives are likely to stimulate the activity of a business and its competitiveness vis-à-vis external markets. They can take the form of exemptions, reductions or tax concessions. They may be the subject of specific laws or be part of the provisions of investment codes. These measures reinforce the economic activity of the specific area as well as areas upstream and downstream... The effectiveness of such instruments depends on their opportunity cost in budgetary terms related to their ability to stimulate supply and demand for cultural products. It is important to know that in the medium term, public finances are affected to a lesser extent by these devices. Through this multiplier effect, increasing economic activity broadens the tax base and thus compensates for the relative decline in public revenue. Given that it is to transfer resources from public to private sector, its impact is more important in the initial stages of developing a cultural enterprise.
Here are different types of tax incentives that can act positively on the cultural production and stimulate investment in this sector:
(        Exemption or tax reduction: this instrument exempts totally (exemption) or partially (reduction) from the payment of certain taxes businesses and consumers who meet the criteria set by law. The reduction of taxes on the sale of cultural goods and services - for example, reduction of taxes on the value added tax (VAT) on sales of books or entries of a show - can increase consumption and thus fuel producers' incomes. Similarly, reductions or exemptions from corporate taxes may encourage production from companies.
(        Exemption or reduction of a price or a public tax: unlike duties, taxes and public prices are for services rendered by government and used to cover the expenses arising thereof. Reductions and exemptions have therefore an impact on public budgets; the State gives up being paid to contribute to social welfare. In the area of ​​cultural and creative industries, the State can thus provide for exemption from the tax on film shooting in the street, or exemption from the tax on the use and rental of public spaces and infrastructure.
(        Tax relief: it is the reduction in the amount of tax. It can therefore be applied to tax on corporate profits or revenue of physical persons.
(        Reduction in customs tariffs on imported inputs for production or cultural investment such as paper for publishing or computer material for the of sound and image sector.

(        Implementation or compliance with the broadcasting quotas for national productions’ distribution in the territory: movies, music tracks on the radio...
There are other levers for fostering investment of culture businesses, especially by acting on their financial capacity. The activity of such companies is deemed very risky in terms of economic viability, particularly because of the randomness of demand. For this reason, in particular in a context of scarce resources, financial entities do not easily grant loans to cultural entrepreneurs. Any device designed to reassure the banking sector in this area helps to increase the investment capacity of cultural entrepreneurs and thus strengthen their chances of winning market share.

Among these devices, one may note:
(        The interest rate subsidy for bank loans: the subsidy may cover only the difference between the normal interest rate and one that is prime, or totally exempt the payment of bank interest (the recipient must repay the capital only).
(        Government guarantees for bank loans: they can cover partially the risk of financial entities.
(        Efforts to raise awareness among the banking sector in cultural economic activities and improve its ability to analyse and assess the risks of an application for funding art projects.
Good practices
1. Launch of a digital cluster in Morocco
“Morocco Numeric Cluster” was launched in early 2011 and is a national strategy for the development of the following areas of activity: mobile services, security, electronic payment and digital rights, multimedia and software. Its main tasks are to lead the ICT players together in collaborative projects with high innovative content in the identified centres of excellence and create a technological environment and synergies conducive to the development of innovation projects and the emergence of innovative start-up ICT businesses.
This new device offers help for access to finance, support to research and innovation, the availability of labelled training but also a support for the promotion of Moroccan products and access their to international markets.
www.marocnumericcluster.org. 

2. Programme of support to the cinema industry in Morocco

Through a program developed by the Moroccan Cinema Centre and the Regional Council of Souss-Massa-Draa, the film industry is actively involved in economic and social development of this region. As stated previously, shooting foreign productions generates a yearly turnover of more than one hundred million dollars. More than ninety thousand people - craftsmen, extras, technicians, hoteliers, shopkeepers - live from this activity.  The increase in intake capacity of shoots and the improvement of fiscal conditions would increase the number of filming. Passing from 11 films in 2005 to 38 in 2016, would boost revenues to 232 million dollars, which would create about 8,000 additional jobs. This is demonstrated in a recent study commissioned by Moroccan operators and decision-makers.

M5-5. Stimulating demand and developing new markets

M5-5-1. The concept of market and demand for cultural products
a. Definition

In an economic sense, the market is the meeting place of supply and demand; in the wide commercial sense, the market includes the entire environment of a product or business: suppliers, customers, banks, the State, regulations , technology; in the narrow commercial sense, the market is the totality of consumers of a product in a given territory and period of time.

In the cultural sector, one distinguishes:

(        The market of unique works whose market price is such that the sale of one unit can completely cover the costs of creation;
(        The market of works reproduced related to cultural industries; this market is marked by the separation between content and material support allowing the reproduction in large numbers of a cultural good.
b. The determinants of demand for cultural goods and services

A number of factors determine the level but also the content of consumption of cultural products:
(        Determinants of economic order: the consumer's income (public) and the product price;
(        Determinants of social order: the level of education, the role that culture can play as a signal and what the individual values in society, the behaviour of imitation...

(        Determinants playing on the formation of tastes and preferences: education in art practices, business strategies, product quality, public loyalty...
(      Determinants of “physical” order: the availability of the product on the market, the geographic proximity of the product compared to the consumer, the existence and quality of distribution and dissemination networks...

c. The specificities of cultural markets
(        Offer constantly renewed and with an infinite variety
(        Products with short life cycle
(        Very high fixed costs (in particular for the production of a film) leading to increasing returns to scale
(        A significant concentration of sales (“best sellers”)
(        Unpredictable demand
(      A market generating positive external effects: consumption of cultural products leads to social benefits not recognized in their selling prices (growth, openness of spirit, social cohesion...)

M5-5-2. Stimulating demand and creating new markets
There are various levers to increase outlets for cultural producers:

a. At national level
(        Develop the artistic and cultural education by working with the education system to shape tastes, preferences and consumption patterns of certain goods and certain products: reading in school curricula, educational activities...
(        Apply tariff reductions or other benefits for the consumer: lower value added tax for cultural goods, loyalty card offering commercial benefits...
(     Promote the efficiency of distribution networks by ensuring the quality of infrastructure;
(       Support cultural events in order to sharpen the public's taste for culture and thus increase its potential consumption;
(        Establish quotas for the benefit of local production: cinema, television, radio...
(        Promote geographical balance of the cultural offer by a system of fiscal incentives or sector development activities (clustering) in the provinces;
(        Search the public likely to appreciate cultural creations and promote the culture of “cultural marketing”: unlike other sectors, cultural marketing does not emanate from the market needs to define its business strategy but rather from the creation itself. The company determines which market segment may be interested in its products and defines its strategy (pricing, distribution, promotion).
b. At international level
(        Exploit different market niches; these small markets correspond to very specific products, which allows to face less competition. This is particularly true of the music world in France which offers significant potential for artists around the world, in particular Africa.
(        Convey the image and the national culture abroad through the channel of artistic promotion; this helps develop the segment of cultural tourism, guide and stimulate the consumption of foreign visitors in this area.
(        Put in place mechanisms to encourage exports of cultural products: tax incentives, administrative facilities...
(        Organize demonstrations and exhibitions of international significance (FESPACO, Contemporary Art Biennial of Dakar...): these areas provide an interesting showcase for local creations and offer the opportunity to negotiate major contracts.
(        Participate in fairs and international exhibitions that bring together professional buyers and sellers.
(        Develop the creation or participation in digital platforms of sale of cultural products abroad (Mondomix...).
Good practices
1. The mobile digital cinema
Born from the observation that much of the public in African countries cannot access cinematographic works, the initiative MDC brings together an international network of associations managing mobile projection. From Benin to Niger through Mali and Burkina Faso, mobile cinemas stroll through the countryside and poorer neighbourhoods of large cities in Africa since 2001. In 2010, the MDC network has covered 2,500 villages and allowed about 7 million viewers to watch movies that touch their everyday lives and also open them to other cultures.
For more information: http://www.c-n-a.org
2. AFRICORI: The trade of digital music
Changes in technology have revolutionized the music market resulting in considerable losses in trade in traditional products. Digital sales have become indispensable to the world of the music industry but its impact primarily benefits developed countries deploying more and more services online. Initiatives are beginning to emerge in Africa, foremost Africori (www.africori.co.za), the first digital platform of African music that allows the virtual meeting between those having rights of phonographic works (independent musicians, composers, music producers) and businesses looking for a sound cover for commercial purposes (audiovisual companies, advertising agencies...). Installed in South Africa, this platform has an international scope; it offers over 2,000 titles of African artists and labels to international enterprises while respecting broadcast and mechanical reproduction rights.
3. The Festival of the Niger River
Organized since 2005, this festival (concerts, dance, visual arts ...) aims to develop cultural tourism in Segou (Mali) and thus increase the national and international attractiveness of the region by pursuing the following objectives:
· Promotion of local cultural expressions

· Involvement of local populations

· Creation of a forum for exchange and discussion

· Strengthening the position of Segou as a national and international arts centre
· Awareness-raising for the fight against poverty during and after the festival.

Results:

· Number of tourists multiplied by 10 in 5 years

· Creation of a recording studio and a development centre of art crafts

· Local economic benefits: job creation (2,150 in 2010), creation of hotels, restaurants...
M5. Conclusions

(        A coherent cultural policy encouraging the development of the cultural sector must imperatively be prepared in consultation with all relevant actors.
(        Particularly because of the central role of copyright, a stronger legal environment may facilitate the development of artists and cultural enterprises.
(        The level of qualification of human resources is a central issue to be faced by the development of appropriate training opportunities.
(        By implementing adequate infrastructure or clusters, governments can actually play a decisive leverage role in the development of cultural industries.
(        A coherent cultural policy must also ensure that demand is stimulated, taking into account the possible opportunities in international markets.
Module 6

Cultural diplomacy and cooperation

M6-0. Objectives of the module

(        Understand the motivations of the external cultural policy of the States (M6-1)
(        Assess its implementation methods (M6-2)
(        Examine the issues related to the development of cultural cooperation (M6-3)
(        Identify the main challenges facing today cultural cooperation (M6-4)
(          Study the various components of cultural cooperation in the EU and understand how it is implemented in practice (M6-5)
M6-1. The determinants of the external cultural policy of the States
M6-1-1. What is an external cultural policy?

External cultural policy

1) The more neutral and more general term. It denotes the set of relations of a State with States abroad in the field of culture. This policy is based on goals (influence, promoting certain values, reconciliation with third States, etc.), is defined by political power, and can be implemented by a wide spectrum of actors (government, associations, businesses, etc.).

2) In a narrower sense, this term may refer only to the objectives and strategic directions set by the political power in the matter, taken as an assumed coherent whole. In this sense, external policy can be understood through laws, decrees and directives, but also through the speeches of political leaders and other “white papers”.

To explore this question, it is necessary now to define what cultural cooperation is:
Subset of external cultural policy. It refers to the relationship of understanding, exchange and solidarity maintained between two States in the field of culture; is sealed by a treaty, agreement or convention. Cultural cooperation ties can exist between two States (“bilateral”), or between more than two (“multilateral”), especially when it is achieved through an international organization (UNESCO, OIF, etc.).
M6-1-2.External cultural policy in the service of power
a. The concept of “soft power” and the inclusion of culture
Power concept, central in international relations, experiences a great enrichment with the theory of “soft power” developed by the American political scientist Joseph Nye in 1990. According to this author, the power of a State is divided into:
(        “Hard power”: that is to say the capacity of coercion (by the military and/or economic lever of a State)
(        "Soft power": the ability of a State to “indirectly influence the behaviour of another actor or the definition by this other actor of his own interests, through non-coercive means." The soft power of a State allows it to gently shape international relations according to its own interests (in particular giving it some control over the international agenda in the framework of multilateral cooperation). It depends on its ability to persuade other actors of international relations (other States, international organizations, civil societies, etc.) through the power of seduction exercised by its values, its ideology, its vision of the world.
In this perspective, the cultural influence of a State turns out to be one of the main factors of “soft power":
(        Cultural products are an expression of creativity and talent of a people. It thus contributes to the positive image a State can enjoy outside its borders.
(        Cultural products (movies, music, books, etc.) convey values ​​and a certain vision of the world. Their wide distribution throughout the world can affect the representations and behaviours of other actors.
b. The integration of culture in the influence strategies of States
The inclusion of culture in soft power strategies of States has been systematized in the second half of the 20th century.
Initially, this trend was driven by the ideological dimension of the Cold War. Indeed, the U.S. and USSR have quickly realized the effectiveness of cultural weapon in the ideological confrontation between them. Very offensive strategy of the U.S. government which is working closely with Hollywood: the Pentagon has consistently provided technical assistance to Hollywood studios to help them put into stage U.S. foreign policy in a positive light. Meanwhile, US trade policy has repeatedly sought to foster a wide distribution abroad of these films: cases of bilateral debt reduction agreements signed with West European States at the end of World War II which provided especially reviewing to lower the quotas imposed on American films on European screens (in the case of France: the Blum-Byrnes agreements, 1946.

· From the 80s, the development of new information and communication technologies (NICT) dramatically accelerates the internationalization of information exchange and cultural products, thus multiplying the impact of state “public diplomacy” (term used by the U.S. administration in place of “propaganda” to describe communication activities targeting populations and not directly States). This mutation explains the growing importance that States grant to their external audiovisual action, with funding of international channels (Voice of America, France 24, Deutsche Welle, etc.).

(        The development of multilateralism on security and conflict prevention issues. With the expansion of international cooperation on disarmament issues, inter-state competition has moved in the field of economics but also on research, the debate of ideas, information and culture. This factor is crucial in the theory of soft power by Joseph Nye, because it helps explain why the economic and military setbacks of the United States did not challenge its hegemonic position in the international arena. It also explains the development of China's active foreign cultural policy (multiplication of Confucius Institutes around the world).
M6-1-3. External cultural policy in the service of private interests
Professional organizations may have to play a central role in defining the objectives set by States in the field of external cultural policy (through lobbying or advocacy).
Two illustrations:
(        In the U.S., Hollywood studios have always been able to assert their interests with the U.S. administration. Founded in 1945 by the majors of the time, the Motion Picture Export Association (later renamed Motion Picture Association) has set itself the task of defending the interests of the American film industry abroad. By dint of lobbying, it was able, on many occasions, to influence U.S. external policy to promote the deregulation of trade in audiovisual content (on the occasion of the Blum-Byrnes agreements of 1946 or later in 1994, during negotiation on GATS).
(        In France, such a collaboration between film professionals and the government also exists, but in another form. Feeling threatened by the Blum-Byrnes agreements of 1946, professionals were quickly mobilized to defend their interests through the French Union of Film Producers, the National Federation of Show CGT or the Defence Committee of French cinema. By 1946 the government and French professionals agree to create the National Centre for Cinematography to which is added Unifrance three years later, the latter being responsible for promoting French films abroad. This collaboration was renewed in the 80s and 90s for the defence of the principle of “cultural exception” in international trade regulation. At that time, the film industry invests heavily to win public opinion and counter the interests of the major communication groups (private TV channels, advertising), more favourable to trade liberalization. This mobilization has contributed greatly to the strength of France in trade negotiations at European (TWF Directive, 1989) or international (GATS, 1994) level.
M6-1-4. External cultural policy in the service of values ​​and shared interests
This is the mainspring of cultural cooperation.
· Culture can be used as a vehicle for peace and friendship between two (or more) States. This philosophy has seen a revival since the attacks of 11/9 with the promotion of a “dialogue of cultures”, considered as a remedy against the “culture shock”.
Examples: 
· Euro-Mediterranean cultural cooperation

· Alliance of civilizations

· “Culture of Peace” (UNESCO)

It is also under this context that the cultural cooperation falls, developed with countries in the South aimed to development and the fight against poverty (see Resolution on Culture and Development of the UN General Assembly, 2010).
· Culture itself can be considered as a value and justify of itself the development of cooperation. This phenomenon has played an important role in the struggle for cultural diversity led by a coalition increasingly broad. Though economic interests are at stake, such as the legitimisation of a certain degree of protectionism, the right of States to support their cultural industries, the idea that cultural diversity is a common property of humanity, inherently positive, has gradually emerged in the negotiations, particularly under the influence of civil society (represented mainly by transnational networks for the promotion of cultural diversity).This idea is also clearly stated, in the preamble, in the UNESCO Convention of 2005: “cultural diversity forms a common heritage of humanity and [...] should be cherished and preserved for the benefit of all.”
M6-2. The implementation of the external cultural policy of the States
M6-2-1. The instruments of external cultural policy
Whatever its goals, the external cultural policy of a State deploys itself in different fields of action. The respective importance given to each of these fields of action varies depending on the history and political culture of each State.
a. The external cultural action
This is a term related to a certain French vision of culture embodied primarily by Malraux, Minister of Cultural Affairs between 1958 and 1969: culture is primarily expressed through arts and heritage, witnesses of genius of the people and a source of aesthetic emotions. Since then, the role of public authorities is to “make the major works of humankind accessible” (decree of appointment of the Prime Minister of Culture, 1959). The external cultural action aims to extend this provision of culture in third countries.
Different possibilities:
(        Organization of shows (concerts, dance, theatre, etc.)
(        Development of libraries/media centres
(        Organization of exhibitions
(        Film Screenings
(        Organization of conference on culture
(        Official participation in exhibitions, fairs or festivals
Generally, external cultural action aims as much to present and disseminate the culture of the country - highlighting national artists-, and to promote exchanges between it and the culture of the host country (call for local artists).
Example: Book Fair for children and youth in Meknès (Morocco)
Event organized by the French Institute in Meknès
(        Time of meeting between professionals and the public
(        Promotion of youth edition
b. The language teaching abroad
Promoting the national language abroad occupies a prominent place in the external cultural policy of different powers. Indeed, learning a language is also familiarise oneself with the culture of the country of origin (especially through the discovery of its literature). Consequently, the State action in favour of teaching its language abroad allows it to broaden the appeal of its culture and the demand for its cultural products associated with it (books, films, music, press and media, etc.).
Some big powers are well equipped with a vast network of institutions offering courses in language:
(        France: French Alliances and French schools to which must be added cultural centres and institutes which also offer courses in addition to their cultural activities.
(        Great Britain: British Council centres
(        Germany: Goethe-Institut and German schools abroad
(        Spain: Instituto Cervantes centres
(        China: Confucius Institutes
c. The external audiovisual action

As indicated above, the media has gained considerable importance in external cultural policy of States, forming generally part of a broader strategy of public diplomacy. At the heart of this strategy is the promotion of radio and television broadcast abroad through satellite or the Internet. The main issue is to allow a State to broadcast a message towards foreign populations in order to:
(        Exhibit a certain reading of the news
(        Promote certain values
(       Present the country and especially its culture. It is in this context that the external audiovisual action has a decisive role to play in the country's external cultural policy. It helps to greatly increase the visibility of artists and cultural heritage abroad (through documentaries, news stories, cultural programs, etc.).
This policy is being implemented by several States:
(        USA: Radio Free Europe, Radio Asia Europe, Voice of America (radio + TV)
(        Germany: Deutsche Welle (TV)
(       Great Britain: BBC World Service (radio), BBC World News (TV) + various TV channels specialised by theme or geographical area of distribution
(        France: Radio France International (RFI) and France 24
d. Trade policy

Trade in cultural goods and services has gradually been globalized in the second half of the 20th century, particularly since the 1980s thanks to advances in technology in the field of information and communications (satellite, internet, digital, etc.). This trade is highly unbalanced, so that the question of its regulation has become extremely sensitive, a subject of intense negotiation between competing interests: external cultural policy invests the field of trade relations.
Two opposing attitudes:

(        The United States occupy a dominant position in international trade of cultural goods and services (because of their technological edge, the development of their media, of savings invested in the cultural sector) and have always sought to remove protectionist barriers imposed by certain States. Policy conducted within the framework of bilateral (case of the Blum-Byrnes agreement) as well as multilateral (in the framework of GATT/WTO and UNESCO) negotiations. This position is also shared, to some extent, by the United Kingdom and the Netherlands.
(        Most European countries and Canada have instead developed restriction (annual quota granted to national productions on radio and in movie theatres) and taxation (in France, ticket tax to finance the French cinema) policies to protect and support their cultural industries judged to be insufficiently strong to compete with American cultural products. These policies were defended by those States during the various rounds of GATT and WTO negotiations (defence of the “cultural exception”) and are partly behind the struggle for cultural diversity.
e. Cooperation for development

(This subject will be discussed in more detail later)
The inclusion of culture in development cooperation policies has gradually become a major thrust of external cultural policy of some States (one can mention in particular Spain and Sweden). This trend is noticeable at both the bilateral and multilateral cooperation levels (UNESCO, OIF, European Commission). It is most often reflected in programs aimed at strengthening the capacity of cultural operators in the southern countries (training programs, technical assistance, exchanges of good practice, etc.) or in financial aid.
M6-2-2. The architecture of external cultural policy
Institutional organization of external cultural policy is done in a manner very different from one country to another.
The American model
The U.S. officially does not have an official external cultural policy but a strategy based on several principles:
(        Cultural products are goods like any other and should therefore be subject to market forces as such. The primacy of free trade is reinforced by the doctrine of free flow of information, that is to say the freedom to inform and be informed (apple of discord regarding the nature of audiovisual services: Europeans speak of “culture”, Americans of “information”).
(        The federal State is not legitimate to intervene in cultural affairs (no ministry of culture).
Therefore, external cultural activity of the United States is characterized by:
(        Low institutionalization
The external cultural activity is not supervised by a public guardian institution. One can at a pinch mention the role of the Broadcasting Board of Governors (BBG), an independent government agency to which is attached the International Bureau Board (IBB), charged to oversee the external audiovisual activity of the U.S. (Voice of America and various radio stations). Note that this agency has a statute designed to guarantee its independence by limiting government interference.
(        Prominence given to private actors.
In the American view, the best agents of American culture in foreign lands are private actors: foundations, NGOs, cultural organizations, multinational corporations. Therefore, external cultural policy of the United States most often boils down to a diffuse support of these operators:
-           Advocacy of American cultural industries interests in multilateral negotiations on the regulation of world trade.
-           Financial aid (limited) to cultural operators that provide international visibility of American culture (mainly museums) but also to philanthropic foundations that carry American values ​​abroad (democracy, free speech, etc.) and develop cooperation activities in the field of culture, such as the Ford Foundation).
This “model” is embodied exclusively by the United States, the only country where the legacies of history and power of cultural industries make this policy effective, beyond the apparent paradoxes: a considerable cultural influence with a minimalist State intervention.
The German and British model
Characteristic model of the external cultural policy of Great Britain and Germany:
(        Impetus to the external cultural policy by the Ministry of Foreign Affairs, which sets broad guidelines and provides the necessary funding.
(        The implementation of the policy is then fully delegated to an independent institution:
-           Great Britain: the British Council
-           Germany: Goethe Institute
This feature is one of the key differences compared with the French model (see below). Although these institutions are working in consultation with the Ministry of Foreign Affairs, they have broad leeway in the definition and implementation of their action. Again, this singularity is explained by the political and cultural history of the country: strong liberal tradition (United Kingdom), suspicion about the risk of instrumentalization of culture for political purposes (Germany).
· Another feature: these independent institutions coordinate the entire cultural network abroad (centres abroad besides bearing the name of the central institution).The branches abroad have generally as core mission to spread the language of the country, foster artistic exchange and issue information on the country.
The French model
The French model has two essential features:
(        A strong role of the State
This feature is a continuation of the interventionist tradition of the French State which has been permanently marked by the action of Malraux's Ministry of Cultural Affairs. Due to the monopoly of the Ministry of Foreign Affairs on all foreign relations of France, the latter is at the heart of external cultural policy defining its guidelines and coordinating their implementation (in close collaboration, however, with the Ministry of Culture). Within the central departments of the Ministry is included the “direction of cultural policy and of French”, which is responsible in particular to define and coordinate the implementation of this policy.
(        A multitude of agents
A feature typically French, sometimes praised for the diversity of approaches made possible by the variety of actors, sometimes criticized when it is synonymous with fragmentation and lack of coordination. The numerous agents upon which the Ministry of Foreign Affairs relies are distinguished by their specialty, their relationship status with the Ministry and their level of intervention.
-           At central level, the definition of sector strategies is delegated to specialized public or semi-public institutions
· AEF (Foreign audiovisual of France): State-owned holding company overseeing the work of RFI and France 24. AEF also holds a significant stake in TV5 Monde.

· French Institute: Public establishment of industrial and commercial nature which took over in 2011 from the association Culturesfrance. Its main mission is to lead the French cultural network abroad (which, however, remains directly attached to the Ministry, except in experimental cases): External cultural action, artistic exchange, teaching French.

· AFD (French Development Agency): Public establishment of industrial and commercial nature responsible for funding and coordinating French cooperation for the development of Southern countries, including those devoted to the development of culture.

· French Alliance Foundation: Atypical institution of the French device being private, works however closely with the Ministry of Foreign Affairs (with which it is bound by an annual convention and by which it receives a substantial part of its financing) because of its historical role (was created in 1883) and the magnitude of its overseas network. It is relatively close to the British Council and the Goethe Institut.

-           In the field, the implementation of external cultural policy is conducted by a network of
(        French cultural centres and institutes: public institutions attached to the Ministry of Foreign Affairs, responsible primarily for cultural activities and teaching French
(        Services of Cultural Cooperation and Action (SCAC): Embassy services responsible among others for overseeing cultural cooperation with the host country
(        French alliances: Local law associations linked by statute to the French Alliance Foundation. Primarily responsible to teach the French language.
The law of 27 July 2010 on the external action of the State has recently attempted to rationalize this system, particularly through the creation of the French Institute, with wider powers than its predecessor Culturesfrance. While it is too early to assess the relevance of this reform, we note that it has only partially solved the issue of the extraordinary nature of the French system.
M6-3. Development and change of cultural cooperation
The idea of ​​cultural influence is rooted in the history of international relations since the Renaissance and the assertion of States. However, cultural cooperation is a relatively recent idea, which can be traced back to early 20th century with the development of an “intellectual cooperation” (see box).
To go further

The “intellectual cooperation” in the service of peace
· At the Organization for Intellectual Cooperation (1922-1940)
Trigger Event: World War I and subsequent moral trauma. In a context marked by an idealistic vision of international relations (States must cooperate to defend the interests and values transcending them), creation of the League of Nations (1919), whose General Assembly decided two years later to create the International Commission of Intellectual Cooperation (ICCI), proposed by France. This is the basis of the Organization for Intellectual Cooperation (OIC) to which are attached other organs in the course of the 20s.
The idea is to promote exchanges and collaboration between researchers, teachers and intellectuals of all countries in the hope that trade in ideas will promote world peace.
· At UNESCO (from 1946)
After the end of the activities of the OIC in 1940 and the horrors of war, this same philosophy governs the establishment of UNESCO (“Since wars begin in the minds of men, it is in the minds of men that the defences of peace must be constructed”, Preamble to the Constitution of UNESCO, 1946).

On this basis, UNESCO has extended the dream of the OIC, while radically changing, however, its approach to intellectual cooperation:
· In the 40s-50s, it leads an intense debate on the advisability of a “global monoculture” it would act to promote as a guarantee of peace

· Radical shift from the 60s, following decolonization: the challenge is rather to preserve the identities and cultures threatened. It is on this basis that began a reflection about what will be later called the “cultural diversity”.

This vision of the exchange of ideas as a factor of peace has been updated in recent years around the concept of “dialogue of cultures”, intended as the solution to the risks of “culture shocks”: from this perspective, cultural cooperation should allow a better understanding of the culture of the other, promoting mutual respect.
 
 
It is only from the 90s and especially 2000 that the bilateral and multilateral cultural cooperation has really taken off to take the form we know today, around two issues that have become fundamental:
(        The defence of cultural diversity. This priority was gradually imposed on the international agenda because of the convergence of different dynamics:
-           Changing perceptions concerning the relationship homogeneity/diversity (homogenization is now seen as a threat synonymous with impoverishment, diversity is treated as a form of common wealth of humanity).
-           Socio-cultural imbalances (and their political consequences) induced by the phenomenon of cultural homogenization: loss of identity, crisis of values, etc.
-           Economic Challenges: States under the onslaught of U.S. cultural products (both in the North and in the South) seek to protect the interests of their cultural industries. Desire to rebalance the trade of cultural goods and services so that its growth does not only benefit a handful of countries.
(        The consideration of culture as a condition of development. UNESCO has played a leading role in this reflection, with the holding of the Mexico Conference on Cultural Policies in 1982, followed some years later by the launch of the Decade for Cultural Development (1988-1997). This awareness work leads to a progressive mobilization of actors in international cooperation and results in two major developments in the approach to development policies:
-           Transversal inclusion of culture in a growing number of development programs: better assessment of expectations and needs of populations, consideration of values ​​and traditions, valuing local know-how.
-           Inclusion of the cultural sector in the field of intervention development policies should help cement cultural and artistic creativity the country needs to grow, while allowing the country to take advantage of the economic benefits generated by the development of cultural industries.
M6-3-1. Very diverse stakeholders

Since the last ten years, the rapid development of this type of cooperation has led to a growing mobilisation of very different actors.

International organizations
International organizations (UNESCO, OIF, African Union, European Union, UEMOA, etc.) play a complementary role to that of State and local communities as they
(        Are an arena of debate for their member States but also for experts and civil society organizations, destined to define common positions. It is beneficial to adopt a holistic approach to cultural cooperation, capable of transcending the particular interests and specific approaches proper to each of the member States.
(        Have a normative function: produce declarations, treaties, conventions, action plans, strategies, etc. so as to guide the actions of various actors in international cooperation. This is to harmonize the initiatives for greater coherence and better effectiveness.
(        In continuation of this normative function, ensure monitoring of the texts adopted by assuring compliance with standards set assessing the impact on the ground.
(        Collect, process and disseminate information to assist those involved in cultural cooperation to better understand the issues and the mechanisms they face. Dissemination of this information may take the form of reports and studies, but also seminars, workshops and other symposia. This dissemination can also speed up the inclusion on the agenda of issues that the organization wishes to defend, by facilitating ownership by member States and other actors of cultural cooperation.
(        Network the various actors in the cultural cooperation (e.g., Global Alliance for Cultural Diversity by UNESCO)
(        Finally, they are an important funder of cultural cooperation (see below in terms of cultural cooperation policy of the EU).
States
States remain the central actors of cultural cooperation because of their dominant position in the international arena (legitimacy derived from their sovereignty)
· Set the broad guidelines and strategies to guide their external cultural policy, particularly regarding relations of cooperation with third countries.
· In applying these strategies, they provide an essential part of funding invested in cultural cooperation, particularly in the context of their bilateral cooperation policies. They are also funders of multilateral cooperation organizations (UNESCO, OIF...) through contributions that should not be underestimated in assessing the importance of their cultural cooperation policy.
· Benefit from a diplomatic network around the world. Embassies, central elements of this network, can have within them specialized services to implement programs of cultural cooperation. As discussed above, the richest States may also adopt, in parallel, a network specialized in the implementation of external cultural policy (CCF, the British Council branches, the Goethe Institute branches, Institutos Cervantes, etc.). The branches of this network can then be responsible for carrying out certain programs of cultural cooperation.
· Are involved in setting international standards laid down in multilateral organizations where they are represented (discuss, adopt and ratify the texts). In this way, may influence the guidelines given to cultural cooperation worldwide.
Local communities
Recent actors of international cooperation whose skills keep growing as decentralization reforms are implemented. Within the framework of decentralized cooperation, cities, regions, departments, provinces, etc. have become major actors in cultural cooperation.
Associations/NGOs
Play an increasingly important role in cultural cooperation because of the legitimacy accorded to them (as representatives of civil society) and their relative effectiveness in responding to the burden of certain public institutions. Intervene at various levels of cultural cooperation, according to their size, financial and geographical location.
· Advocacy role with other actors of cultural cooperation (States, international organizations, etc.) for a better consideration of culture in cooperation policies. Their action unfolds through publications, participation in conferences and seminars, and communication campaigns (mainly on the internet).
· Role of operators/project managers for the implementation of cultural cooperation programs. Programs funded by public institutions (be they States, local governments or international organizations) are often implemented by international solidarity organizations (NGOs) or local associations. These associations can act as operators (authorised by one or more sponsoring donors) or project managers.
To strengthen their influence and capacity for action, associations tend to forge partnerships between them (in particular partnerships between associations in the North and South) and to form networks (e.g. the networking action conducted by the Pan-African association Arterial Network).
Foundations

Although foundations are traditionally little interested in matters of cultural cooperation (being more concerned with humanitarian issues, fight against extreme poverty, environmental protection), they are called upon to play an increasingly important role in financing various programs. Some prominent examples include the case of the Prins Claus Fund, a Dutch foundation which, since its establishment in 1996, finances and supports innovative projects for cultural development of the countries of the South.
The culture professionals
Have become key actors in cultural cooperation, particularly since a strong accent was put on the development of cultural industries. In many cases, cultural professionals happen to be the main beneficiaries of cultural cooperation, when the programs developed aim to build capacity (training, information, support programs).
However, they are also called upon to play a capital role enabling to place on the agenda problems that their industry faces as part of international symposia (case of the Brussels Declaration adopted in 2009 after the conference “Culture and Creativity as Vectors for Development”), of consultations organized by governments, of surveys, etc.
In any case, we must emphasize the vital role that professional organizations are called upon to play in this mission of advocacy and lobbying: its effectiveness actually depends on the ability of professionals to come together in structured and legitimate organizations able to present the interests of different professions to governments and other actors of international cultural cooperation.
M6-3-2. The leading role of UNESCO
a. The beginnings: cooperation for the safeguarding of World Heritage of Humanity
Heritage considered as a richness common to humanity that must be protected from destruction. This cooperation has developed in several stages:
· By 1954, the Convention for the Protection of Cultural Property in the Event of Armed Conflict (Hague Convention) was signed under the auspices of UNESCO
· Since 1964, UNESCO undertakes the rescue of temples of Abu Simbel endangered by the construction of the Aswan Dam. This spectacular and publicized action participates in public and State awareness on the need for an international intervention in favour of world heritage preservation.
· In 1972, these efforts are crowned by the signing of the Convention concerning the Protection of the World Cultural and Natural Heritage which states in its preamble that “it is incumbent on the international community as a whole to participate in the protection of the cultural and natural heritage of outstanding universal value, by the granting of collective assistance.” The agreement provides for the establishment of an Intergovernmental Committee on the Protection of the World Heritage and a Fund for the Protection of the World Heritage. A systematic inventory of the most remarkable heritage sites is conducted (World Heritage List of UNESCO), with those deemed at risk being eligible to benefit from the fund.
(        In 2003, the concept of heritage was extended to “intangible” heritage (traditions, oral histories, skills, etc.) with the ratification of the Convention for the Safeguarding of Intangible Cultural Heritage. In this context also, safeguarding actions are implemented by UNESCO.
b. Mobilization for the recognition of the role of culture in development and defence of cultural diversity
·   Organization of operations for the awareness of States (Mexico Summit, World Decade for Cultural Development, etc.)

·   Normative consecration: 2005 Convention
To go further

Does the Convention of 2005 mark the emergence of a new regime?
In seeking to summarize coherently all the issues revolving around the notion of cultural diversity, and landing on the field of law (normative dimension), the 2005 Convention is a landmark in the development of a new regime, that is to say a “set of explicit or implicit principles, norms, rules, and decision-making procedures around which actors expectations converge in a given issue-area of ​​international relations” (Krasner, 1983).
The identification of a new regime raises the question of its effectiveness. Several levels of effectiveness 
· Is the regime supported by a sufficiently large number of stakeholders (outputs)?
· Does membership in the regime lead to an effective change in behaviour?
· Does the implementation of the regime allow it to change the initial situation (impact)?
If the adoption and entry into force of the UNESCO Convention had a strong symbolic impact and helped to raise the standards accepted by (almost) all, it is still too early to assess its impact on the ground. Many actions are ongoing (see below) under the Convention, and many of its principles have been appropriated and undertaken (Resolution on Culture and development of the UN General Assembly in December 2010) by the other actors in International relations. However, its effectiveness in the long term could be threatened by the non-ratification of the United States and the jurisdictional dispute between UNESCO and WTO on trade/culture issues.
M6-3-3. The evolution of external cultural policy of the States
Especially because of the awareness campaigning conducted by UNESCO, but also because of their changing interests, States have gradually come to alter their external cultural policy by incorporating new priorities:
· Defend cultural diversity in multilateral negotiations on trade (role of EU Member States for the recognition of this principle in the WTO, then UNESCO)
· Awareness about the need to link development and culture (leadership role of UNESCO)
· Promotion of dialogue between cultures as a guarantee of stability and peace in the world (issue that became very sensitive in the post-11/9 context)
Precursor States for setting up cultural cooperation programmes with the countries of the South: Nordic countries (Sweden and Norway) and Spain

M6-4-4.  The expansion of decentralized cultural cooperation

Development of the phenomenon with
· The implementation of decentralization process
· The recognition of an international jurisdiction of local communities
· The mobilization of local communities to promote cultural diversity and cultural development. This was especially marked by the adoption of the Agenda 21 for culture in 2004 (“A commitment by cities and local governments for cultural development”):
Commitment 45: “To develop and implement policies that deepen multilateral processes based on the principle of reciprocity. International cultural cooperation is an indispensable tool for the constitution of a supportive human community which promotes the free circulation of artists and cultural operators, especially across the north-south frontier, as an essential contribution to dialogue between peoples to overcome the imbalances brought about by colonialism and for interregional integration”.

A case study: the Reemdoogo, Garden of the music of Ouagadougou
Pilot program managed by the Association Culture and Development under the partnership between the towns of Grenoble and Ouagadougou
Convergence of the cities of Grenoble (France) and Ouagadougou on issues related to urban music. An initial partnership was established between the two cities in 1998, with the musical project “Sono de villes“, by the association Culture and Development.
In 2001, launching a new pilot program led by Culture and Development in collaboration with the Régie 2C, aiming to help the city of Ouagadougou to “build an infrastructure to support the professionalization of musicians and music occupations, designed as a general resource centre for the musical life.”
Within the framework of this program, Culture and Development has acted as an operator with the cultural department of the city of Ouagadougou and the International Relations department of the city of Grenoble. Implementation of the project was carried out according to a distribution of tasks between different stakeholders:
- Culture and Development: Design, Implementation and Project Coordination
- City of Ouagadougou: Project management, Equipment Management
- City of Grenoble: Technical support and support in the framework of decentralized cooperation
- Régie 2C - Locations of Modern Music in Grenoble: Technical and artistic expertise, team training, and support to the infrastructure project
Project funding was provided by the two cities, as well as by other donors (French Ministry of Foreign Affairs, CulturesFrance, EU and OIF).
The Reemdoogo was inaugurated in 2004. The success of the operation has led the promoters of the project to study the setting-up of a Reemdoogo II.
M6-4. Issues and Challenges of Cultural Cooperation
Strategies for mainstreaming of culture: How do cultural themes revolve with other issues in the context of policies on cultural cooperation?
Of the diversity of approaches taken by States, let us maintain three principal ones:
· Put culture at the service of human rights and democracy
· Make culture a resource for economic development
· Promote diversity of cultural expressions and the dialogue of cultures
Although they are often combined through numerous programs seeking to include the relationship culture/development in an integrated manner, these approaches refer to different visions adopted by some States.
M6-4-1. Put culture at the service of democracy and human rights
This is the approach favoured by the northern European countries, Sweden and Norway in particular. Generally, their policy of development aid aims primarily in the defence of human rights and democracy, considered as essential conditions for development. In this perspective, culture is seen as a means to be put at the service of these goals. This approach therefore emphasizes a cross-cultural inclusion for the promotion of values ​​(freedom of expression, respect for human rights, good governance, etc.), deemed necessary to institute the social changes requested by development.
· Norway

Document “Fighting Poverty Together” published by the Ministry of Foreign Affairs to establish the guidelines of the Norwegian policy on development cooperation considers culture as a means to “promote a vibrant civil society”
· Sweden

Document “Culture and media in development cooperation” from the Swedish International Development Cooperation Agency (SIDA): “SIDA’s work with culture and media is ultimately founded on the rights of individuals; the right to freedom of expression, the right to exercise cultural and creative activities, the right to access information, the right to knowledge, the right to transform knowledge into action and the right to free themselves from poverty .[...] It is when people living in poverty are really able to influence, participate and have access to a public arena, that injustices, hunger, conflicts and abuse of power can be averted.”. Note also that within SIDA, the department responsible for culture and media depends on the Department for Democracy and Social Development (DESO).
A Case Study: Support Program to the Market Theatre
Programme developed by Sweden to support the activities of Market Theatre (Johannesburg, South Africa) from 1994 to 2004.
During Apartheid, the Market Theatre was one of the main sites of expression of Johannesburg disseminating shows denouncing racism and segregation, without nationality of artists being taken into account.
Since 1994, SIDA provides it with a substantial financial support and the provision of professionals from the theatre in Stockholm to train staff of the Market Theatre. 
This support has enabled the theatre to expand its activities in defence of the rights of the poor: production of plays about social problems faced by disadvantaged populations of townships, organization of meetings and training to make theatre a means of expression for marginalized populations.
The experiment was extended by Sweden with other theatres in South Africa, and should be experienced in other countries.
M6-4-2. Strengthen the capacity of cultural operators in the South
Example of the Spanish Cooperation
The action program of the AECID (Spanish Agency for International Development Cooperation) places particular emphasis on supporting the cultural sector as an asset for economic development in partner countries (contribution to growth, job creation, etc.). This support is mainly characterized by
· The priority given to the training and support of operators in the culture sector to empower them to develop cultural activities economically profitable and sustainable
· The focus on cultural heritage, its use being seen as a way to support tourism and related activities
· The desire to include the most vulnerable social groups (especially women and youth) in the development of cultural industries, as this would enable the widest possible social inclusion
· The desire to support governments in improving the governance of culture (better knowledge of the cultural sector, legal support for definition of appropriate policies, dialogue between all actors, etc.)
A case study: The project PECCS / FOMECC Senegal (Promotion of Cultural and Creative companies in Senegal)
Project implemented by the Spanish foundation Interarts and the Association of the music profession in Senegal (AMS), funded by AECID
Project born in 2008 on an initiative by Interarts and AMS to consolidate the cultural and creative companies in Senegal. This is a support platform for cultural operators. Its action is based on four axes:
- Training in cultural project management for contractors (administrative and financial management, marketing, communications, legal environment). Provides all the tools to ensure economic viability of projects.
- Monitoring and support of projects of young cultural enterprises. Specialized tutors support projects selected on the basis of calls for applications.
- Professional Technical Advisory Service to assist operators in managing their project. Advice provided on time, open to all cultural entrepreneurs.
- Resource and documentation Centre providing cultural entrepreneurs with a documentary fund on project management.
Between 2008 and 2010, the PECCS / FOMECC trained 60 entrepreneurs and supported 14 projects.
M6-4-3. Promote the diversity of French cultural expressions
Example of the French cultural cooperation
France has only very late addressed the relationship between culture and development in a comprehensive approach, at least in comparison to the countries listed above. Cultural cooperation between France and Southern countries focuses primarily on supporting the creation and artistic exchange. This specialization refers to the legacy carried by France in cultural policy and external cultural policy, traditionally dedicated to supporting creators and cultural activities. To this we must add the battle waged in France for about thirty years in favour of cultural exception and, then, cultural diversity.
French support for the creation and artistic exchanges takes various forms:
· Financial assistance to creators (see case study: Fonds Sud Cinema)
· Accommodation in France of foreign artists (at the Cité Internationale des Arts, the Résidence Internationale des Récollets in Paris)
· Support for major cultural events abroad: Rencontres de Bamako / Biennale de la photographie, Biennale Danse l’Afrique Danse, L’Afrique est à la mode, Regards Bénin, etc.

· Actions for better visibility in France and worldwide of artists from the South: Pavilion “World Cinema” at the Cannes Film Festival, Cinémathèque Afrique, etc.

Most of these actions are carried out by the French Institute.
Case Study: The Fonds Sud Cinéma

Established in 1984, the Fonds Sud Cinéma is a creation support program aimed at directors of the South (Africa, Caribbean, Indian Ocean, most countries in Asia, the Middle East and Latin America + some Eastern European countries). Film projects must also be produced and directed at least partly in an eligible country.
Has a budget of 2 million euro funded equally by the Ministry of Foreign Affairs and the National Centre for Cinematography (CNC, under the Ministry of Culture).
After receipt of candidates’ dossiers (detailing the film project to support), a Committee meets, composed of film professionals of various nationalities (currently chaired by Tunisian producer Dora Bouchoucha). Based on the feasibility and artistic quality of projects, but also the film's potential to be exported worldwide, the Committee then allocates grants among the various successful projects (maximum € 152,000 per project).
The program also provides, where necessary, for the release of an aid to finish and an aid to rewrite (technical assistance provided by professionals).
Films supported by the Fonds Sud Cinéma often mark a major success with critics internationally, and frequently win prestigious awards.
Example at the Cannes Film Festival 2011:
-   “Oncle Boonmee celui qui se souvient de ses vies antérieures” by Apichatpong Weerasethakul (Thailand): Official Selection, Competition, Gold Award
-   “Nostalgia de la Luz” by Patricio Guzman (Chile): Official Selection, Special Session
-   “The Light Thief” by Aktan Arym Kubat (Kyrgyzstan): Directors’ Fortnight
-   “La mirada invisible“ by Diego Lerman (Argentina): Directors’ Fortnight
-   “Bi, n’aie pas peur“ by Phan Dang Di (Vietnam): Critics' Week, SACD award and Support ACID / CCAS
M6-4-4. Contribute to improving the governance of culture

Case study: Bank of expertise in the field of governance of culture
(Under the program “Social and human development” of the European Commission)
This program falls under the broad thematic program “Social and human development“ (Investing in People) whose purpose is to promote a comprehensive approach to development centred on strengthening human resources and the fight against poverty. Under this program, an axis was devoted to the culture around the theme “Access to local culture, protection and promotion of cultural diversity”. Aims to promote the implementation of the UNESCO Convention and make culture an asset for development.
 
As part of this axis, the bank of expertise proposed is aimed at
-   Ministries and public entities responsible for cultural sectors of or having a direct influence on the governance of culture
-   Local authorities, when their action has a potential impact on the governance of culture
It intends to “contribute to improving the governance of cultural sectors in recipient countries at national and local level, so as to create a normative institutional and economic environment favourable for the development of cultural sectors”.
To do this, the bank of expertise should result in various targeted actions:
-   Establishment of a pool of experts according to a process whose stages are a direct call for applications, identification and selection of experts, the development of a database available online; 
-   Upgrading of experts by organizing a workshop for a total of about 30 experts to ensure understanding of the Convention and the project objectives, as well as the definition of a common approach on how to exchange pool information and the format of reports to be prepared. This upgrade will continue on an ongoing basis via the virtual network through release of documents, information exchange and capitalization of experiences;
-   Development of a communication plan which will be broadcast by all units off-UNESCO Headquarters, mainly to ensure visibility and to generate adequate and targeted requests from beneficiaries;
-   Creation and management of a web interface and development of a virtual network to exchange information and best practices between experts;
-   Technical assistance missions in the countries, through the provision and under the auspices of experts;
-   Sharing best practices and multiplication of experiences through the web interface.
To go further

How to enhance convergence between the different actors for a transversal consideration of culture in development policies?
With the exception of those concerning cultural heritage, the achievements carried out as part of cultural cooperation connect with an extremely limited number of other sectoral policies. And when they take into account their interaction with education or youth, they hardly do so with the areas of governance and law, employment, technical and vocational training, urban planning, the local economy or local development in general. The result thereof is an asymmetry with the priorities of third countries which, from their part, give a clear pre-eminence to issues of employment and contribution to the national economy compared with those of cultural democracy or governance. This asymmetry is indicative of the still insufficient consideration of the concerns of Southern countries in the definition of cultural cooperation programs. This asymmetry is in part due to the difficulties encountered by some of these countries to make their voices heard, or simply to define clearly their priority objectives. It also refers to more general problems of the relationship between global and local: how to articulate in an effective and coherent way the field requirements and the pre-requisites of convergence and harmonization faced by actors of cooperation on a global scale? Various tracks should be considered to overcome these tensions:
(        Build capacity of local actors so that professionals and civil society at large be able to defend their concerns vis-à-vis local and national governments, but also deal with international bodies.
(        Provide opportunities for professionals and representatives of civil society as a whole to express themselves and make their voices heard in large bodies of international cooperation responsible to set directions and strategies to boost cultural cooperation. This approach has particularly been adopted by the European Commission at the symposium “Culture and Creativity as Vectors for Development” in 2009, when numerous cultural professionals had been invited to participate in debates (their positions were synthesized in the Brussels Declaration that concluded the conference).
(        Multiply the consultations between cooperation partners, through meetings, seminars, workshops, conferences, etc. The confrontation of concerns between the stakeholders of cultural cooperation should help to refine the general principles adopted upstream, with the definition of action plans taking into account field requirements.
(        Promote the networking of actors in the cultural cooperation, consultation and information flow being key issues for enhancing the effectiveness and appropriateness of the cooperation policies implemented. From this perspective, one may recall the initiatives already mentioned, namely the Global Alliance for Cultural Diversity launched by UNESCO, or even the South African NGO Arterial Network. With lectures, workshops and publications, the latter tries to unite around it many initiatives taken by cultural operators of all Africa in order to foster partnerships and debating ideas.
It is on the deepening of these tracks that depends the consolidation of cultural themes on the international agenda of cooperation. The adoption of the UNESCO Convention of 2005 and more recently the resolution “Culture and development” of the UN General Assembly have marked milestones in this consolidation work.

M6-5. The policy of cultural cooperation in the EU
M6-5-1. Regulatory framework of the EU cultural cooperation
· Maastricht Treaty, art. 151-3 (1992)

“The Community and the Member States shall foster cultural cooperation with third countries and the competent international organisations in the sphere of culture”. 

·   Cotonou Agreements, art. 27 (2000)
“Cooperation in the area of culture shall aim at:

a) integrating the cultural dimension at all levels of development cooperation;

b) recognising, preserving and promoting cultural values and identities to enable inter-cultural dialogue;

c) recognising, preserving and promoting the value of cultural heritage; supporting the development of capacity in this sector; and
d) developing cultural industries and enhancing market access opportunities for cultural goods and services.”
·   European Agenda for Culture (2007): 
Fixed as third strategic priority of “Reinforcing the role of culture in the EU's external relations and in its development policy”
Guidelines given in the Resolution of the Council of 16 November 2007 on a European Agenda for Culture: 

· enhancing the role of culture in the EU's external relations and development policy

· promoting the Unesco Convention on the Protection and Promotion of the Diversity of Cultural Expressions and contributing to its implementation at international level
· fostering intercultural dialogue and interaction between civil societies of EU Member States and third countries,

· encouraging further cooperation between cultural institutions of EU Member States, including cultural institutes, in third countries and with their counterparts in those countries.

· Council conclusions on the promotion of cultural diversity and intercultural dialogue in the external relations of the Union and its Member States (2008)

Call on the Member States and the Commission to:

· “Have recourse to analysis of the cultural sectors of third countries, including their development prospects and their regulatory framework, in order to contribute to a better definition of the strategies and activities to be undertaken; the Commission, in cooperation with Member States and third countries, will contribute to this analysis;
· Use the experience of the Member States, encourage synergies with a view to contributing to the complementarity of the activities undertaken by the Union with those of its Member States and initiating more activities and joint cultural projects at international level; the open method of coordination for culture can play a role here;
· Ensure that, in the framework of existing financial instruments, operational programmes are defined and tailored to the characteristics of the cultural sector, in particular to small production and distribution structures, and to the specific local features of the Member States and partner countries: better access by professionals to information on support programmes and activities, simplification of procedures for obtaining grants, registration of long-term financial assistance, etc;

· Take into account the strategies put in place with each of the Union’s partners in the negotiation of international agreements with regional organisations or third countries;
· Encourage the involvement of artists, cultural professionals and, more broadly, civil society, in both Member States and partner countries, in drawing up and implementing external cultural policies;
· Lastly, promote wider cooperation between the cultural institutions of the Member States of the Union in third countries, including cultural institutes and their equivalents in those countries in particular through the constitution of networks.”
To go further

Historical perspective: Origin and development of the EU’s cultural cooperation

Significant measures have shown the primary attachment of the European Union to the defence of cultural diversity and have long influenced its positions regarding culture, including the following measures in the international arena:  

· The adoption of the “Television without frontiers” directive (TVWF) which recognises the right of the Member States to intervene in order to support their audiovisual sector and introduce broadcasting quotas for European productions 

· The launch of the MEDIA programme in 1991, whose purpose is to promote the development and integration of the European audiovisual industry.  

· The recognition by the Maastricht Treaty (1992) of the right of the Member States to grant “aid to promote culture and heritage conservation”. 

These three measures form the base of the EU's discourse in favour of “cultural exception” and cultural diversity on the international scene (especially on the occasion of the GATS negotiations in 1994):

· “Culture is not a commodity like any other” (wording said in 1989 by Jacques Delors, then President of the EC)
Member States have the right to intervene in the cultural sector in order to support their national productions.
Since the 2000s, dynamics emerged in favour of cultural cooperation development with third, extra-Community countries, especially those in the South.  

Two converging dynamics:

· The challenge to recognize internationally cultural exception and cultural diversity.

The issue of cultural diversity was brought up for the first time by the EU at the WTO Summit in Seattle (1999), in the context that it mobilises the various States with respect to the culture/commerce issue. The EU insists on the need to intensify cultural cooperation in order to make the concept of “cultural diversity” effective on a worldwide scale. Thus, in 2003, the Commission issued a communication entitled “Towards an international instrument on cultural diversity” which recommends that the future convention enables the “development of international cooperation in the cultural sector, in order to increase the trade of cultural goods and services, including those originating from developing countries”.
· The mobilisation of the ACP countries
Parallel to these negotiations, a dynamic discussion and mobilization is launched by the Ministers of Culture of the ACP countries, in order to take further into account the cultural sector in their development policies, especially in the EU-ACP cooperation policies. This mobilisation is marked by the Dakar Declaration on the promotion of ACP cultures and cultural industries adopted in 2003. It will be extended three years later by the Santo Domingo resolution adopted by the Ministers of Culture of the countries during the ratification of the UNESCO Convention.
M6-5-2. EU-ACP cultural cooperation

Promoted by Article 27 of the Cotonou agreements (2000), cultural cooperation in the framework of the EU-ACP partnership has been implemented in accordance with the principles set out in the Dakar declaration on the promotion of the ACP cultures and cultural industries (2003) and the UNESCO Convention on the protection and promotion of the diversity of cultural expressions. As from 2008, it was encompassed in two main programmes implemented by the Secretariat of the ACP countries and financed by the 9th EDF: the ACP-Cultures and ACP-Films programmes. These two programmes were merged in 2011 to give birth to the ACP-Cultures +.

The ACP-Cultures + programme

Objective: “contribute to the development and structuring of cultural industries in the ACP States ”
Functioning

·    Managed by the Secretariat of the ACP group
·    Financed under the “intra-ACP” of the 10th EDF
· Addressed to the structures of 78 eligible ACP States 

· Finances projects on the basis of calls for proposal

· ACP-Films II (7 million euros): production, distribution/promotion, training/professionalism, target projects
· ACP-Cultures II (5 million euros): creation/production, distribution/promotion, training/professionalism
M6-5-3. Euro-Mediterranean cultural co-operation

The EuroMed Heritage programme
It is a precursor programme of the EU’s cultural cooperation that was launched in 1998 following Barcelona Declaration on the Euro-Mediterranean partnership (1995) that had introduced cultural cooperation as a priority.

It was developed in 4 successive phases.
· Euromed Heritage I (1998-2004)

· Euromed Heritage II (2002-2007)

· Euromed Heritage III (2004-2008)

· Euromed Heritage IV (2008-2012)

The first three phases that were funded by MEDA (financial mechanism managed by EuropeAid) with the amount of 57 million euros, allowed the financing of 36 projects in cooperation with the countries of the southern shore that were involved in the Barcelona process: Algeria, Palestinian Authority, Cyprus, Egypt, Israel, Jordan, Lebanon, Malta, Morocco, Syria, Tunisia and Turkey.

These projects were primarily aimed to draw the inventory of Mediterranean cultural heritage and to bring together, via networking, the various operators involved in the management of heritage.
Phase 4 marked the inclusion of the Euromed Heritage in the policy of the EU neighbours. It is now financed by the European Neighbourhood and Partnership Instrument (ENPI). The priorities of the programme focus on the populations’ awareness of and access to cultural heritage, as well as on the social and economic impacts resulting from the exploitation of heritage. A budget of 17 million euros is foreseen for the financing of relevant projects.
The Euromed Audiovisual programme

History   

·   2000-09: Euromed Audiovisual I and II 

·    2011: Euromed Audiovisual III

Objective: Contribute to the development of the audiovisual and cinematographic sector in the South of the Mediterranean and promote the transfer of knowledge and good practices. 

Functioning

·  Budget of 11 million euros
·  Financing of 7 projects (training, workshops, networking, strengthening the capacities of professionals and national authorities)
· Eligible countries: Algeria, Egypt, Jordan, Israel, Lebanon, Morocco, Syria, the occupied Palestinian Territories and Tunisia

M6-5-4. The “Investing in human resources” programme 
In 2006, the European Parliament validated the implementation of a new financial instrument, the “Financing instrument for development cooperation”, which was designed for cooperation programmes that are open to all developing countries (not only to the ACP countries). This instrument must in particular contribute to a broad programme for human and social development. 

The “Investing in human resources” programme was launched in 2007 with a total budget of 1.06 billion euros. Its objective is to promote a “general approach to development, poverty reduction and social cohesion” around four axes:

· Health for all
· Education, knowledge and skills 

· Gender equality

· Employment and social cohesion, youth and childhood, culture

The fourth axis includes therefore a component dedicated to culture, entitled “Access to local culture; protection and promotion of cultural diversity”. This component has a budget of 50 million euros, allocated through calls for projects organised around changing themes. For the period 2007-2009, projects promoting access to local culture and cultural diversity were privileged. Currently, the emphasis is put on projects aimed at improving the governance of culture. In this framework the partnership with UNESCO was established for the constitution of a pool of experts to provide technical assistance to governments in the governance of culture (see above).

M6-5-5. Case study: How to develop a support programme with the EU?

a. Carry out a diagnostic examination
Proceed to a diagnosis of the existing situation (methods of mapping and cultural profiling)

· Perform a state of play to have a complete image (possibly by carrying out studies): study report, statistics, previous management reports, other resources of documentation
· Identify and quantify the available resources (human, material and financial) 

· Evaluate the institutional, political and regulatory environment (constitution, general and special laws, decrees, circulars, directives, conventions and treaties) of the cultural sector (administration of culture and its organs, cultural policy guidelines, orientations and priorities)

· Consult the operators of the cultural sector to learn their difficulties and needs

· Collect information on the functioning of the sector. Variables to take into consideration: 

· Level and types of cultural offer, available infrastructures, production, distribution of private investment

· At the level of demand: consumption, preferences 

· Training: initial, professional, artistic education

· Employment in the cultural sector: artists, technical and administrative personnel

b. Define the priorities according to this context, based on the collected objective evidence
Priorities of an action plan to be implemented in the short, medium and long term, taking into account the available resources, the policies and the urgent actions to be implemented, the various technical constraints
Drawing up the action plan: 

· Based on the general objectives (identified priorities) 

· By developing operational objectives (strategies)

· By specifying programmes to implement

Includes: actions to take, implementation timetables, evaluation of the implementation personnel, cost of each action and affected budget line, monitoring modalities (control and evaluation)

c. Preparation of a proposal for a support programme for the cultural sector (example  of Mali)
1. Remember the context of the programme, especially previous programmes implemented in the framework of cooperation with the EU
2. Present the conclusions of the evaluations and missions by highlighting the strengths and weaknesses
3. Present the reports and reflections on the cultural sector and provide justifications for the action plan: among others, the social and economic challenges, the priorities of the actions, the overall aim of the operational objectives:

· To strengthen the strategies of the Ministry
· To make cultural decentralisation effective
· To consolidate the distribution circuits

· To ensure the visibility of the Malian culture

4. Reflect on the preconditions for the implementation of the support programme 

· Need for a strategic document

· Need for a programming document

· Establishment of a framework for the gathering of development partners

· Drafting of a medium-term expenditure framework 

In the case of Mali, the delegation had to perform an analysis of the process of the Ministry’s budgetary planning)

5. Outline the principles followed for the development of the support programme

· Economic structuration of cultural sectors

· Cultural decentralisation in Mali
· Adequacy with respect to the Malian needs and realities

· Effectiveness of the proposed provisions
· General principles: gender equality, the fight against poverty and the integration of young people)
6. Proposal for a support programme

· Present the objectives of the programme 

· The architecture of the programme and the implementation phases 

· Detailed presentation of the programme sections and their implementation modality

· Funds to dispose for the financing of projects

· Support to programming and activity funding

· Technical assistance to dispose for strengthening the capacities of the Ministry of Culture

· The programme management mechanism
M6-5. Conclusions

· Culture has become a key challenge in relations between States.

· To implement their external cultural policy, the Member States used various modes of action according to their objectives.
· Cultural cooperation has been developed considerably in recent years and involves various actors.

· The different cultural cooperation strategies that were developed by the Member States must be taken into account for an optimal response to the concerns of the partner States.
·  The EU has developed a number of cultural cooperation programmes adapted with respect to the partner countries and the objectives pursued.

Conclusion of the training by Philippe Peyredieu du Charlat, Raymond Weber 
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� Art. 151  This was also the case of the previous Lomé Conventions


� European Commission Communication on a European agenda for culture in a globalizing world


�	 http://ibpn.co.uk/creative.asp


�	Cultural sector: Music, books and publishing, audio-visual, performing arts, cultural heritage, cultural tourism, arts and crafts, painting, visual arts, sculpture, photography.


�	Data from the Department of Commerce and Industry of South Africa


�	Caribbean Music Industry Database


�	According to the Statistical Institute of Jamaica, the active population employed in 2008 is approximately 1.1 million people.


�	Jamaica Trade and Invest, formerly Jampro





�	The Cultural Industries in Caricom : Trade and Development Challenges, Keith Nurse, 2006


�	 “Cape Town hits the big time in global industry”, Suzaki J., Sunday Times, 12 January 2003.
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