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INTRODUCTION

MILENA DRAGICEVIC SESIC, RAPHAELA HENZE,
LjijaNA RoGgac MijaTovie

Over the past decades changes within international relations have
led to an interdependent world facing global challenges, with signifi-
cant consequences on cultural diversity and peaceful relations among
peoples. In the world of ‘the complex interdependence’ (Keohane; Nye,
2011), a fundamental way of perceiving the political reality has become
culturally framed, while culture has taken a leading role in theoretical
and practical consideration of political subjects and power relations. In
many areas across the world, conflicts are developing rapidly, while at
the same time, the need for strengthening collaborations is becoming
obvious. Nevertheless, searching for cultural awareness at the political
level might be somewhat of an ambitious task.

The field of cultural diplomacy as a practice and as an area for
research and study continues to expand and shift focus, from the dis-
course of representative logic in international relations, towards col-
laborative logic in cultural policy and other cultural disciplines. This is
of particular importance because cultural politics make salient issues
of identity and expression, inclusion and exclusion, voice and silence,
and the power of symbols (Singh, 2010: 2).

Cultural diplomacy is underpinned by cultural policy, using and
sharing foreign policy strategies and instruments. In a traditional sense,
cultural diplomacy is about representing national cultures abroad.
However, the classic model of cultural diplomacy as an activity of a
nation-state is rapidly developing and broadening in its scope, with
new actors and approaches becoming more and more important in
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the international arena. However, more scholars are emphasizing the
necessity for cultural diplomacy to go beyond a national perspective,
toward more cosmopolitan issues that will become significant in the
Anthropocene era, advocating for “cultural relations and exchange (...)
as critical contributions towards adapting to climate change” (Durrer &
Henze, 2020: 16) and many other interrelated issues of contemporaneity.

What complicates the definition of cultural diplomacy is the fact
that unlike in other areas of diplomacy, the state cannot do much with-
out the support of nongovernmental actors such as artists, curators,
teachers, lecturers, and students. The moment these actors enter the
fray, the desires, the lines of policy, the targets, and the very definition
of state interests become blurred and multiply. What is more, these
actors frequently assume a responsibility and an agenda of their own,
regardless of the program or organization to which they are assigned.
While the degree of state involvement remains negotiable, the criteria
of “state interest” — defined in the broadest possible terms and to the
extent that informal actors likewise represent the state — remains stable’
(Gienow-Hecht, 2013: 5).

The notion of cultural relations transgresses the exclusive posi-
tion of states and their policies to focus on the interactions between
societies and interactions among non-state groups. Thus, trends like
fair collaboration, sustainability and decolonization appear foremost
in the cultural relations field.

‘The preferred mode of cultural relations is one that induces mutual-
ity through exchange and co-operation. Whatever the relative political
significance of any two countries, they will best succeed in their cultural
relations if they operate according to this mode. If neither country as-
sumes a position of superiority towards the other, and if they consider
long-term understanding between them to be more important than
short-term advantage.’ (Mitchell, 2016: 88).

In the context of cultural relations, cultural exchange appears as
a common way of interaction among states, societies, groups and indi-
viduals. In its ideal form, cultural exchange involves a balance of the
reciprocal flow of symbols, artifacts, genres, rituals, or technologies
between cultures. This is exemplified in the very definition of cultural
diplomacy as “the exchange of ideas, information, art and other aspects
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INTRODUCTION

of culture among nations and their peoples in order to foster mutual
understanding’ which ‘can also be more of a one-way street than a two
way exchange, as when one nation concentrates its efforts on promot-
ing the national language, explaining its policies and point of view, or
“telling its story” to the rest of the world” (Cummings, 2003:15).
However, it is highly relevant to refer to the imperial roots and
notions, in which cultural exchanges occur in the context of unequal
power relations. Multiplicities of power and constraints on agency com-
plicate determinations of the voluntary nature of cultural exchange,
thus the identification of “pure” cases of cultural exchange may be
difficult insofar as intercultural communication occurs in contexts in
which power imbalances are always relevant (Rogers, 2006: 495).

The book Cultural Diplomacy and Cultural Relations: Collaboration/
Diversity / Dialogue consists mainly of papers presented at the interna-
tional scientific conference held at the University of Arts in Belgrade
in 2022. This book offers an inter-disciplinary insight into reflections
on the part of cultural policy that relates to the establishment of con-
temporary international cultural relations, from conceptual reflections
to case studies that demonstrate the complexity of the concepts of cul-
tural diplomacy and cultural relations, as well as their practices. The
book addresses several questions, such as: How is cultural diplomacy
understood and constructed in the contemporary context? How is cul-
tural diplomacy perceived beyond the notions of soft power? Why are
cultural representations of high significance for contemporary cultural
diplomacies and cultural policies as such? Is culture an instrument
in the promotion of foreign policy interests or is it a field that enables
inter-social and inter-cultural connections at different levels? What
are the possible strategies of identity politics in the context of cultural
diplomacy representations?

Although the book might still look “Euro or Western-centric”, it
offers a critical approach to Eurocentrism and tries to shine a light
on inequities or patronage in the processes of international collabora-
tion, whether led by the Global North or initiated by the Global South
to “please” investors and tourists. It identifies discrepancies between
discourses and policy instruments through analysis of cultural diplo-
macy practices, it indicates contributions of new agencies such as social
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networks, media, citizens or artistic collectives and artivism that are
happening in a cultural counter-public realm (Dragi¢evi¢ Segi¢, 2018)
or within a sphere of cultural and creative industries. Thus, the book
looks at issues that are absent in usual cultural diplomacy narratives
and theories. The European worldview, based on a European cultural
tradition, used to be instrumental in understanding and describing
cultures of other continents, thus distorting and neglecting the val-
ues of Asian, African, Latino-American or any other culture. As Paul
Ricoeur wrote:

The fact that universal civilization has for a long time originated from
the European centre has maintained the illusion that European culture
was, in fact and by right, a universal culture. Its superiority over other
civilizations seemed to provide the experimental verification of this
postulate. (Ricoeur, 1965: 277)

Thus, this book would like to offer a small contribution to the con-
cept of a pluriverse in international relations (Reiter, 2018), in order
to contribute to more equity and fairness in international relations. It
underlines the importance of the EU, both its narratives and policies, but
also some of the individual EU country’s practices (Austria, Spain...) and
their cultural diplomacy efforts, taking into account that most of them
consider foreign relations as their sovereign right. The countries of the
Western Balkan and most specifically Serbia, considering the changed
context of its global surroundings and specific actors that influence their
ideas, values and narratives within foreign policy (Roga¢ Mijatovi¢, 2011)
deserved a specific attention in this book.

But, the scope of the book goes far beyond Europe, covering global
topics of cultural diplomacy and fairness in international collaboration,
from Quebec and Cuba in the Americas to China, Japan, Vietnam, Ban-
gladesh from the Eastern hemisphere... And one of the pressing African
concerns of decolonization is also addressed: the restitution of stolen
heritage in the example of Benin.

The keynote lecture at the conference was given by Ambassador
Dr. Emil Brix under the title: From Vying for Values and Power towards
Cultural Diplomacy as a Global “Common Good”. Starting from the rise
of conflicts in Europe and the world (focusing on the war in Ukraine),
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INTRODUCTION

the decline of democracies and the return of national identity politics
on the international scene, he gave a precise framework for studying
international relations and, more specifically, cultural diplomacy chal-
lenges at this very moment. This argumentation reminds us of those
used in the book Clash of Civilisations by Samuel P. Huntington. Emil
Brix showed how cultural diplomacy was used in a negative way, deny-
ing the right to a specific cultural identity to people and nations of the
“Russian world”. Showing that cultural diplomacy is a political instru-
ment for telling stories about values and power, Emil Brix stresses its
role in this multipolar world order, analyzing problems that are chal-
lenging the EU. Underlying this, all EU member states still believe that
international relations are a matter of the nation states (competence of
national government). Member states leave to the European Union only
additional competencies in coordinating and uniting EU countries when
they are working together in the field of culture and education with the
countries outside the EU. At the same time, understanding cultural
values as European but seen as universal, the EU allocates to itself the
task of the transmission of “our” (universal/European) values to the rest
of the world. It leads to certain clashes in establishing relations with
China, Russia, or even the USA (i.e., the case of the death penalty). Thus,
the idea of human rights based on cultural values, promoted within
cultural diplomacy of the EU, is seen as controversial in numerous
programs of international cultural cooperation. In the last part of this
paper Emil Brix confirms that the role of states and nations is more
and more limited as new agents are coming on the scene: which can be
cities, regions, supranational organizations, or even NGOs, religions,
and/or powerful individuals. Underlying that national actors still have
an important role to play, limited to national narratives, it is clear that
it is difficult to write a history book that would go beyond the national
narrative among neighboring countries whether in the Balkans or EU.
On the other side, he stresses the importance of companies that rule the
internet, like Google or Facebook, showing to what extent globalization
had not reduced the idea of identity but increased the need for separate
identity building. Finally, this text stresses the importance of visibility
of the national identity and national branding, especially for small coun-
tries. However, there is still a need to support the global common good
through cultural diplomacy. Digitalization and climate change issues
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might be those global common goods where cultural diplomacy can
play a role, as well as a fair approach to cultural relations, preventing a
“recolonisation in cultural relations” of the big countries, giving more
relevance and visibility to the small ones.

Matina Magkou, Avril Joffe, Sudebi Thakurata, and Katelijn Ver-
straete, in their text Exploring Fairness in Cultural Relations through
the Lens of Dilemmas, are debating power imbalances and continued
domination of the so-called big countries, former colonial powers, as
major challenges for cultural relations. They ask questions: Will fair-
ness as a concept provide a more adequate framework for practicing
cultural relations? What are the main dilemmas when putting fairness
into practice? This paper is one of the side results of an action research
project on fair collaboration in cultural relations that EUNIC (European
Union National Institutes for Culture) commissioned in March 2021
from a team of six experts (text authors with Cristina Farinha and Anna
Steinkamp) that resulted with the book Not a toolkit! Fair collaboration
in cultural relations: a refl Action (providing concrete ideas, recommen-
dations, and instruments to collaborate across borders in a fairer way).
The whole research was based on a participative methodology and an
iterated research process engaging both practitioners and EUNIC stake-
holders inside and outside of Europe. The authors identified situations
of unfairness and imbalances, asymmetries of power and resources
that influence decision-making in different international cultural coop-
eration projects. They confronted the experiences of cultural relations
operators when they practiced fairness in their projects, underlining
numerous dilemmas that they faced when collaborating internationally.
Each operator had to confront and reflect on their own positionality,
bias, influences, purpose, and choices, but also key values that underpin
the notion of fairness, such as ethics, human rights, mutuality, solidar-
ity, equity, equality, sustainability, decolonization, inclusivity and care.
Demonstrating that the cultural cooperation field became multidimen-
sional, embracing complexity in itself (as three major forms of cultural
diplomacy have different agents: state actors, non-state actors, people-to-
people exchange; etc.) and focusing on EUNIC strategies and modalities
of operation, the authors have shown to what extent the reflection on
fairness marked an important step in putting a new form of cultural
relations into practice. The authors studied different UNESCO, EU, and
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national strategic texts that tried to rethink international collaboration,
considering structural inequalities and cultural differences in relation
to fairness, values of solidarity, equity, and conditions of fairness, the
proposition of instruments towards fairer and unified arts ecosystem
(with the concrete suggestion of a solidarity tax) as well as climate jus-
tice across the cultural community. The text has shown to what extent
the Not a Toolkit tool tries to approach fairness in cultural relations by
acknowledging inequalities and injustice not only in the past but in the
current way of implementing international cultural projects. They have
shown to what extent cultural operators have to acknowledge different
positionalities and respect for each other — “having more ‘ubuntu’ in
all that we do”.

In his text, Questions and Concepts toward a Blurred Future: A New
Role for Culture?, Serhan Ada discusses key issues that are facing con-
temporary men in this society of acceleration according to the Ger-
man sociologist Hartmut Rosa: “unemployment, poverty, oblivion, and
desocialization”. All these pessimistic prognoses have been underlined
during the pandemic but Ada discusses the issue of uncertainty, which
came during an unprecedented state of confusion. The pandemic re-
inversed some pictures of the rich and of the poor, of those who are
giving or who are receiving help. Thus, Italy asking for help is the first
picture that Ada is “showing” as this call was met with a wall of negative
responses (Germany and Netherlands) while the most impoverished
neighbor, Albania, was sending its doctors and nurses. For the first time,
roles were re-inversed from south to the north. Ada discusses further
limits to growth, and how growth was affecting the realm of the cities
of culture (the creative city, the creative class), that “have exploited,
sucked up, and depleted the resources produced by all the people living
in those countries”. Developmental visions should be closer to people,
their beliefs, values, and needs, such as Agenda 21 for culture, the 2020
Rome Charter, or the culture summit in Izmir with the concept of cir-
cular culture. As the relevant cultural diplomacy tool, Ada quotes the
Declaration from Izmir Culture Summit, a possible tool for development
based on micropolitics, inviting “all cities and local governments to place
culture at the center of local development, including the local achieve-
ment of the SDGs, the strategies on resilience and the plans on equity
and the climate emergency...”. This text is calling to radically rethink
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values and to call into question the world system proposing a replace-
ment of Nietzsche’s Will to Power with the Will to Thought.

Ljiljana Simi¢, in her text Construction of EU Narrative in External
Cultural Relations, discusses the construction and dissemination of
the European Union’s cosmopolitan narrative focusing on its develop-
ment and its applications linked to cultural diplomacy and international
cultural relations. Starting with the hypothesis that narratives give
meaning to practices and experiences by mediating between the world
of thoughts and the world of actions, Ljiljana Simi¢ demonstrates how
external cultural relations, values and the ideas embedded in them,
are endorsing a desired narrative that could be expressed by the slo-
gan United in diversity. It is also a narrative to unite as it appears on all
official websites and in official rhetoric. At the same time, EU cultural
diplomacy narratives represent values such as freedom of expression,
human rights, the rule of law, and peace. Showing that every image has
a memory, repeating former actions and expressions, Ljiljana Simi¢ un-
derlines that visual political communication plays a vital role in political
rhetoric. She has identified five overarching narratives: EU as a peace-
keeper, as a democratiser, as good neighborliness, as a security provider,
and as a well-being entity. Discussing all controversies around national
and EU identities, including European colonial memories, Ljiljana Simi¢
claims that external EU cultural relations would help improve the de-
colonial narrative from a macro perspective with a new push to the EU
narrative. This way, the new EU narrative might become more inclusive
and closer to the United in diversity motto.

Aleksandra Krsti¢, in her text Cultural Diplomacy from the Perspec-
tive of the Audiovisual Service of the European Commission, presents an
overview of the activities of this service. She starts with the hypothesis
that the audio-visual service of the EC is one of the main tools of cul-
tural diplomacy that is particularly active towards the Western Balkans
countries and Serbia. The text analyzes the content of the video material
published online on the EU Commission audio-visual service’s website
during 2021 (qualitative analysis). EU Commission is seen as the source
of information and creator of media content. The accent is on how the
Commission creates its own institutional image and a wider representa-
tion of the EU, and on how organizational and editorial aspects impact
created media content in relation to the topic of cultural diplomacy.
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Aleksandra Krsti¢ presents a legal and institutional overview of the
communication activities of the European Commission; analyzing the
complex diplomatic activities of the EU and its communication strate-
gies through specific EU institutions. Results show that the topic of
cultural diplomacy is treated mostly protocolally. Most of the video ma-
terials on the EC’s website relate to visits of high officials or ratification
of agreements in-between the EU and different candidate states. The
most important instruments are Brussels press conferences. Among
the states that are the focus of attention were Bosnia and Herzegovina,
Switzerland, Albania, and Turkey. The selection of countries depended
on the visits of their officials. Apart from the purely protocolally repre-
sentation of the European Commission, more as a political project than
as a meeting place of different cultures, there is no original, innovative
approach to this topic, nor an approach that, following all the strategies
and regulations adopted by EU in the last 20 years would involve the
media and citizens in implementation and promotion of activities in the
field of cultural diplomacy and branding of the EU and culture; not only
an important instrument of EU soft power but also a path of cooperation
towards countries whose goal is a full EU membership.

Emilia Mari¢ starts this second section — which looks more closely
at the diverse cultural diplomacy initiatives undertaken by different
countries or regions — with an examination of the Chinese Belt and
Road Initiative and the Confucius Institutes Network in her text Chinese
Cultural Relations and the Silk Road. Through these initiatives, China
is about to take a lead not only in cultural but also in heritage diplo-
macy for their own political and geopolitical interests particularly but
not exclusively in Africa and South America. Mari¢ makes clear that
these cultural diplomacy initiatives, which are often accompanied by
infrastructure investments, have the goal of changing existing power
structures. That these initiatives are viewed with growing concerns,
particularly from European organizations, becomes visible by an initia-
tive of the German IFA eV. (Institute for International Cultural Rela-
tions) that has recently launched a call for research into exactly these
Chinese investments in South and Central America; since this is as well
an area of (geopolitical) strategic interest. Interestingly the suspicion
regarding these investments and initiatives is still relatively recent.
When the first Confucius institutes were about to be established many
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universities of reputation were eager to host one of the branches as early
as possible. The enthusiasm seems to have faded and critical voices that
were rarely heard before grow louder.

Thai Hoang Hanh Nguyen leads us into the important field of digital
diplomacy whereby he understands digital diplomacy as all initiatives
taken by a country to enhance and promote its image via diverse digital
tools. In his text Japan and Vietnam Cultural Exchange and the Application
of Digital Diplomacy he closely examines the digital initiatives taken by
Japan with regard to Vietnam. Both countries seem to be united by skep-
ticism towards China’s expansion strategy. He provides concrete ideas of
how such initiatives could be improved in order to reach out to a specific,
in this case Vietnamese, population. That there is no one-size-fits-all
solution in cultural diplomacy surely also applies in the digital realm.

Sarina Baki¢ also focuses on national cultural diplomacy that is
driven by state-actors in her text on Cultural Diplomacy between Serbia
and Bosnia and Herzegovina: Enhancing Culture of Peace, Trust and Dia-
logue. State-actors unfortunately often neglect or ignore non-state actors
and civil society initiatives that might be - for a variety of reasons — bet-
ter suited to advance reconciliation processes because they have closer
ties to the population and understand their various needs better. Sarina
Baki¢ examines the cultural diplomacy policies of Serbia and Bosnia-
Herzegovina, countries that share a recent troubled past. While cultural
diplomacy is mostly seen as part of the national diplomacy toolkit, initi-
ates of regions and even cities to position themselves internationally are
not equally considered in cultural diplomacy research.

Nina Saji¢ presents the case of Quebec, which is of particular im-
portance given the specificity of language as exemplified in her text
Cultural (Para)Diplomacy of Federated Units: International Positioning
of Quebec’s Distinctiveness. Despite this being a North-American ex-
ample, it might serve well to also understand current debates in Spain
or France and hopefully advance the necessary debate on the impor-
tance of language not only within cultural diplomacy and policy but
also within cultural management. The importance of language as a
component of what can be understood as cultural identity is too often
marginalized and the potential of multilingualism is not always seen.

Espera Donouvossi in his text Restitution of Cultural Heritage: From
a Claim to a New Cultural Strategy in Benin starts by explaining the most
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important international conventions and treaties that safeguard art-
works from illegal trafficking and that try to help the return of looted
artworks; despite being enacted after the colonial period and not being
retroactive. Furthermore, he also clarifies the exact origins of these
works in the Benin context. What might be unfamiliar to many in the
current debate on the so-called Benin bronzes, that can be found in arts
organizations, private collections as well as in churches in different
parts of the world (mainly Europe as well as the USA) and unfortunately
still on the black arts market, is that the kingdom of Benin, which the
British looted in 1897, is now part of Nigeria which is therefore in charge
of claims for restitution. Particularly Germany has had intensive discus-
sions with Nigerian representatives. At the beginning of 2023, German
representatives returned a multiplicity of artworks looted by the British
in what can be described as a well-staged ceremony that raised a lot of
(media) attention. The British Museum in contrast is still not willing
even to discuss the issue of restitution, which is unacceptable. The King-
dom of Danxome was actually where the French army looted intricate
wood and ivory carvings as well as metalwork in 1892 and what is by
now the Republic of Benin (until 1975 known as Dahomey and from 1975
to 1990 as the People’s Republic of Benin), neighboring Nigeria. Espera
Donouvossi’s text deals with the cultural strategy of this state, which
by now has around 12 million inhabitants, and has lost around 6.000
artworks according to UNESCO estimates; which have had a devastating
effect particularly but not exclusively on cultural identity. The cultural
policy strategy can be described as cultural diffusionism as it tends to
put in place instruments and mechanisms to enable cultural creation
and its diffusion as well as communication in order to build and con-
solidate the country’s national and cultural identity and promote — as
we have seen throughout this book as very common — tourism. Despite
a variety of obstacles, among them funding, the restitution claims have,
according to Donouvossi, helped this process of setting up a concise
strategy for art, culture and heritage in the Republic of Benin.

Most countries in development have cultural diplomacy actions
aiming to raise their public image in the Global North, trying to enhance
the rise of investments but also tourism and specifically cultural tour-
ism. In their text Cultural Diplomacy without Artistic Freedom? The Case
of the People’s Republic of Bangladesh, Zobaida Nasreen and Raphaela
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Henze analyze this phenomenon in the example of Bangladesh, one
of the Asian countries that has a fast-growing population but had also
a traumatic experience in getting its own independence in 1971. This
text explains, contextualizes and puts into question different public
diplomacy initiatives that the People’s Republic of Bangladesh imple-
ments inter alia through its embassies around the world and digital
tools. The “Beautiful Bangladesh” campaign, realized through posters,
videos, festivities, stamps, and websites, underlines cultural diversity
as its most respective phenomenon. In an attractive manner, indigenous
peoples are shown in their specific landscapes, dressed in national at-
tire, although in reality, they are among the most vulnerable groups
within the country (five million people belonging to 50 different groups
speaking at least 35 different languages). The central part of the text is
devoted to freedom of expression, showing to what extent the govern-
ment represses any form of dissent, which even leads to a rebellion of
the bloggers’ community or to migration, especially of different ethnic
and religious minorities. The authors further discuss to what extent ar-
tistic freedom is limited, how it is accused of insulting Islamic religious
sentiments as well as freedom of sexual expression restricting those of
non-binary genders. This text points out the dangers of misrepresenta-
tion and manipulation through cultural diplomacy tools that lead to a
distorted “beautiful” image of the country with a repressive authoritar-
ian system. The rise of tourism and foreign investments will further
strengthen authoritarian governments and help to sustain the regime
of deprivation of human rights. Zobaida Nasreen and Raphaela Henze
therefore underline the importance of international stakeholders in
safeguarding artistic freedom and in openly discussing contradictions
between the image conveyed to the outside and the contrasting reality
within the country.

Lea Jakob in her text Cuba and Cultural Relations in Challenging
Times: A Practice-Approach reflects on the basics of international rela-
tions and how they can and should look like when dealing with a coun-
try like Cuba that is not only a country in crisis but also one that for a
variety of reasons has a debatable approach towards artistic freedom
amongst others. She elaborates on how music has been used as a cul-
tural ambassador for Cuba for many years thus leading to stereotypes
that until this very day generate interest as well as income e.g. through
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tourism and the willingness of Western organizations to promote what
is widely accepted as “original” Cuban music. This leads to the valid
question of how international collaborations have to be designed and
how audiences need to change in order to allow Cuban artists to move
ahead in their artistic endeavors that go far beyond Mambo and Buena
Vista Social Club.

Ana Milosavljevi¢ also puts music as a universal language in the
focus of her research and investigates Music Festivals in Spain and Their
Role in Spanish Cultural Diplomacy. This text falls in line with the fast-
growing field of research into music festivals and adds the important
facet of their use as a cultural diplomacy tool. Particularly due to the
long history and huge variety of music festivals in Spain and their suc-
cessful export to other countries — as can be seen by the Sonar Festival
— they are supported by the government in order to promote intercul-
turalism, openness, and tolerance to important stakeholders such as
tourists. Ana Milosavljevi¢ considers Spain as a good practice example
for other countries that could also use their music tradition for cultural
diplomacy purposes; for example Serbia.

The third part of the book is devoted to different forms of Serbian
and Yugoslavian cultural relations in different historical periods.

In his text: On the Effectiveness of Cultural Diplomacy, Darko
Tanaskovi¢ introduces his argumentation with a premise that the gen-
eral perception and image of Serbia in the international community,
since the nineties is a negative one. Thus, he points out the importance
of cultural contacts, exchanges of arts and culture in between citizens
and peoples. He suggests that the right modality could improve the
present image, and guarantee stable cultural relationships, in a man-
ner outside of daily politics and ephemeral political interests. However,
long-term cultural relations are overshadowed by short-term interests
and benefits. Processes of mutual recognition and collaboration de-
manding investments in the future are neglected and not supported
enough. Professor Tanaskovi¢ emphasizes three case studies of effective
cultural diplomacy practices in the last twenty years, of China, Iran
and Turkey toward Serbia, that have succeeded in spite of numerous
prejudices and negative stereotypes in re-establishing cultural relations
using different cultural diplomacy tools and measures. Together with
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an analysis of history of the cultural diplomacy of Yugoslavia and Ser-
bia, and finding in these examples possible ideas for present endeavors,
Tanaskovi¢ opens a discussion about possible strategies and tools for
future diplomatic actions.

The text of Aleksandra Kolakovi¢: Serbian Science Diplomacy in
France (1894 - 1903) discusses to what extent science diplomacy be-
came only recently a part of cultural diplomacy in many countries
of the world. She studied links and collaborative practices in between
researchers of France and Serbia in different domains in the last hun-
dred years. Claiming that research links had always been an important
“engine” flywheel for development of humanity in general, Aleksandra
Kolakovi¢ underlines their importance for mutual relations between
states and peoples — focusing on a complex example of Serbian-French
relations that had ups and downs, depending on the larger political
interest and strategies of both countries. Conscious that changes in in-
ternational relations are constant, she does not take historical facts as
examples to be directly followed, but to show how, in different situations
and different geopolitics, research and academic links can be a pillar
of stability of bilateral relations, contributing to a wider understanding
of mutual interests. As a basis of future scientific diplomacy of Serbia
Aleksandra Kolakovi¢ identifies international research projects, a large
number of academics living in diaspora, specific platforms for the fi-
nancing of bilateral projects (le Partenariat Pavle Savi¢ et Hubert Curien
franco-serbe), and the readiness of domestic researchers to participate
in scientific diplomacy actions, etc.

Before tourism, diplomats were privileged travelers around the
world, and their writings were first testimonies about diplomatic efforts,
but at the same time, about possible cultural encounters, and exchanges
that confirmed or dismissed existing prejudices. Milos Przi¢’s text: Cul-
tural Diplomacy in Three Travelogues about the Balkans reveals stories
written by three different travelers in the Balkans, who started their
journeys with different motivations, and ended with similar outcomes.
Alberto Fortis explored minerals and fisheries in Dalmatia for the ac-
count of Venice republic, while British sponsors tried to identify verses
of one “primitive people”. Bruno Barilli, came to Serbia privately but
ended up as a war correspondent. Prince Bozidar Karadordevi¢ came
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once as an exile under a false name, and another time as a member of
the Royal Family, for the crowning of his relative King Peter. But all
three had kept, in a different manner, the same, patronizing and polar-
izing approaches to domestic population and its cultural features, that
could be described as a post-historical cultural diplomacy.

Understanding cultural relations and modalities of cultural diplo-
macy between two countries, can be analyzed the best in a concrete,
relatively distant historical period. That is the case of the text: Cul-
tural diplomacy in the relations between Yugoslavia and Albania after the
Second World War, 1945-1948, by Igor Vukadinovi¢. Although it was a
period of the most intensive political relations, the author researched
why cultural diplomacy was not an effective part of diplomatic relations.
The experience of Yugoslav developmental aid to Albania just after
WWII had revealed the weaknesses of the authoritarian model, that
existed in both countries. The non-democratic character of one-party
regimes had limited capacities of cultural workers in joint projects.
Cultural and foreign policy had been submitted to ideological aims of
communist parties of Yugoslavia and Albania. Contacts among artists
were the result of party directives, thus political breakdown meant an
immediate breakdown of those relations in 1948. During a collabora-
tion process, two sides saw their roles differently: the Yugoslav side
proclaimed international solidarity, while the Albanian side often saw
in those projects’ elements of political and cultural hegemonism. This
text shows to what extent even cultural dialogue among neighboring
countries can be burdened by prejudices and stereotypes.

The history of the use of state art collections within cultural diplo-
macy actions go beyond the compilation of artifacts that were acquired
as diplomatic gifts, or deliberate acquisitions and commissions over the
course of time. Thus, the text: Arcadian and Yugoslav - (Re)shaping Cul-
tural Identity in the State Art Collection in Belgrade by Jelena Todorovi¢
and Biljana Crvenkovi¢ shows to what extent this collection was created
to be an idealized presentation of the state and throughout its history
represented different political entities — two opposing regimes (Kingdom
and Socialist republic) while remaining a notable art collection in its
own right. The focus of the text is on the specific role that the State art
collection played in the cultural diplomacy of both, and to demonstrate
how its universal artistic vocabulary was reshaped through different
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regimes. The Yugoslav government art collection lost a great part of
its primary function acting as a dual mirror; reflecting the history of
diplomatic relations through the exchange of gifts, while acting at the
same time as a looking-glass through which the ideal state is envisioning
and conceptualizing itself. In a concluding paragraph, Jelena Todorovi¢
and Biljana Crvenkovi¢ express their wish that the state collection does
not remain only in a ceremonial space or a complex monument, or a
memento of Yugoslav countries that shaped it. “The future role of this
important state collection is still to be determined. It is our hope, as
scholars, curators and researchers that SAC will become a museum and
that its treasures will become accessible to the wider local and European
public”, and thus be actively used in processes of cultural diplomacy.

Marina Simi¢ and Milo$ Nici¢ in their text: Culture as a Manifesta-
tion: International Positioning of Serbia through Creative Industries, de-
parts from the Raymond Williams concept of culture as a manifestation,
using it as a theoretical framework for understanding the contemporary
positioning of different countries in the domain of international rela-
tions. They have shown to what extent it is relevant when it comes to the
concept of creative industries (a segment of a culture as a manifestation).
Cultural content is widespread, comprising popular culture as well as
the arts, including elements of everyday culture; it allows diversifica-
tion of potential audiences for content spread within cultural diplomacy
tools; finally, this inclusive model of cultural diplomacy includes content
characterized by flexibility, relevance, intertextual and intercultural
capacity, especially when compared with established art forms usually
used within cultural diplomacy practices. The authors analyze the case
of the platform Serbia Creates, and its diverse activities, that enable the
re-positioning of Serbia on the international scene, using first of all cre-
ative individuals from Serbia. These activities include traditional arts
(folklore), and high scientific-technological achievements on one side,
and different forms of music and popular culture on the other. Thus, the
re-positioning of Serbia on a world cultural scene contributes to wider
repositioning on a political scene. Through creative industries, popular
culture of everyday life connects with traditional domains of high art
and science and become, together part of state cultural diplomacy ac-
tions, that include domains such as gastronomy, fashion, and cultural
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tourism. Thus, with creative industries in the focus, Serbia realizes its
potential for equal participation in contemporary cultural programs,
and receives positive impacts of such endeavors.

The last text in this final part, Nenad Vasi¢’s analysis of Cultural
Diplomacy on the Website of the Ministry of Foreign Affairs of the Republic
of Serbia, presents a critical comparative study of the two web-platforms
and their ways of communication. The author concluded that Serbian
arts and culture, and its different manifestations should be much more
present on the Internet related to foreign affairs and diplomacy, as it
allows quick search and information. The old website of the Ministry
of Foreign Affairs (2013) was of contemporary design, enabling easy
search and quality content, compared to the present website (2022),
characterized by old fashion design, a non user-friendly search and
lack of cultural content. Neither presentations were regularly updated,
new content was not added, especially not content related to arts in the
newest web presentation. The author further concludes that arts and
culture, and specifically news related to cultural heritage have to be
regularly updated and presented on the official website of the Ministry
of Foreign Affairs, showing more complex and more relevant images
of Serbian cultural identity and of the relevant public policies of the
State of Serbia.

This brief introduction suggests that we need to broaden the cul-
tural diplomacy and cultural relations calls for examining both the in-
strumental and the transformative logic of these fields. Acknowledging
cultural differences is a key issue for cultural relations, on all levels of
the cross-cultural discourse, be it conceptual, methodological, policy or/
and practical. We need more awareness of propaganda, of the misuse of
culture and those that produce it, we need to make aware of the vulner-
ability of artists and strengthen our international organizations and
those working within them to address exactly these issues. We strongly
hope that this book can be a small contribution in this direction.
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FROM VYING FOR VALUES AND POWER
TOWARDS CULTURAL DIPLOMACY
AS A GLOBAL “COMMON GOOD”

EmiL Brix

I see the situation for cultural diplomacy globally in flux at the
moment and this has to do with the rise of conflicts, the decline of de-
mocracies (we only have about 20 to 25 percent of democracies at the
moment globally), and the return of identity politics — national iden-
tity politics mainly — on the international scene. This changes how we
should look at and analyze cultural diplomacy, and how cultural policy
really works in the political field. Here is already my first conclusion -
we have to differentiate between the growing number of policy areas,
where cultural diplomacy and cultural relations are being used. I am
using the word used, in the instrumentalized sense mainly: what sort
of model of international relations should we use for analysis? Should
we use the constructivist model or the model of realists or neo-realists?

I do not think that one can deliver a keynote speech at this very
moment in Europe without mentioning the war in Ukraine. Even in
the field of cultural diplomacy and cultural relations, this is a moment
in European history, which may be called, as the German chancellor
Scholz did, a change of time or a paradigm change (“Zeitenwende”), and
when we look at cultural diplomacy, we see immediately this conflict,
what it can do and what it cannot do. Cultural diplomacy is, when we
have a look at the very difficult definitions, a non-coercive power, and
at the moment what we see in Ukraine is coercive power. It is simply
a war - a territorial, very traditional war, with a lot of missiles being
shot, tanks being used, and real-time fighting in the cities of Ukraine.
But still, cultural diplomacy is behind this war, because when we look
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at the Russian side, what was the motivation that Mr. Putin himself
and his people in the Kremlin used to argue for this war — they have
used cultural arguments. The main arguments that Mr. Putin brought
forward in the summer of 2021 and again when he started the war,
were two cultural things — one of them was that there are Nazis, there
are national socialists in Ukraine, and we have to de-nazify Ukraine;
an obvious cultural argument. The second cultural argument was that
Ukraine is an invention, the identity of Ukraine is an invention of the
Soviets after the First World War, and in reality, the cultural identity of
Ukraine does not exist but it is simply part of the “Russkiy Mir”, of the
Russian World. This is a very strong cultural argument that reminds
us of the book “A Clash of Civilizations” by Samuel P. Huntington. So
this is the Russian perspective, but as we see, normally, you use cultural
diplomacy in situations of crisis in a positive way. At least you try to
use it in a positive way, you speak about how it can foster mutual un-
derstanding, and how it can help to create a dialogue.

In Ukraine, the Russian side has a very difficult job to use cultural
diplomacy in a positive way. The only option they have in the state media
is to say that they are liberating Ukraine from fascists, and from wrong
ideas about identity and then to show pictures where you can see Russian
soldiers giving food and other material, maybe even books, about the real
culture of Russia to the so-called liberated Ukrainians, in the South or in
the East of Ukraine. Otherwise, cultural diplomacy is only seen through
Western eyes as a negative element of how Russia wants to destroy the
culture of Ukraine. On the Ukrainian side, cultural diplomacy has a
better chance in this crisis, because Mr. Zelensky and his team have
decided from the very first moment, that if they want to win this war
or to save the identity of Ukraine, they have to use culture. They have to
use the idea that there is a united Ukrainian nation, irrespective of the
mother tongue of the Ukrainians. And it is obvious that you have a lot
of Russian-speaking Ukrainians in the East, especially around Kharkiv
and the Northeast, are strongly pro-Ukrainian, which means being pro
Ukrainian cultural identity. The Russians are having a hard time finding
enough people in the so-called liberated areas, from the Russian point
of view, who can run the politics in these regions they have occupied.

So for the Ukrainian side, using cultural relations, cultural diplo-
macy is the strongest point they have, when we are not talking about
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weapons, which is a different story. As a non-coercive power, as a soft
power, cultural diplomacy is being used very successfully by strength-
ening the Ukrainian national identity and the will to defend this iden-
tity on the Ukrainian side. When we look at the images which play an
important role in cultural diplomacy, as well as stories and narratives,
this is the story the Ukrainians want to tell the rest of the world: that
they defend their cultural identity and they are successfully doing so by
also using pictures that not only show how civilians have been killed,
but also how they have to defend their cultural identity, and their monu-
ments; how the monuments from the Baroque period and other periods
have to be secured with sandbags against Russian missile attacks. So
these are again very strong images. Saying we want to save our cultural
tradition against aggression from abroad — can be easily transformed
into pictures, stories, and narratives about defending culture by using
these sort of images. Especially on the issue, which always plays a role
in the European heritage, of antisemitism and the issue of the Holocaust.
The Ukrainians are skillfully and, I think, rightfully using cultural rela-
tions and cultural diplomacy to say the Russians have even attacked one
of the monuments against the killing of Jews during the Second World
War, with their grenades and their missiles. And around the globe you
could see pictures of this destroyed monument to the Holocaust, and
later on, they even succeeded in showing Mr. Lavrov speaking about
Hitler maybe having some Jewish blood, and Mr. Zelensky, despite of
being Jewish, being an anti-Semite and so on.

So you see how political cultural relations and cultural diplomacy
can become in a situation of conflict. And this is something one has to
study, because we are going into an age of identity politics, or maybe we
are already in the middle of an age of identity politics, as this conflict is
actually proving. So this is not a harmless instrument that we are talk-
ing about — cultural diplomacy, cultural relations - it is a very political
instrument, which is always about telling stories, and it is about values
and power. Even in the European Union, the idea that we discuss now is
the role of the European Union in this coming multipolar world order.
Most of the analysts are saying it is about European values and the way
of a pluralist European culture, how we managed to work together in
spite of all our differences on the European continent, by means of over-
coming the view of culture as being an element which can only divide
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us or which can only create national identities; isolated and defending
themselves against other national identities.

In the Balkans, we can see how difficult this match is between
seeing culture as a national identity, a building element that should
be separated from other national elements, and seeing culture as an
element of a pluralistic cultural environment, which helps us to define
the common good and helps us to foster mutual understanding. I un-
derstand that in Serbia this is one of the big cultural issues that one
has to discuss — how much pluralism is allowed in society, how Serbia
positions itself in the Balkans, and how strongly national identity, cul-
tural identity, is being used. I myself was just recently in Belgrade and
in the other cities of the Balkans with a group of 50 students. As I said,
I have to be provocative: I and even my students could immediately
see, how different culture is perceived in Serbia, than for instance at
the moment in North Macedonia, or even in Albania for that matter.
And this plays a very political role. Analyzing cultural diplomacy and
cultural relations, one has to take this sincerely into consideration and
look into historic developments in all parts of Europe, where culture
had to go a long way from being an element of division, of what was
called by the 19t century’s Habsburg monarchy the emancipation of
nations or emancipation of language groups, into a community. In the
19" century, in the European context, culture including religion was
mainly an element of creating national identity and not of overcoming
these differences. When we look at the discussion of the 20t century,
we see how this dilemma between the two sides has even become part
of the two world wars and the following Cold War.

Discussing historical developments of cultural diplomacy and cul-
tural relations should be a central part of any form of educating cultural
policy experts, cultural managers or people who work in the interna-
tional field of culture. I could give you many examples from the time
when [ was responsible for Austrian foreign cultural policy - I struggled
with overcoming this idea that cultural diplomacy is working only in the
national interest and not also trying to create a common understanding
and a common global code in various aspects. When I started my job as
director general for foreign cultural policy, we had a written instruc-
tion for Austrian cultural diplomats which said that you are supposed
to speak only positively about your nation or if you cannot do that, then
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at least you have to speak neutrally about the quality of your nation, in
terms of culture. I immediately tore apart this piece of paper and told
my people who worked around the globe that they are not there to say
that we are the best in the world and we have this idea of superiority of
our Austrian culture, but you are there to find those forms of dialogue
which allow us to move away from competing values of power towards
cultural diplomacy as a global common good.

But I promised to tell you how the European Union has a problem
when it deals with cultural diplomacy. The first problem is the Union
itself, as Brussels has little competence in cultural diplomacy and cul-
tural relations. Why is this so? This is so because all member states still
believe them to be key issues of sovereignty and identity that they do
not want to transfer to a supranational level. That is why education and
culture remain the main responsibility of national governments and the
European Union has some sort of additional competence which is called
only when there is an additional value of working together in the field of
culture and education - only then the Union is allowed to interfere or
to use money to do something in this field. This is a major problem for
integration, because it still tells a story that culture is a national thing.
It tells the story that we have to use culture to create national identity
or at least to strengthen it.

The second point about the European Union is that there is an idea
that was already created with the United Nations’ system in 1945, that
we have universal values which you might call cultural values. When
you actually look at it, they were interpreted as European values. That
is why until nowadays the European Union is officially saying that one
of the tasks that we have not only in cultural diplomacy, but overall in
our diplomatic foreign policy work is to transmit our values to the rest
of the world with the expectation is that we can call them ‘universal
values’ We all know that this is a very tricky issue, because many parts
of the world do not see them the same way that we in Europe see them.
So one of the problems of our European cultural diplomacies, and I
include my Austrian one, is that we are trying to export our view of
culture, our ideas about culture to the rest of the world; and the rejec-
tion of them is actually growing. How should we respond to this, how
does cultural diplomacy respond to this? There is this strong idea that
if you're not convinced that your values are the best values for a global

37



CULTURAL DIPLOMACY AND CULTURAL RELATIONS

situation, then it is difficult for us to speak about them in other coun-
tries. This includes all sorts of values like freedom of speech, freedom
of information, rule of law, and democracy. But they are all basically
cultural values, maybe secondary cultural values, but cultural values
nevertheless.

In this given situation, it is obvious that for instance in our rela-
tions with China or our relations with Russia or even our relations with
the USA, there are clashes of different opinions of what is the substance
of these cultural values. I will give you a traditional example: the ques-
tion of the death penalty. In the USA the death penalty is in most states
a very obvious instrument of dealing with criminal acts, whereas in
Europe, especially in the member states of the Council of Europe, regula-
tions refer to the death penalty are not part of our cultural convictions,
and have been abolished. If you do not abolish it, you cannot apply to
become a member of the Council of Europe. But even more than this,
it is about the idea of human rights. The idea of human rights (based
on cultural values) is certainly different at the moment in countries
like Russia, but also in countries like China. So what should cultural
diplomacy do, how should it react to that? When I was ambassador in
Moscow, one of the tasks that I was given was to speak out against hu-
man rights violations, to speak out for instance against all the problems
of an institution like “Memorial”, that documents the criminal acts of
the Stalin regime, but also of the Soviet Union overall. I had to criticize
the Russian government saying for example that they worked against
such institutions and that human rights activists were put into prison;
or that Jehovah's Witnesses were abolished in Russia, that they are not
allowed as an organization in Russia; or that liberal critics of the Rus-
sian government were put into prison.

So, what is the role of cultural diplomacy in all that? The role that
[ was given was to criticize the government and ask them stop these
actions. And in the European Union we had different ways among the
different member countries to deal with this in Moscow. Some countries
where human rights are a more essential part of the constitution and of
the cultural self-understanding, like the Scandinavian countries, were
very outspoken in this criticism and used public and cultural diplomacy
to speak out against human rights violations. Some countries, like in the
South of Europe, who were less concerned with these issues and maybe
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combined them with commercial or economic interests they had in
Russia, were less outspoken about this clash of civilizations and about
human rights violations. So you see, cultural diplomacy and official
cultural relations very much depend on other fields of policy making;
and this happens on an everyday basis, you can see this everywhere.

This was actually a basic introduction to how I see this field, but
maybe I need also to speak about what is the subject, and how can we
define it. I am sure you will deal with the issue of the definition of cul-
tural diplomacy and cultural relations very often, because when you
look into the literature on how to study cultural diplomacy and also
public diplomacy, you find hundreds of different definitions, and you
get the idea that there is no clarity about the topic, the subjects, the
instruments, or the methods. Why is this the case? It is very obviously
the case, because all the elements, even the element “culture” has no
clear definition, so you have to invent your own definitions, you have
to not only define what we are talking about, but also the way it should
be enacted, for instance in public diplomacy — what does public mean?
Does it mean that you are looking for target groups, where your cul-
tural relations should be aimed at, like all our cultural institutes are
looking for target groups where they should act and how they want to
influence other people? Or is it the public in general? Or does it mean
how ambassadors speak in public? So even the very practical things of
cultural diplomacy and public diplomacy are not very clear.

And then the main question of what is diplomacy about? Is diplo-
macy only about communication? Is diplomacy actually about power
relations, in a very clear-cut sense? My own view, from my own experi-
ence in various parts of the world working in culture is that it is all about
power and it is all about how to position identities in the best possible
ways. With a few exceptions where there is a real war raging between
countries, it is mainly soft power that is being used. By soft power I in-
clude economic power, because it is also actually a non-coercive power,
but it can become a weapon as we see with the pipelines between Russia
and Europe, although it is mainly a non-coercive power.

Cultural differentiation is becoming a major field of confrontation
between identities. And here we are in public diplomacy and public re-
lations — identity. This is the moment where we have to discuss which
stories are being told. What are the narratives we are talking about? We
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have learned in the last 150 years, at least in Europe, that the major nar-
rative is the national narrative. The nation is deciding on the identity of
whatever the community is doing outside of its own sovereignty. This is
the nation, sometimes it is a nation-state, sometimes it is an ethnic na-
tion, a language group, but the nations all want to tell their own stories.
The problem is that there are so many other identities around now and
we know from diplomacy how this field has enlarged into all sorts of
things, from tourist diplomacy to food diplomacy, to corporate diplomacy,
and the same holds true for cultural diplomacy and cultural relations.

First of all, we have to look at who are our actors. Our actors are
certainly not only the states and the nations alone, although they want
to tell us that they are and ever will be the major actors in the world.
But actually, we see that many more identities are looking to define their
own culture. It can be cities, it can be regions, it can be supranational
organizations like the UN - the UN is also one of the identity-making ac-
tors which creates also a cultural idea about how identity can be formed.
But these actors can also be individuals, and certainly also religions and
NGOs. So, cultural relations and cultural diplomacy have so many actors
around that we have to be careful not to ignore what is happening on
the ground. We are talking still so much about the national actors, we
are talking about how difficult it is to write history books in European
countries which go beyond the national narrative. We have problems
even having common narratives about history between neighboring
countries. People try to make a common Balkans historical narrative, a
history book, but without success. People are trying to write a common
history book with Polish and Russian participants — a total failure. They
published a book, but not one with a common narrative about history,
instead, it had one part about the Polish narrative and one part about
the Russian narrative. Even Austria and the Czech Republic tried a
common history book only recently, which was only partly successful.
So there is this problem even between nations.

What we are also observing is that cultural diplomacy is increas-
ingly being used by actors who work mainly in social media. All these
companies that rule the internet, like Google Metaverse or Facebook,
have become major cultural actors and they understand not only that
they have to try to make reputation management or image management,
but they also have to act as cultural diplomats or cultural relations
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people. And they do that, so they are using all sorts of elements to
become major actors in the field of cultural diplomacy. Why can they
do this? My major point is that they can do this because the idea that
creating identities and maintaining the strength of identities of any
community is becoming more and more relevant for the position of a
community in a global world. That is because of globalization, which has
not reduced the idea of identity but it has actually increased the differ-
entiating role of identity building and the idea of telling your own story.

Coming back to the Ukrainian conflict, Mr. Putin has his narrative
about the non-existence of Ukraine. That is his national narrative that
he is bringing forward. The European Union has the European Union
narrative which contends that human rights are basic universal values,
which have the same worth in Belgium as they should have in China, or
in Russia, or in Singapore, or other countries. These are simply narra-
tives, stories we want to tell and that is what cultural diplomacy is doing.
It is talking about perception, how things are perceived by other groups,
how we make sure that the stories that we tell reach the public. The
public, as I said, can be many different things, so perception manage-
ment is at the heart of cultural diplomacy. Image working and branding
of identities is important and sometimes when new identities come up
the major problem is invisibility. What does invisibility mean? It means
that they do not exist as a culture per se, as an identity, so they have to
make sure that they have some sort of possibility to make themselves
seen in the world. One of the major reasons for small countries, for
instance, to invest in cultural diplomacy is to reduce invisibility. What
is behind that? I know that Serbia’s cultural diplomacy is also looking
into this field - When we are invisible, we cannot tell our story. (Which
is not always a bad thing.) If you want to tell your story, you have to be
visible. You have to be someone who creates an interest, someone who
has maybe even a unique selling proposition as the marketing people
are telling us.

To show again the Austrian case: when I was responsible for Aus-
trian foreign cultural policy, I always asked my people: look for unique
selling propositions, what are our strengths. And secondly: look where
these unique selling propositions may help us combine our identities
with others. We have the Spanish Riding School, the white horses of
Vienna, Lipizzaner. For a long time we used them as a unique selling
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proposition, because this is very attractive for tourists in Vienna. At
the same time, we knew, but we did not mention, that there is actually
a Slovene tradition behind these horses, because they originate from
what is nowadays Slovenia, and Lipizzaner are partly an Italian tradi-
tion. So it took us quite a long time in cultural diplomacy to say: let’s use
it together, in this case with the Slovene government and together with
Slovenia we made an application to UNESCO to put Lipizzaner on the list
of world cultural heritage. I think it is already on the list now, but this
was the first time that we tried to do it with Slovenia, and I remember 10
years ago we still had a problem with these horses in cultural diplomacy,
because in the monetary system of the European Union, every country
has the right to put something onto its coins, national symbols on the
various cents and so on. This was decided in one of the finance commit-
tees in Brussels, and we learned after one of these committee meetings
where the symbols were decided, that the delegate from the Austrian
Ministry of Finance missed the decision during this meeting, while
the Slovenes put white Lipizzan horses on one of these coins the and
on another a very famous symbol from Klagenfurt, a stool where the
dukes of Carinthia had been enthroned in the Middle Ages. The Slovene
use of these symbols was regarded by Austria as a robbery — the white
Lipizzaner and the throne were stolen from Austria. It took us quite a
long time to ensure that we could all see this as a commonality in our
cultural relations, because it combines us also, that we had this Slavic
population in what is now Austria and Carinthia. It combines us in the
tradition of Lipizzan horses, as a strong central European tradition. We
are trying to bring this together and we are now working to make it as
something of a common good. And for sure, if we have to accept that
identity building is the major trend in global politics on all levels, then
our major issue for cultural diplomacy must be to try to find common
ground which crosses these identity borders. We have to make sure that
not only the national narratives decide on what culture is. I understand
how difficult this is, as a cultural diplomat, and as someone who also
does research to find ways how to overcome these national narratives.
But this has always been an objective of cultural diplomacy, whether
you call it cultural diplomacy or cultural relations.

So what can we do? I think, first of all, analyzing the given situation
of this sort of cultural identity building, by re-reading Mr. Huntington’s
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“Clash of Civilizations” is a very helpful start, and then we have to create
trends and use the trends that exist. I only give you a few ideas. We can
learn, for instance, from political propaganda. Political propaganda in
the Cold War period was mainly a top-down thing which was done by
security services, by spies, and always driven by governments, by the
officials. But nowadays, even propaganda tends to work bottom-up. Why?
This is due to social media possibilities and now it is the troll factories
and individuals who create their platforms that bring propaganda to
the rest of the world. In the West, we are talking a lot about Russian
propaganda on social media, but certainly also the Americans have
their ways of using means of propaganda bottom-up. But we should also
use these methods in cultural diplomacy, to overcome these national
narratives, work with bottom-up approaches, work with social media,
work with individuals who are not interested in the national narrative
alone, and I think there is a huge field in front of us. So the troll factory
in St. Petersburg may be a good example that we should use in cultural
diplomacy for a better purpose (I hope that is not too provocative).

A second huge trend is migration. Migration and minorities change
the contents and structure of cultural diplomacy and cultural relations.
Cultural diplomacy now has to work with this plurality within its own
identity, which is growing in most of democracies. At least it is grow-
ing in Vienna. For instance, more than 50% of our pupils in primary
schools that are non-German speakers, which is reminiscent of the
situation in the late Habsburg monarchy around 1900. And there are
lots of other examples. We have to analyze this and then turn it into
policy, we have to integrate how we can work with this migration situa-
tion, the minority situation in cultural diplomacy and cultural relations.
Just one example of how difficult it is: there will be a struggle between
the so-called autochthonous minorities, those minorities that say: “we
have been here for hundreds of years”, and the new minorities. It is like
in trade union battles, where the trade unions are fighting for those
workers’ rights from the trade unions, and not for those workers who
come from outside. Traditional minorities are fighting not only against
the majorities for the rights they want as a minority group, but also
against new minorities coming with migration. This is an uphill battle
at the moment, and when you research it, one should also analyze this
in the context of European parliament regulations and the UN system,
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where you still have mainly the rights for so-called long-time minorities,
which are based on a specific territory.

How should cultural diplomacy deal with 100,000 Serbs now living
in Vienna? What sort of rights should you give to them? Are they territo-
rially based as a minority in Vienna? Are they one of those who should
not be given rights too? You know how difficult this is. And that is not
only a political but also a cultural issue. And then the issue of dialogue.
We always say that the major objective of culture, in this international
context, is that even when there is no other dialogue possible, culture
can be an element of creating understanding and trust. My thesis is:
in conflicts, this idea of dialogue even reinforces the power of big pow-
ers, so the idea of dialogue works better without conflicts, because in
conflicts the stronger party can use dialogue much better than those
that are at the periphery.

There are many examples in conflict resolution schemes — of how
difficult dialogue is because of the uneven power relations in conflicts.
This is only a proposition to explore this issue in an analytical way - to
look at how this is already being done, and the examples are widespread.
Just look into what is happening at the moment in the Western world
regarding Russian music or Russian literature. The dialogue with Rus-
sian culture is partly abolished, even music, which has nothing to do
with Putin and his activities, is sometimes not allowed to be performed
for Western audiences. It tells you a lot about narratives and dialogue
and how difficult this is. I have two propositions that I am not discuss-
ing, just mentioning: In cultural diplomacy, many of our countries have
put a lot of effort into using classical music. Not all, but many European
countries have used classical music as a major element in cultural di-
plomacy, and my country is a good example. We regard ourselves as the
hub of music, like Salzburg and Vienna and all the composers. We are
using Joseph Haydn’s words, that music is a language that everybody
in the world understands and that does not need to be translated, but
as I see it, classical music is a hopeless case. I do not think that it really
helps us in cultural diplomacy anymore. You might even call it some sort
of colonizing idea of how cultural diplomacy works, as when we try to
impose an educational system loaded with classical music around the
globe. I am sorry to say this, but I feel that there is some sort of colo-
nizing idea in the back of this case of classical music, and that is why

44



FROM VYING FOR VALUES AND POWER TOWARDS CULTURAL DIPLOMACY...

I think it is a hopeless tool to use when we talk about universal values
and the role of cultural diplomacy.

Everything I have said about cultural relations was not very prom-
ising for the idea of supporting the global common good. So this is a
challenge we have to formulate, in which field cultural diplomacy can
really make a proposition for creating more global common goods. I
have not mentioned climate change issues where there is a big chance
of succeeding in these efforts. I have not mentioned digitalization with
the exception of social media and the role of non-state actors. Identify
those global common goods where cultural diplomacy can play a role
and then try to make use of that. Even someone like Henry Kissinger,
who is the epitome of a realist in international relations, in his major
works always says that diplomacy has two objectives: it is for national
interest and it is for furthering a common global good. So even Henry
Kissinger said that there has to be a common global good, and cultural
diplomacy is certainly the order of the day to do this, especially in a
time where geopolitics seems to have overtaken all other diplomatic and
political efforts that we make. I fear that behind the term of geopolitics
lies the power of the big countries and the irrelevance and maybe the
invisibility of small countries and weak identities. I do not want to live
in a world where there is a recolonization in cultural relations.
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EXPLORING FAIRNESS IN CULTURAL
RELATIONS THROUGH THE LENS OF
DILEMMAS

MATINA M AGKOU, AVRIL JOFFE,
SUDEBI THAKURATA AND KATELN VERSTRAETE

In March 2021, EUNIC, the EU National Institutes of Culture Net-
work published a call looking for a team of experts to conceptualize and
design a toolkit on fair collaboration in cultural relations. Underlying
the value and the understanding of cultural relations as “reciprocal
transnational interactions between two or more cultures, encompassing
arange of activities conducted by state and/or non-state actors within the
space of culture and civil society” (EUNIC, 2021), the call posed questions
that had been central within the EUNIC community: What does fair col-
laboration in cultural relations look like for EUNIC members working with
local partner organizations worldwide? Can fairness as a concept provide a
framework for practicing cultural relations in our contemporary societies?

A research team of six experts was commissioned to develop a Tool-
kit that would provide concrete ideas and instruments for working in
the field of cultural relations in a fair way. Four of them are the authors
of this text, although the work has been a genuine teamwork' covering
almost nine months of research, consultations, exchanges, writing and
designing that took place from May 2021 to January 2022 when the work
was published. The mandate, as expressed in the EUNIC terms of refer-
ences, set a number of concepts relevant within the EUNIC community
but also beyond it that needed to be taken into consideration when de-
signing the toolkit. These included the hierarchical dynamics expressed
through monetary flows for the realisation of projects, unequal access
to funding possibilities, dominant languages, and infrastructural and
societal barriers in cultural collaborations across borders. Taking this
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context into consideration, one key question was raised: how do we
assure mutually beneficial outcomes such as better understanding and
enhanced sustainable dialogue between people and cultures instead of one-
sided processes that often harm local structures or practices?

The research team designed and implemented a participatory, in-
clusive and iterative research process engaging with practitioners and
EUNIC stakeholders from different geographies and realities both in-
side and outside Europe. The methodology included a literature review,
which resulted in a “provocation paper”, roundtables with experts and
practitioners, a video-ask survey and individual interviews, feedback
sessions with an international reference team and EUNIC representa-
tives on various occasions and testing different parts of the methods
proposed with a number of cultural relations practitioners beyond
EUNIC. This action-research project allowed us to map different imbal-
ances and forms that the continued existence of domination take. Most
of these have already been pointed out as major challenges for cultural
relations by various initiatives and recent policy papers that underline
the need of finding new narratives, re-thinking our value systems and
proposing a framework for addressing them. The deliverable for EUNIC
is not a report or academic-like text. It is rather a playful invitation to
reconsider our practices in cultural relations, therefore besides one
component which constitutes a provocation paper, the rest of the com-
ponents propose activities and suggest methods to spark the reflection
around fairness for field practitioners. Our purpose here in this text is
to provide a more in-depth reflection on the process of developing this
work and its main conceptual underpinnings.

Recognizing situations of unfairness and imbalance, and asym-
metries of power and resources that influence decision-making in a
cooperation, leads us to consider the notion of dilemma as an entry
point to understanding fairness in cultural relations collaboration. We,
therefore, asked what are the main dilemmas to which cultural relations
practitioners are exposed when putting fairness into practice? While hav-
ing EUNIC members in mind, our mandate was also to create a toolkit
that would resonate beyond them and would be meaningful to other
cultural relations practitioners. Introducing the notion of dilemmas
was a way to reflect on positionalities, bias, influences, purpose, choic-
es and consequences when collaborating internationally and address
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key values underpinning the notion of fairness, such as ethics, human
rights, mutuality, solidarity, equity, equality, sustainability, decoloniza-
tion, inclusivity and care.

Our paper starts with a reflection on the shift from cultural diplo-
macy to cultural relations in order to contextualize the environment in
which the notion of fairness has found fertile ground. We then briefly
give an overview of initiatives and conceptual underpinnings that have
informed our desk research on fairness in cultural relations and that
are captured in a text that we called A provocation paper (Farinha et
al, 2021). In the next section, we explain how our design-led and user-
driven approach to the creation of the toolkit led us to identify the notion
of dilemma as an entry point in exploring fairness in cultural relations.
We then discuss the main dilemmas mapped in relation to different
dimensions that we identified as pivotal in approaching cultural rela-
tions nowadays.

From cultural diplomacy to cultural relations:
embracing complexity

Traditionally, nation-states — understood as a kind of cultural meta-
narrative or ideological framework within which a group of people ex-
periences a sense of unity (Anderson, 2003) — have been the primary
players in international cultural cooperation. Most countries — especially
from the Global North - have provided an infrastructure for internation-
al cultural cooperation through their embassies and consulates abroad,
or through their Foreign Ministries and foreign cultural institutes with
the aim to extend their cultural influence where foreign cultural prod-
ucts were difficult to access (Paschalidis, 2009). However, as Pehn (1999:
8) noted almost 25 years ago, “the field of cultural co-operation has be-
come multi-dimensional to such an extent that the old structures no
longer reflect the needs of the new players”. Today international cultural
cooperation has evolved into a complex system of governance, which
involves actors on the international, national, regional, and local levels
as well as non-governmental civil society actors and independent artists
and cultural operators that cooperate at bilateral or multilateral levels.
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However, national policies for international cultural cooperation
still depend heavily on the promotion of the image of a nation abroad,
“a governmental practice that operates in the name of a clearly defined
ethos of national or local representation, in a space where nationalism
and internationalism merge” defined as cultural diplomacy (Ang et al
2015: 367). Cultural diplomacy has been strongly associated with the con-
cepts of soft power and public diplomacy (Cull, 2009; Cummings, 2003;
Mark, 2009; Melissen, 2005; Mitchell, 1986; Nye, 1990). A key strength of
arts and culture within the context of diplomacy has been “their ability
to tap into emotions, to communicate on more than a relational level, and
to precipitate alternative ways of seeing the world” (Schneider 2010: 106).

Berger et al (2008) explain that while public diplomacy is unilateral
with an emphasis on explaining one’s policies to the others, cultural
diplomacy takes a bi- or multilateral approach with an emphasis on
mutual recognition. Understood in this way, “cultural diplomacy is
therefore explicitly not meant to be the promotion of a national culture”
(Berger et al 2008: 3). A study commissioned by EUNIC (2016) to the
University of Siena has revealed that currently there are three basic
approaches to cultural diplomacy, which are reflected in Table 1.1.

Approaches to Characteristics
cultural diplomacy

Public diplomacy Emphasis on state actors;
Diplomatic goals through cultural tools

Strategic International and strategic communication;
communications Linked to nation branding practices and national
approach image cultivation;

States are only one of the players in the field as a
consequence of the growing democratization of
global communication.

Cultural relations Nation branding is an outdated practice;
approach Culture should come first and diplomacy second;
Any actor can practice cultural diplomacy.

Table 1.1 Approaches to cultural diplomacy. Source: Developed by authors
based on University of Siena’s research for EUNIC (2016: 10-13).
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These three approaches are not self-denying. But they do confirm
what Ang et al (2015) argue when they observe that there is a lack of
clarity when using the term ‘cultural diplomacy’, associated mostly
with ‘interest-driven governmental practice’ versus ‘cultural relations,,
“which tends to be driven by ideals rather than interests and is practiced
largely by non-state actors” (Ang et al, 2015: 365).

State actors have during the past years adopted an explicit cultural
relations approach in their work. In recent political discourse, especially
in the context of the EU, the focus has been gradually shifting from cul-
tural diplomacy to people-to-people exchange and cultural relations. The
individual and the community acquire different roles in this reading of
cultural diplomacy. Rivera (2015) highlights that cultural relations dif-
fer from cultural diplomacy both in their methodology, their objectives
and their outcomes. He underlines that “the absence of government is
just as important for cultural relations as its presence is for cultural
diplomacy” (idem, 11). This means that when talking about cultural
relations, these relations develop organically and without necessarily
any governmental support. They are also based on values and mutual-
ity, implying more engagement among collaborators which often leads
to more engagement and dilemmas. While cultural diplomacy is more
linked with propaganda and nation branding and is more uni-direc-
tional, cultural relations place the emphasis on people, on engagement
and on mutual exchange.

EUNIC is a recently created network that brings together national
institutes of culture and national bodies engaged in cultural and re-
lated activities beyond their national borders. By pooling together the
resources and expertise of its members and carrying out joint work
through clusters in different cities around the world, EUNIC works with
different stakeholders in defining and implementing a European policy
on culture inside and outside the EU. In EUNIC'’s strategic framework
2020-2024 (EUNIC 2020) it is evident that the notion of cultural rela-
tions and fairness is embedded in the practice of its members:

Through culture, EUNIC strives to build trust and understanding be-
tween the people of Europe and the wider world. We work to make
culture count in international relations. EUNIC’s work is based on the
principles of cultural relations. We aim to build fair partnerships by
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practicing mutual listening and learning and engaging in dialogue, co-
creation, and joint capacity building.

EUNIC has developed into a strategic partner for the EU - espe-
cially since the adoption of the EU Strategy for international cultur-
al relations (European Commission 2016) produced by the European
Commission and the EU High Representative for Foreign Affairs and
Security Policy, who is responsible for the European External Action
Service. In this document, the concern on how to mainstream culture
in EU external relations is raised. Although, as Figueira (2017: 81) notes,
there are various references to ‘international cultural relations’, ‘cul-
tural relations’ and ‘cultural diplomacy’- but none of them are clearly
defined. The strategy introduced a new policy agenda and demonstrated
a firm EU political commitment toward this direction, which however
still today is ‘not effective enough’ (Bacian 2022: 56). Through various
activities, and pilot programs, such as the Spaces of Culture project,
EUNIC aims to put cultural relations in practice and identify new mod-
els of collaboration (Damaso 2021). Engaging in a reflection on fairness
among EUNIC members — even if those represent to a large extent the
national interests of their own country — marks an important step in
putting cultural relations into practice.

Cultural relations and fairness: initiatives,
conceptual underpinnings and a provocation

The first step in our work was to draft an initial set of provocations
in what we called ‘Fair Collaboration in Cultural Relations: A Provocation’
(Farinha et al, idem drawing on key insights, trends and the latest litera-
ture and practice available. The Provocation Paper was addressed to key
informants and EUNIC members and served as an entry point for the
research team to collectively think through concepts and values. It also
aimed at understanding how cultural relations are being transformed,
in particular how rapid industrialization, globalization and digital trans-
formation had deepened inequalities, affecting culture and biodiversity
at the expense of the Global South. It therefore questioned how this
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configuration of global challenges, as addressed by the UN’s Sustainable
Development Goals, might impact international cultural relations with
the increased attention on human rights, anti-discrimination, gender
equality and climate change movements. The provocation paper was
written during the Covid pandemic which exacerbated inequalities and
the fault lines of societies asking whether we needed new narratives,
new models of collaboration and processes to rethink our values. At this
time we still referenced our work as a toolkit although this was soon
to change. We asked questions such as What values should underpin
cultural relations or fairness? Is there a difference between cooperation
and partnership? What are the benefits and downsides of collaboration?

It was clear that numerous concepts are drawn from to assert
the importance of cultural relations being equitable and fair. Hampel’s
(2017) work on the notion of fairness in cultural cooperation was our
first starting point. Furthermore, a number of texts can be referenced
to help unpack these concepts. These included ones related to ethics
(Koivunen and Marsio 2007) from the Finish Ministry of Education, the
status of culture in development cooperation and human and cultural
rights in sustainable development (UNESCO 2005). Ones relating new
developments focusing on fairness in the trade of cultural goods and ser-
vices (UNESCO 2021) and older texts on the rights and status of artists
(UNESCO, 1980). Values referenced by EUNIC members such as as mu-
tuality, equality, diversity and inclusion were included alongside guid-
ing principles established by the EU Strategy for International Cultural
Relations (2016) in particular on cultural diversity, human rights, mutual
respect, intercultural dialogue, and complementarity and subsidiarity.
Aside from the multiple concepts in play, there was already evidence of
a rethinking of international collaboration ranging from (although not
exclusively) structural inequalities and cultural differences in relation
to fairness (IETM et al, 2018), values of solidarity, equity and conditions
of fairness (Flanders Arts Institute, n/a), the proposition of instruments
for transition towards an alternative, a fairer and unified arts ecosystem
including the concrete suggestion of a solidarity tax (proposed by the
Reshape EU Creative Europe project?), and climate justice across the
cultural community (see for example Julie’s Bicycle work).

Moving away from concepts to methodologies, the Provocation
Paper highlighted a number of innovations to stimulate our thinking
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on fairness in international cultural collaborations such as the Culture
Shift Methodology (Creative Carbon Scotland, 2021) which offers practi-
cal advice for inclusive participation, the need for an anchorship phase
to build shared relations of trust and expectations prior to the estab-
lishment of a partnership agreement (Swedish Arts Agency Tillt?), and
a set of principles governing international cultural relations including
innovation, visibility in the local context and new ways of thinking about
beneficiaries (see for example the EUNIC’s European Spaces of Culture
project®). Complex, at times difficult, but essential topics for conversation
in this frame include that of decolonization and racism, social justice
and co-responsibility, digital inclusion and care as a practice. These were
highlighted here and further elaborated in the various components of
the work commissioned by EUNIC.

A methodological roadmap:
towards the Not a toolkit

The design-led user-driven approach of the Not a Toolkit began
with problem-framing. As we attempted to define the notion of fair col-
laboration in the context of its potential users, we wanted to understand
the contexts in which they would use the learnings: their unique and
differentiated needs, challenges and risks and the changing contexts of
use, characterized by a world that is volatile, uncertain, complex and
ambiguous. We also wanted to understand how these changing contexts
might shape the needs, risks, barriers and enablers and hence the choic-
es that people need to make in order to practice fairer collaborations.
An important way to do this was by designing four inter-connected
facilitated roundtables as a way of surfacing roundtables, marking the
beginning of the empathizing and discovery phase of our design where
we tried to re-define and re-frame some of the initial ideas around col-
laborations, fairness and cultural relations.

The roundtables were iterative, with one leading to the other and
the findings from each shaping the design of what the structure of the
next one would be like. This process helped us question our own assump-
tions and validate the theoretical underpinnings of the Provocation
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Paper. The roundtables, after being unpacked and synthesized, gener-
ated rich insights that formed the basis of the content, form and struc-
ture of the toolkit. The participants represented diverse geographies,
gender, age, language, socio-economic strata, professional hierarchies
etc. within international cultural relations organizations. Their insights
revealed that they were not particularly looking for a one-size-fitting-all,
top-down, prescriptive, instructive and templatized toolkit with the as-
sumptions of solving problems with respect to unfair collaborations in
international cultural relations, with none of it eventually being relevant
for them. The toolkit approach in the arts and cultural field had been
already questioned by Belfiore and Bennet (2010) in their seminal work
on toolkits and evaluation. What they were instead looking for, was the
ability to ask more pertinent questions that could lead to identifying
problematic areas and behaviors. As most problems are complex, sys-
temic, multi-layered, ill-defined and inter-connected, people often need
to make difficult choices. And that’s when we are faced with dilemmas.

Dilemmas as lenses for unpacking fairness in
cultural relations

Our entry point to approach fair collaborations in cultural rela-
tions came through the narrative of dilemma (Greek: §iAnppa «double
proposition»), understanding dilemma as a situation in which a difficult
choice has to be made between two different things you could do. We
chose dilemmas as opposed to just problems or issues as a design prin-
ciple in this toolkit, which we also called ‘Not a Toolkit! Fair collabora-
tion in cultural relations- a refl Action. ‘Not a toolkit’ was to respect the
recommendations by the users in not being prescriptive, didactic and
top-down, while ‘reflAction’ was designed as an interrelated loop of
reflection, evaluation, and action leading to further reflections on the
action, and evaluation following refined, revised and better actions. To
do this, we identified various kinds of dilemmas that people expressed
both implicitly and explicitly. We then clustered the most frequently oc-
curring dilemmas under different dimensions using a systems thinking
approach to explore the subject matter through its economic, ecological,
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cultural and social dimensions, and the mainstreamed technological
and geopolitical dimension connected to the UN 2030 Sustainable De-
velopment Goals. Later on, we used interview transcripts from many
potential users and stakeholders who elaborated on the nature of many
dilemmas expressed through the roundtables. These different dilemmas
were used in various ways throughout our work; sometimes as sce-
narios where people had to use different values to act upon; sometimes
in terms of tracking how in a project management cycle fairness can
be embedded; sometimes in the forms of mulling over how fairness is
upheld or violated at various levels within an organization. Sometimes it
was about looking at the very foundation of linguistic constructs which
shape our ways of being, doing, imagining or inquiring. All these dilem-
mas were multi-dimensional and complex and often the action towards
one dimension of the dilemma could lead to yet another dilemma in
another dimension. Therefore, as our intention wasn'’t to provide a defi-
nition of fairness, mapping the main dilemmas that emerged throughout
our inquiry helped us better understand the concept and its translation
in the arena of cultural collaborations.

Socio-cultural Dimension

The dilemmas in the sociocultural dimension often brought up
questions regarding how we can better embrace diversity in our collabo-
rations. For example, it was underlined that concepts of time and work
practices, so culturally embedded in our practices, are often ignored
or overlooked and yet often make or break collaborations. Another
often-cited dilemma was related to equal access to opportunities. Devel-
oping new networks of people to engage in international cooperation
takes time. With funding often guaranteed for short-term project-based
collaborations, cultural relations organizations are under pressure
to deliver, therefore often take shortcuts in the selection of their col-
laborators (Henze, 2018; Ouchati, 2022: 12). This creates a culture of
selecting ‘usual suspects’ from existing networks, rather than opening
up opportunities for new people. This is perceived as unfair by the
sector. If an organization claims to value transparency, it often faces a
dilemma regarding time. Yet, given this is an often-recurring issue, a
systematic way for solving this is by doing an open call for collaborators
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regardless of imminent projects and establishing up-to-date databases
for future collaborators. Moreover, in some cases, programs are con-
ceived in a unilateral way, neglecting the potential of working with
the skills, knowledge and networks of local people in order to focus on
processes and longer-term collaborations, rather than on short-term
output-driven projects. The dilemma around the use of language in
cultural collaboration was seen as critical. Organizations involved in
cultural relations, although they often proclaim diversity and inclusion
as their core values, tend to use English and other dominant languages
to reach large audiences in different countries they collaborate with,
mainly due to the lack of finance and/or time (Xue & Zuo, 2013). This
dilemma reveals a deeper concern: the use of dominant languages cre-
ates power imbalances and might favor some people with privilege in
certain contexts.

Economic Dimension

Dilemmas situated in the economic sphere were mostly connected
to issues of remuneration, fair distribution of funding and different
understandings of value. The issue of fair remuneration remained the
most frequently mentioned. There were several dilemmas raised, such
as if an organization should remunerate consultants or artists according
to the actual work done in relation to expertise, skills and knowledge
or according to the economic context the collaborators come from and
if the remuneration is appropriate to the funders context or that of the
local context? With the growing group of mobile cultural operators,
this dilemma becomes even more complex. Decisions on funding al-
location can also lead to dilemmas for organizations that want to adopt
universal policies for all their funding procedures. Can a grant-giving
cultural relations organization foresee reimbursement for salaries and
overhead costs of small NGOs in a country where there are no support
systems for culture or do they have to apply their general international
rules of only covering artistic work or project costs? The fact that many
cultural relations organizations only value cash contributions and re-
fuse to account for expertise, time or in-kind inputs, as an equivalent
for monetary contributions in projects, is another example of how col-
laborations are not contextualized. Collaborations cannot be performed
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in a fair manner when only the funder sets the rules of what is valued
within the collaboration and what is not.

Ecological Dimension

The dilemmas posed vis-a-vis ecological or environmental sus-
tainability related issues had to do mainly with artistic mobility. While
international travel for collaboration is considered a condition for ef-
fective collaborations, travel costs, time and CO2 footprint have raised
various dilemmas among cultural operators. See for example the work
undertaken by On-the-move for developing a Charter for Sustainable
and Responsible Cultural mobility and efforts of other European cul-
tural networks®, or its guide to environmentally sustainable mobility
for performing arts published in cooperation with Julie’s Bicycle (On-
the-move 2011), but also van den Berg, 2015. Many organizations, es-
pecially following the Covid-19 pandemic, have reduced their traveling
for financial and ecological consciousness reasons, however, they are
not necessarily taking into consideration who are the ones that would
mostly benefit from face-to-face encounters. Lazaro Gabino Rodriguez
(2021), one of the driving forces behind the Mexican artists’ collective
Lagartijas tiradas al Sol, questioning of Jérome Bel’s call to reconfigure
the world of the performing arts in view of the climate crisis explains
well that such an approach is not putting the issue into context as it is
coming from a privileged perspective. The dilemma posed is about how
ecological fairness in collaborations can exist when the ecological crisis
unfairly impacts those who have contributed least to its cause and how
people from underprivileged contexts without correcting mechanism
options can be accountable to adopt greener practices.

Technological Dimension

The dilemmas posed in relation to fairness in cultural relations
and their technological dimension became more visible during times
of Covid-19, when collaborations quickly moved online. Digital Cul-
tural Relations has even evolved into a new research agenda (British
Council, 2022) This dilemma of face-to-face versus virtual collaboration
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is understandably also related to the ecological dilemma. However, fol-
lowing Covid-19 and due to funding restrictions, online collaborations
have become the new normal. Issues at stake are well described in the
report on International Cultural Relations of Voices of Culture (Ouchati,
2022: 19) where we read that:

the digital acceleration that occurred during Covid, exacerbated existing
inequalities, such as the global digital divide, both for the general public
and cultural actors. It could not replace models like touring for perform-
ing artists; redirected money that would normally go to artists to digi-
tal platforms or production companies; and while some well-equipped
organizations could adapt, others could not. Digital opportunities (and
risks) need to be explored in more detail for what works in different art
forms and in terms of research into digital security; funding; digital
privacy and safety, digital carbon footprint, etc.

While on the one hand more online exchanges can open up oppor-
tunities for diverse interactions - for those who have access to technol-
ogy -, on the other hand the decrease of face-to-face interaction might
lead to a loss of deeper understanding of the cultural contexts people
belong to, given that the interactions are less multi-dimensional and
typically results in only the elites in that society being able to partici-
pate. Also access to technology cannot be taken for granted, therefore
the digital divide poses some dilemmas on organizational aspects of
cultural relations. Adding to this, in some countries access to the in-
ternet or to specific platforms might also be forbidden which results in
further imbalances in regards to access to or even a complete exclusion
from information.

Geopolitical Dimension

The dilemmas raised in relation to the larger geo-political con-
texts focused a lot on issues of access and visa rights or moral questions
around de-colonization. Decolonizing international cultural relations
was a key value guiding our work but was also underlined by the people
we interacted with. Of course, the work of decolonizing ICR is not a one-
off event but an activist concept requiring the will and the commitment
to seek out alternatives as well as vigilance within the entire process
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including funders, core partners and all the beneficiaries and partici-
pants of the collaborations. The work of decolonizing is also not simply
an organizational concern but a deeply personal or individual one. It
asks that we acknowledge the historical, geographical and social situat-
edness of knowledge and the imbalances in how knowledge is produced
and consumed and speak about restorative justice through cultural,
psychological and economic freedom (Bonet and Schargorodsky, 2019).
A conscious reflection on the dilemmas, therefore, becomes a pre-
requisite for thinking, seeing, sensing, and doing things differently in
cultural relations, which is exactly what we did while designing vari-
ous parts of the final outcome of our work. It was also the recognition
of both the generic and also very specific nature of the dilemmas of
universal and unique contexts, that inspired the completely non-linear
way that various parts of the ‘Not a toolkit’ was designed. This allows for
someone to recognize the phase, state the nature of dilemmas they are
confronted with at any given point in time and have the ability to have
multiple pathways to navigate the various components of the toolkit.
Asking pertinent questions about the context of those dilemmas is a
starting point for better understanding and developing actions towards
solving them. All the components begin and end with questions and
throughout those components, questions become a navigational tool.

Conclusion

Fairness in cultural relations is about acknowledging inequality
and injustice not only in relation to the past and our histories, but also
in relation to current ways of knowing and doing. It means that in our
practice of cultural relations, we include the need for humility, recogni-
tion and public acknowledgement of one’s positionality and deep respect
for each other — having more ‘ubuntu’ in all that we do. This is also what
we tried to do through the Not a toolkit- Fair collaboration in cultural
relations- a reflAction, as well as to raise the relevant questions when
considering fairness in our cultural relations practices.

Dilemmas will always exist. As change management guru Fons
Trompenaars states, ‘Dilemmas are human. The way we solve the dilemma
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is cultural’. In a way, how we approach those dilemmas, tells a lot about
cultural differences and the values that are underpinning the actions
of an individual or an organization. Reconciling them needs to happen
within a larger framework of systems thinking. Engaging in interna-
tional cultural relations is a process of profound exchange, where val-
ues influence our actions in an explicit or implicit way. These values
manifest themselves especially during moments when difficult issues
emerge. Thus, considering fairness to specific conditions and circum-
stances requires us to carefully address underlying questions about
values. The fundamental dilemmas that emerge when the notion of fair-
ness is considered have no easy solutions, but they can be addressed by
revisiting our own positionality and demonstrating empathy and trust.
Stepping into difficult conversations, as well as opening explorations and
exciting collaborations give us the experience of what it means to solve
problems together. The key in international cultural relations is not to
change others, but to be willing to be changed.

Notes

The other two authors were Cristina Farinha and Anna Steinkamp.

More info: https://reshape.network/

More info: https://www.tillt.se/en-GB/about/what-is-tillt--40909506

More info: https://europeanspacesofculture.eu/

More info: https://on-the-move.org/resources/library/charter-sustainable-and-
responsible-cultural-mobility
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QUESTIONS AND CONCEPTS TOWARD A
BLURRED FUTURE:
A NEW ROLE FOR CULTURE?

SERHAN ADA

The contemporary human being is desperately climbing a slope that is
crumbling. We are rushing forward only to stay in the same place, in a
present that is constantly fleeing. For if we stop running even for one
second, -running after work, after our emails, our appointments, our
obligations, our money, after time that flies— we fall. Into unemployment,
poverty, oblivion, and desocialization.

(Hartmut Rosa, interview with Frédéric Joignot,
le Monde magazine, 28 August 2010)

It was only about a decade ago that the German philosopher and
sociologist Hartmut Rosa, author of the book Alienation and Accelera-
tion- Towards a Critical Theory of Late-Modern Temporality? said this
in an interview.“Unemployment, poverty, oblivion, and desocializa-
tion”; these are what await humans of the Late Modern Age (which we
also call the Anthropocene) who are trying to run after time —in vain.
Rosa’s pessimistic predictions suddenly all came true with the Covid-19
pandemic and the lockdowns that ensued, leaving us all astounded at
how it was possible. What had been talked about for some time but was
not expected had happened; and all at once too. What was especially
surprising was that the rapid pace came to a quick and sudden stop.
We were faced with this sudden stop at an utterly unexpected moment,
because the acceleration had continued even though we knew more
or less that it was not sustainable. The global economy, stock markets,
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social interaction all stopped. Humans living on the face of the earth
started questioning the future in an unprecedented state of confusion,
drawing on news and information from different sources. Yet there was
one thing that was certain; and that was absolute uncertainty. Although
post-pandemic prophecies came thick and fast, nobody knew how we
were to get out of this situation, including scientists. Despite all the talk,
the reopenings, the recovery predictions, etc. the only thing that was
certain was uncertainty. How long was this period of being locked down
at home, yet still connected, going to last? What kind of a new life, a new
world, were we going to emerge into?

Actually, at the beginning, our hopes went up with some of the
news that came during the first lockdown. Air pollution was decreasing,
the seas looked bluer, and the threatening clouds over Delhi that made
it difficult to breathe had dissipated. Perhaps, once the virus was gone
(would it ever be gone?), we would live in a “cleaner” world after having
learnt our lesson from what it had taught us. Nowadays, after more than
ayear and half has passed since the pandemic was officially recognized
and declared as such, we are transitioning from lockdown to a kind of
reopening without knowing how protective the vaccine will be against
the new variants —a vaccine that has been unfairly distributed among
the people living on earth. And the uncertainty and questions persist.
While more than 4 million people have died —and primarily health-
care workers and the most vulnerable social groups, and of course the
elderly-there is an alarming increase in mental health issues such as
anxiety, sleep disorders, and depression as a result of quarantine, so-
cial distancing and isolation. Not to mention news of an unprecedented
heat wave nearing 50°C in the Pacific Northwest, while oceans where
pipelines are laid on the seabed have caught fire. And Turkey surren-
dered to the mucilage that threatened the life of all living beings in and
around the Sea of Marmara, which lies between the Black Sea and the
Mediterranean. Inevitably, the question arises: will we just return to
a life that is even worse than before without having learned anything
from the pandemic?

While on the individual level we lived in isolation, we were actually
at an intersection where we needed to reflect on developing practices
of solidarity, or, more precisely, conviviality. In an environment where
masks and distancing were imposed as prerequisites for survival for
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each one of us, we all started perceiving one another —people like our-
selves— as a threat, an “other”, especially if they came closer to us than
the designated “safe” distance, and even more so if they were not wear-
ing a mask. Meanwhile, the international media had turned its attention
to the speed at which the pandemic was spreading, hospital occupancy
rates, and the death toll which was mounting at a frightening pace. No
one was quite in the mood to concern themselves with the root of the
problem, i.e., how health care had been moved from being a social re-
sponsibility of the government and entirely handed over to the private
sector; a problem which within the last few decades has become a global
trend. In the meantime, what was happening in the world’s war and
conflict zones was eclipsed by news about the pandemic. And there was
not much mention about how the virus was spreading among those liv-
ing in refugee camps. There is an image from that time that must have
remained in our minds... Alarming news was coming from Lombardy in
Italy, which was the epicenter of Covid-19 in Europe in March 2020. The
memorable image was one of symbolic aid that came as Italy, the first
country among members of the European Union to be hit by the waves
of immigrants, was desperately calling for help and being met with a
wall of negative responses, especially from Germany and the Nether-
lands (in a way that brings to mind the harsh, unpartnerlike response
that Greece received in 2008). Doctors and nurses sent from Albania,
the impoverished neighbor that was once even occupied by Italy, were
sent on their way with a message from the prime minister Edi Rama
saying “today we are all Italian”. This diplomatic collaboration, which
we witnessed in the field of healthcare, continued in the domain of cul-
ture, especially through initiatives by civil society such as the collective
production of masks and supporting the elderly under lockdown. We
were experiencing the concept of aid for development at a cross section
where it had been taken out of the unidirectional North-South, East-
West, or developed-developing paradigm, and a new conjuncture that
operated bidirectionally was being imposed. We began to realize through
experience that the concept we call equity should be built on solidarity
and conviviality —but a conviviality not just among humans but all liv-
ing beings. Perhaps we would come out of the pandemic having learned
a few things. Perhaps the abrupt stopping and slowing down that had
emerged with the pandemic would be the beginning of things changing.
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Yet there were signs. Only 50 years ago, in 1971, the Club of Rome’s
“Limits to Growth” report, clearly stated that if population, production,
industrialization, pollution, and consumption continued to accelerate at
this pace, the earth’s resources could no longer renew themselves. But it
soon became obvious that this warning would be of no use. “... who is so-
ciety? there is no such thing. There are individual men and women, and
there are families. And no government can do anything except through
people, and people must look to themselves first...” said Mrs. Thatcher,
who is one of the founders of neoliberalism and gave her name to a form
of government. Seeing that we had become individuals, then we had to
fend for ourselves. Was it not taught to us all from the earliest days of
Modernism that production, consumption, technology, and acceleration
were all one and a whole and that they all meant irreversible progress?
And yet, despite the signs of warning, the rulers of the world favored
the economy over health and the environment. What mattered was that
the wheels of production and retail kept turning at all costs. They even
aimed, if possible, to turn the crisis into an opportunity. After all, don't
we say economic recession rather than slowdown? Then let’s continue
to accelerate at this pace despite the pandemic... But at what cost?

Let us take a look at what has happened in the realm of cities. In the
last 30-40 years, we have witnessed the rise of and dizzying race —an-
other competition for acceleration— between metropolises, cosmopolitan
cities, and megalopolises. Big cities have snatched away the lion’s share
of the population, the economy, social mobility and the production and
consumption of culture, while leaving the majority of populations of
entire territories in poverty, inequality, deprivation, as well as desola-
tion. These big cities, or —to put it in terms frequently used by those of
us working in the field of culture- the cities (or “capitals”) of culture,
have exploited, sucked up, and depleted the resources produced by all
the people living in those countries. Everywhere in the world, practices
applied by initiatives on cultural production and sustainable develop-
ment have been extensively scrutinized. Nevertheless, it was big cities,
in parallel with the accelerated lives within them, that received the
heaviest blow during the Covid- 19 pandemic. Now, the time has come
to put to a long rest, constructs such as the “creative city” or “creative
class”, whose authors themselves have recently begun to revise’. It is
now time to focus on what kinds of action can be taken by cities of
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smaller scale, which are not autarkic in the narrow sense, yet are vi-
able and closely interact with healthy citizens who enjoy life. (In this
regard, it is important to note that the long-term projects and collabora-
tions with a wide variety of cities developed as part of the Agenda 21 for
Culture constitute a major exception. Their websites not only provide
information on emergency support offered to artists and those working
in the field of culture, but also include many good ex cases that have
developed from the bottom up). “We, the people, are the city. Through
our beliefs, values and creative activities —our culture— we shape the
city of stones and dreams.” These are the two opening sentences of the
2020 Rome Charter signed by the many cities that are actively involved
in the work of the UCLG Culture Committee. A year later, the Culture
Summit convened in Izmir, where the concept of “circular culture” was
put forward. In its Declaration, it said: “We invite all cities and local gov-
ernments to place culture at the centre of local development, including
the local achievement of the SDGs, the strategies on resilience and the
plans on equity and the climate emergency...”” These two statements
cannot be repeated often enough in terms of reminding us once again
that demonstrating the willpower of a “we” to sustain life in cities would
not be in vain, and that intangible values and the imagination are not
futile things.

So, what did we do, as those being ruled, as the individuals who
“must look to themselves”, in other words, as autonomous subjects? If
there was no such thing as society, then we would try and hold on to
communities. Our micro identities took on importance beyond any-
thing else. But none of this has yielded any tangible results; not even
the mass protests we occasionally see in various parts of the world, the
resistances we demonstrated to defend spaces that should belong to
everyone, to defend that which is public, i.e., the places that are ours.
And this is where we are at now. Where can we go from here?

Until now, culture and nature have always been seen as opposite
things. In fact, people have even resorted to approximations such as
‘everything outside nature’ when defining culture. So, we have carried
out research, produced documents, and issued various publications in
order to establish solid foundations for ensuring that culture is accepted
as an essential component of sustainable development and included
among the 2030 Sustainable Development Goals. All of us involved, and
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especially the UCLG, have devoted efforts toward this end on a wide
variety of platforms. There are a great number of studies that can be
cited as evidence to demonstrate the social and economic impact and
spillover effects of cultural products and services. We cannot deny any
of this. We must continue to work in this direction. In the meantime,
people are struggling to make ends meet. We know that in Turkey alone,
over a hundred musicians reached the edge of despair and committed
suicide. The concept of “precariat” was deemed appropriate to describe
the situation of those working in the field of arts and culture and the
efforts spent in this field, and most analyses were based on this. But
from now on, we will need to concentrate on expounding the concept
of “survival” and figuring out how and under what conditions it can
actually be possible. When it comes to cultural activities, there are
two more criteria that need to be taken into account along with, and
perhaps even more than, social and economic impact: and those are
ecology and public health. Therefore, when it comes to sustainability, it
is now time to rethink acceleration together with and based on nature’s
own particular pace (a nature that includes not only underground and
aboveground resources, but also bacteria and viruses), and also consider
the cycles of life on earth and its ability to regenerate itself. We must
continue to emphasize each and every day that culture, and primarily
art, whether they are included in international documents or not, are
to have a say in the sustainability of beauty and of life itself. As I stated
in an article last year®, none of us foresaw that the Anthropocene would
end so quickly. Yet, here we are, witnessing the sinking of an era: the
dusk of the Anthropocene.

Uncertainty, anxiety, restlessness: These are the characteristics of
the people of the Anthropocene. But since this era has come to its end,
then it means that it is time to replace these characteristics with new
ones. “Nothing is beautiful; man alone is beautiful: all aesthetic rests
on this piece of ingenuousness, it is the first axiom of this science. And
now let us straightway add the second to it: nothing is ugly save the
degenerate man...” This is what Nietzsche wrote when he put forward
the Will to power as a new concept in Twilight of the idols (in the chap-
ter ‘Skirmishes in a war with the age’ -section 20)°. When power went
beyond all acceleration, everything that humans created and all that
surrounds them became unsustainable. Now, we are all experiencing
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the outcome together. To pull through this, we need new concepts; we
need a brand new language that does not rely on our old conventions.
And this will be possible through new concepts i.e., the children of the
creative imagination which gives birth to language. But how?

It has been three years since the pandemic struck. Its impact has
yet to be fully assessed. Not only are we unable to accurately measure
economic costs and human loss, we also do not know what sort of place
the world is turning into. The virus, which, with its new variants, is once
again hitting hard and spreading in waves from where it first emerged,
the inadequacy of the healthcare system to keep up with the pace of
the virus, not to mention the unfair war over vaccines that we have
witnessed, have all led us to avoid talking about what kind of future
awaits the earth and all living beings. Even the shock of all the fictional
dystopias conceived to date is rapidly fading. The number of oppres-
sive regimes is increasing by the day; the war in the north of Europe,
where there had been no conflict for almost eighty years, is constantly
escalated by all sides and has reached a level that threatens the conti-
nent and the entire world; and the number of immigrants is rising at a
geometric rate. “Fundamental” concepts that had gained international
currency following the major devastation caused by the Second World
War, such as peace, international security, and “the dignity and worth of
the human person, (...) the equal rights of men and women and of nations
large and small”, are now considered outdated and seen as recurrent
stereotypes... “You have stolen my dreams and my childhood with your
empty words”® We have no answer that might contain fulfilling words
to this sentence spoken by the young climate activist Greta Thunberg
at the Climate Action Summit held at the United Nations in late 2019
just before the pandemic broke out. And we will have no answer unless
we radically rethink our values and call into question the world system
which we almost instinctively believe will persist. But where and how
to begin?

First, we must start off with new concepts and questions. That is
what I tried to do in this text. Although they have no definitions nor
answers for now, I have no doubt that it is the right questions that will
pave the way for new concepts. For this, I propose replacing Nietzsche’s
Will to power with a different “Will” which will develop brand new con-
cepts that favor beauty and life rather than the borrowed or customary
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language that we are in the habit of using; I propose replacing it with
the “Will to thought”.

10
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CONSTRUCTION OF EU NARRATIVE IN
EXTERNAL CULTURAL RELATIONS

LjijaNA Simi¢

Introduction

Construction of the European Union (EU) narrative, its develop-
ment and its application are problematised and partially linked to cul-
tural diplomacy capital. Narratives give meaning to the experience
by mediating between an inner world of thoughts, an outer world of
observable actions, and the current state of affairs. Creating EU nar-
ratives is a process that also depends on its external cultural relations
as one of the primary purposes of cultural diplomacy, representing the
EU’s core strategy. The external cultural relations aim to encourage
cultural cooperation based on values such as freedom of expression,
human rights, the rule of law and peace between the EU member states
and its partner countries.

The EU cultural diplomacy agenda is made of narratives from po-
litical — culture in external relations to institutional-inclusive cultural
relations as a set of priorities for European foreign cultural policy - its
instruments and programs. To balance the soft power projection di-
mension in EU cultural diplomacy policy and practice, Roga¢-Mijatovic
(2021:17) proposes that:

it would be necessary to persist in advocating for a cultural perspective
that would focus on collaborative approaches generated by cultural diplo-
macy projects. It would essentially incentivise a "new spirit of dialogue”
between member states and third countries on the European path.
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Since 2016 the EU’s MS has been responsible for their cultural di-
plomacy. Moreover, as a transnational entity, the EU now accompanies
external cultural relations. Furthermore, a significant contribution of
the actions is the narrative of the EU’s image abroad while promoting
the EU motto — United in diversity. In short, cultural diplomacy is a
battle of narratives, and those powers with more seductive narratives
in international communication are more influential.

Two theorists have advanced effective ways of articulating the
political dimensions of aesthetics. The first theorist Ankersmit (1996),
distinguishes between mimetic and aesthetic approaches. He empha-
sises to the social sciences that there is always a gap between a repre-
sentation and what it represents. However, on the other hand, aesthetic
approaches recognise the difference between represented and represen-
tation as the exact location of politics. It consciously or subconsciously
repeats former actions and expressions. Visual political communication
is central to politics and plays a vital role in the phenomenon of political
rhetoric.

The second theorist, Ranciere (2004), expands on the significance
of these links between aesthetics and politics. He explores how we ne-
gotiate the sensible world and what is arbitrarily but self-evidently ac-
cepted as thinkable, reasonable, and doable. The content and contours
of politics are inevitably linked to how we, as political and cultural
collectives, in this case, the EU — speak and visualise feelings about
ourselves and others. Ranciere stresses the aesthetic engagements with
the political.

A survey of images and visuality’s role in international relations
can be found in Bleiker (2018). One of his early texts argues an aesthetic
turn in studying international relations. Surveys show that images and
visual artefacts are crucial in global politics.

The EU's external cultural relations influence its selfimage and,
thus, the EU's behaviour as a global actor. A common European iden-
tity is both possible and desirable and an inevitable part of the modern
European cultural diplomacy practice. They also serve as sources of
knowledge about European identity. It is a way of being and acting as
the basis of its historical and geographical identity construction.
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Narratives: constructs of reality

In the case of the nation-state, narratives express a historically con-
structed social and political reality. On the other hand, EU narratives
had to be created and distributed throughout the public sphere, before
and after EU creation, to legitimise the new European project to replace
market-based, economic narratives and justifications of unity. The Euro-
pean narrative is interesting as it has been constructed first to facilitate
the process that would stimulate nation-states to give up full sover-
eignty and then to create conditions for the EU’s self-representation in
its external relations. As a result, the narratives have focussed on the
positive roles of the EU. In this text, we will focus on the second aspect
of EU narratives, those created to represent the EU in external rela-
tions, although many are also used to strengthen the EU’s inner image
in member states.

The following discussion explores the construction of narratives,
focusing on their intercultural dimension and the links between official
discourses and political practice. Breznik (2008) described that the con-
struction of the nations is happening “with important assistance from
cultural elites, cultural ideological apparatuses and cultural ideologies”
and with “culture that is constantly producing institutions, ideological
institutions which culture may offer to nation-state building projects
helping the homogenisation of the nation”. Schmidt (2008) brought two
discourses within a political community. First, coordinative discourse
describes practices that occur within political institutions and get sup-
port from the actors who possess political knowledge and power. On the
other hand, the public is addressed through communicative discourse,
which seeks to convince individuals regarding the necessity of different
policy approaches.

These types of communication play their part in constructing the
EU’s narratives in external relations, although coordinative ones are
considered to have a more central role. A review of the EU narrative
debates indicates that, first of all, crises and fears have dominated the
EU discussions. As often stated, governments should have a narrative
of the EU that better resonates with the citizens’ concerns. Peace and
financial protection have figured intensely in the French perspectives
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(L'Europe qui protége). However, this also indicates that it is not pro-in-
ternationalisation or liberalisation. However, avoiding discussions about
the EU’s future also carries dangers that might result in a polarisation
of the national narratives. Consequently, their construction has been
much more top-down and characterised by a snowballing effect where
shared narratives created in the past are continuously accrued with
new institutionalised discourses.

Mapping EU narratives

Moreover, political outcomes in external relations are subject to
many more external constraints. Therefore, it is legitimate to map out
how different EU narratives impact external relations and affect its
policy outcomes.

Identifying the linkages between discourses within the five nar-
ratives facilitates potential influence on policy outcomes in EU exter-
nal relations. Based on different studies, research and documents, five
overarching narratives are identified: EU as a peacekeeper; EU as a
Democratiser; EU good neighbourliness; EU as a security provider; EU
as a well-being entity.

All of them are used in coordinative and communicative discours-
es, as the later analysis will present. The rationale is based on the vast
discrepancy between the ambitious goals set out in narratives and the
policy practice of the EU in its external cultural relations. Long-term
cultural policy and discursive redefinition provide a dynamic context in
which goals are renegotiated when political reality deviates from them.
A clear pattern of downgrading ambitions when policy outcomes do not
match them can be observed in the EU’s external relations.

The EU as a promoter of peace
Diez (2005) has argued that constructing “the narrative of Eu-

rope as a promoter of global peace is part of the more significant self-
image of the EU as a normative power.” The EU uses various tools and

74



CONSTRUCTION OF EU NARRATIVEIN EXTERNAL CULTURAL RELATIONS

instruments to achieve this, including diplomacy, mediation, economic
sanctions, and peacekeeping missions. The EU highly values human
rights and democracy. Accordingly, it has developed comprehensive poli-
cies and instruments to promote these values within its member states
and globally. It includes supporting democratic transitions in countries
outside the EU, promoting respect for human rights, and protecting
minorities and vulnerable groups. The EU is a significant player in
global affairs and works closely with other international organisations
to promote peace and stability.

The democratisation narrative

Democracy is seen through communication and multilevel gover-
nance. According to the White Paper on a European Communication
policy (European Commission: 2006: 6),

democracy cannot be achieved without building a communicative link
with citizens. It involves promoting three broad principles: inclusiveness
— political language should be accessible to the entire society; communi-
cation practices should be diverse and address and consider equally all
the views expressed in public debate; citizens should have the opportu-
nity to express their pictures to participate in political trials.

The EU provides significant financial and technical assistance to
countries undergoing democratic transitions or seeking to consolidate
their democracies. The EU provides funding and support to civil society
organisations in countries worldwide. These organisations are critical in
promoting democratic values and holding governments accountable. The
EU’s democratisation narrative is based on the belief that democracy,
the rule of law, and human rights are essential for promoting stability,
prosperity, and peace. While there is still much work to be done to pro-
mote these values both within the EU and globally, the EU’s commit-
ment to promoting democracy is a critical element of its foreign policy.
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Good neighbourliness
According to Agh (2010),

the EU’s success is proving the EU’s ability to act in a normative and
civilian manner. The narrative that portrays the EU as a good neighbour
is based on the belief that the EU should build or is striving to build a
partnership with its neighbours, through which it could spread a series
of universal norms and values.

The EU’s Neighbourhood Policy aims to promote stability, prosper-
ity, and security in the EU’s neighbourhood by offering incentives for
democratic and economic reforms, supporting civil society, and provid-
ing financial and technical assistance. The EU supports cross-border
cooperation projects that promote good neighbourliness by bringing
together communities on both sides of borders. These projects often
focus on improving infrastructure, promoting economic development,
and enhancing cultural exchanges. The EU works with its neighbours
to address issues such as air and water pollution, biodiversity, and cli-
mate change. The official narrative acknowledges the mutual benefits
of enhanced cooperation with the EU’s neighbours. However, being a
neighbour to the EU does not mean being a member of the EU. EU’s
norms, whether democratic, liberal, or economic, gain over the other’s
culture and values.

The Security narrative

Regarding the EU’s ability to provide security, the main idea is
that political development depends on security assurance. The EU se-
curity narrative is complex and multifaceted. However, at its core, the
EU security narrative is focused on protecting the EU and its citizens
from various threats, including terrorism, cyber-attacks, organised
crime, and instability in neighbouring regions. In recent years, the EU
security narrative has also focused on addressing new and emerging
threats, such as cyber-attacks and disinformation campaigns. Cultural
relations can contribute to addressing security fragility by facilitating an
interpretation of the cultural dimensions of conflicts, responding to the

76



CONSTRUCTION OF EU NARRATIVEIN EXTERNAL CULTURAL RELATIONS

impact of conflicts on cultural heritage (e.g., through restoration, map-
ping, management, capacity-building), and strengthening prevention
and restitution measures towards the illicit trafficking in cultural goods.

EU and the well-being of people around the world

Promoting the well-being of its citizens is a narrative for the EU and
has gained prominence in the social policy agenda in the last decade.
However, in terms of practical outcomes, the most challenging narrative
is on climate change which can include new indicators for economic
performance and social progress that can provide a comprehensive
picture of people’s well-being.

The EU is one of the world’s largest development assistance donors,
providing funding and technical support to partner countries in health,
education, agriculture, and governance. The EU has set ambitious tar-
gets for reducing greenhouse gas emissions, increasing renewable en-
ergy use, and promoting energy efficiency. Consequently, the construc-
tion of narratives has been much more top-down and characterised
by a snowballing effect where shared narratives created in the past
are continuously accrued with new institutionalised discourses. From
the communicative discourse approach, political outcomes in external
relations are subject to many more external constraints. Therefore, it
is legitimate to map out how different EU narratives impact external
relations and affect its policy outcomes. Furthermore, identifying the
linkages between discourses within the five narratives facilitates the
influence on policy outcomes in EU external relations, therefore, the
results of external cultural relations.

Given the (re)emerging national (and regional or local) narratives
on the one hand and the compelling case for (re)establishing a vision to
maintain global influence on the other, strengthening the EU’s symbolic
and intercultural dimension could help reinforce cultural diplomacy.
From coordinative discourse, the EU’s basic narrative originates in the
earliest days of European integration, and it portrays the EU primarily
as a model for structural peace among states. This model is successful
because it is based on interdependence and integration rather than
on principles of territorial sovereignty and balance of power politics.
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Instead of territorial sovereignty, the EU is based on the universal val-
ues of democracy, human rights, multilateralism and international
solidarity. Such identity as a model for peace is still the primary message
of the EU’s external communications.

The narrative of the EU’s motto

The motto “United in diversity” (UinD) (Latin: In varietate concor-
dia) is meant to represent EU beliefs, values and ideals formally. Mottos
are often formulated in Latin and combined with a symbolic image. It
is a slogan of the EU’s active will and future-oriented intentions. It is a
verbal key symbol. It is short and memorable to express the goals of the
collective EU. It also represents how the EU understand itself but also
its image. It is also a narrative to unite, for example. Furthermore, the
EU motto appears on all official websites and official rhetorics. Finally,
a motto is a tool for branding.

Analysing this change from “Unity” into “United” could bring a new
understanding of the facts that might not have a positive effect taking
the historical aspects. The same goes for “difference” to “diversity”, in-
dicating more multicultural aspects of the EU. So, concluding further,
diversity is making the political choice of the EU. The word ‘In’ seems
to combine aspects of a ‘through’ and ‘by’, making diversity sustainable
with a feature of future action in accomplishing it. The motto is present-
ed as the European motto more than the EU motto. EU is a geographic,
political and economic entity, but the EU motto emphasises one more
aspect: the cultural one of being and acting together on a European level.

Delanty and Rumford (2005: 7) distinguish four ways to conceive
the relationship between unity and diversity:

(1) diversity as a derivative of unity (as in ideas of the historical heri-
tage of Greek-Roman and Christian culture); (2) unity as a derivative
of diversity (in the cultural policy project of overcoming differences
through intercultural understanding and cosmopolitanism); (3) unity
as diversity (where diversity itself is not to be overcome but rather to be
acknowledged in a postmodernist fashion); and (4) a self-limiting unity (a
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post-national position where a minimal kind of unity is formed out of
an active engagement with diversity).

The authors are sceptical that it denies the possibility of a European
identity since this will always be in danger of undermining national di-
versity. The authors see political, class, gender and lifestyle differences
within nations as more significant than between countries. They argue
for “creating new spaces for communication that do not fix identities but
open up for an unfinished project of social justice, cosmopolitan identity
(hybrid identity) and dialogue.”

Another critical point in analysing the intercultural aspect of
“UinD” is that some nations include a measure of transnational orien-
tation. For example, in Atatiirk’s time, Turkey used a more externally
oriented axis: ‘Peace at home, peace in the world’ (‘Yurtta such, cihanda
sulh’). The European motto is turned more internally acknowledging
plurality within itself with no relation to the rest of the world.

The EU motto indicates that diversity is the leading resource for
unifying European nations and is diversity-friendly with linguistic
and cultural differences. Whereas the US motto aims at [a] unity cre-
ated from a diversity of states, the EU put any further unity under the
condition of a maintained diversity amongst the states.

Since 1958, the ‘EU Presidency rotates among MS every six months.
Every time MS comes with a particular motto and logo that aim to re-
flect the important current task. That task is to add the current yearly
narrative. 2006, Austria used ‘Partnership for a social future’, and in
2007, Germany used three different slogans: ‘Europe - succeeding to-
gether’, ‘Living Europe safely’ and ‘Europe — a partner for sustainable global
development’. Portugal in 2007 had ‘A stronger Union for a better world’
or the Czech presidency in 2009 opened up again with ‘A Europe without
barriers’, and Sweden in 2009 connected to by its ‘Openness, effectiveness
and dialogue’. EU is a supra-ideological construct in permanent change,
and all slogans reflect the current political moment.
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EU cultural relations as decolonising narrative

The EU’s external cultural relations are part of power relation-
ships only if done through intercultural strategies in all international
cooperation and involving local actors in equal dialogue. In this regard,
the role of the EU Delegation (EU Del) is essential. When involving local
partners and adapting the general policy frameworks to their contexts,
EU Del decolonises praxis from the institutional and organisational
points of view. EU Del, with multidisciplinary agenda mixing histori-
cal, sociological, cultural and political approaches, should discuss and
manage European colonial memories.

However, the postcolonial agenda needs a solid intercultural dimen-
sion (Zamorano 2016: 166-186). External EU cultural relations would
help improve those from a macro perspective with strategies and policy
narratives and as a new push to the EU narrative. If so, the new EU
narrative should become more inclusive and closer to the United in
Diversity motto.

External cultural relations should have bottom-up initiatives, co-
creation and capacity building. It is on that way, creating and establish-
ing the way toward more horizontal relations with partners. “Multilat-
eralism’s return to realist politics has switched the discourse toward
terms such as “the language of power” or a “geopolitical Commission™.
The culture and arts are the tools for challenging EU representations
and their meanings. If art and cultural projects are pieces that brought
the “colonial gaze” to the European collective imagination, they are also
a critical space for decolonial discussion. It is essential for the EU exter-
nal relations to re-write colonial memories, challenging stereotypical
MS representations and re-thinking its symbols. It represents a social
innovation and change tool for external EU services. If the EU is willing
to engage differently in decolonising culture, it can be done with more
intercultural co-creation. European external action services (EEAS) also
need to practice what they preach in cultural terms and, therefore, pres-
ent their solutions to future cultural challenges in a self-critical manner.

Europeans today are critically aware of the legacies of their his-
tories in both their positive and negative aspects, including the co-
lonial past. Mutual understanding will only be improved through a
deep knowledge of one’s and others’ cultures. Europeans need to take
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the time to respectfully listen to others as much as they communicate
freely with them.

The Narrative of European intercultural citizenship

The link between multicultural societies and citizenship is linked
to identity politics. Identity is a result of social and cultural interaction,
which has always been contextual. The nature of identity is dialectical
as far as taking into account identification and differentiation. It means
that individuals can see their differences only through others. Identity
is a changeable category because sociological, biological and historical
facts are dynamic. In the book ‘Soi-méme comme un autre’ Ricoeur (1990)
analyses personal and narrative of identities — sameness on one side
and selfhood on the other. He claims that we need two at the same time
to understand ourselves.

The main narratives of the EU, although not formatted as stories,
are “the story of a successful common market”, “the cultural story of a
shared past”, and “the story of a new social bond of diversity” (Sassatelli,
2008). Based on his opinion, the idea of European cultural space “was
never enough to define the socio-cultural reality”. Such a collective
identity still searches for boundaries between geography as a space and
project as a vision.

The narrative through cultural and art management

At the beginning of the 1990s, the EU administration began to
differentiate Europe by Macro regions — Central Europe, Baltic states,
Southeast Europe (later on broken down to East and West Balkans),
and Eastern Europe (Dragicevi¢ Sesi¢ & Dragojevic, 2005:7). Since their
borders are based on the national borders of the countries that form,
from the perspective of cultural policy, the notion of cross-border re-
gions seems more open for intercultural dialogue, a way towards the
New Regionalism Brenner et al. (2003) Europe and the EU need a new
political vision and concept for political integration.

Bringing Cummings (2003:2) definition of cultural diplomacy as
“the exchange of ideas, information, art” is helping to broaden “the other
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aspects of culture among nations and their peoples to foster mutual un-
derstanding”. In principle, some elements of each of these definitions:
intervention in the arts, sciences and other cultural expressions, might
be the basis of an official categorisation of national identity.

Analysing different dimensions of external perceptions of ‘the EU’
and ‘Europe’, the notion of ‘Europe’ has often been used in EU treaties.
It is associated with a set of historical, cultural and geographical values.
In such official narratives, ‘Europe’ is presented as the objective of the
EU and its political legislation. Even so, these narratives are not defin-
ing ‘Europe’.

The narrative of the values

The role of values in the debate about the EU focuses on two re-
lated questions. The one is about the nature of European discourse —
normative or rational, as the values European institutions identify as
principles of transparency and dialogue. The other one is the absence
of a European public space which reflects a need for more political
community.

The first suggests a definition of European values through debate.
The second means offers institutionally predefined European val-
ues. The central values of the EU are referred to as global, which also
belong to non-Europeans. This approach also shows the limits of the
self-proclaimed cosmopolitanism of the EU through the resilient claim
for authorship of universal values. European values are described as
“shared” and “common”.

The document ‘Values in the EU Policies and discourse’ (2016:4) rec-
ommends “launching a discussion on what European values are and
integrating them consistently in future communication activities” 2.

Isar (2014) focuses on the agenda-setting complexity processes in
the evolution of the culture in external relations agenda by the need to
reshape the European narrative “in a pattern rather distinct from how
national governments elaborate cultural diplomacy”. It looks like a unique
occasion to promote EU cultural diplomacy values.

Borrell, the EU High Representative for Foreign Affairs, focuses on
specific changes in EU diplomacy. First, EU diplomacy, in his opinion,
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must evolve into full political representation and ‘real diplomacy’. How-
ever, with all current deficiencies, the EU is still the most desirable way
of organising human societies. It puts humans in the centre and sup-
ports progress not only for Europe but also for the future of humanity.

Conclusion

The challenge of an EU strategy for international cultural relations
in a multipolar world would be to achieve a more inclusive image. EU
can then tackle inequality, consolidate its economy, reshape its actions,
and imprint on the international scene. Given the (re)emerging national
(and regional or local) narratives on the one hand and the compelling
case for (re)establishing a vision to maintain global influence on the
other, strengthening the EU’s symbolic and intercultural cultural di-
mension could help reinforce cultural diplomacy.

The EU’s basic narrative originates in the earliest days of European
integration. It portrays the EU as primarily a model for structural peace
among states. This model is successful because it is based on interde-
pendence and integration rather than on principles of territorial sover-
eignty and balance of power politics. Instead of territorial sovereignty,
the EU is based on the universal values of democracy, human rights,
multilateralism and international solidarity. This identity as a model
for peace is still the primary message of the EU’s external communica-
tions. The problem is that the projection of the EU’s identity requires it
to present a more unified image abroad. However, at the same time, this
increased international visibility will reduce the normative foundation
for projecting EU values. The value-based discourse with EU narratives
means cultural diplomacy is targeted abroad with its local dimension,
as cultural diplomacy is a battle of narratives.

Notes

1 EU External Cultural Action: decolonising the Praxis? Culture Solutions. [online]
Available at: https://www.culturesolutions.eu/articles/eu-external-cultural-ac-
tion-decolonising-the-praxis/ [Accessed 7 Apr. 2023].
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2 Values in the EU policies and discourse. https://www.cairn.info/revue-les-cahiers-
du-cevipol-2016-3-page-5.htm, [Accessed 6 Apr. 2023].
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PERSPEKTIVE AUDIO-VIZUELNOG SERVISA
EVROPSKE KOMISIJE

ALEKSANDRA KRsSTIC

Uvod

Jedan od glavnih ciljeva Evropske unije (EU) u poslednjih dvade-
setak godina je bio da se poveca interesovanje medija i gradana o EU
temama i da se aktivnosti EU institucija pribliZe javnosti. Zato su EU
institucije posle 2000. temeljnije pocele da definisu i sprovode svoje
komunikacione aktivnosti usmerene i prema gradanima, i prema me-
dijima. Komunikacione aktivnosti Evropske unije i njenih institucija
deo su Sire institucionalne komunikacije EU koja se, pre svega, odnosi
na tri glavne oblasti: na pitanja dostupnosti dokumenata i informacija,
odnosno pitanja transparentnosti EU, zatim na profesionalne odnose
s javnos$cu i stratesko komuniciranje institucija, i na samu politicku
retoriku, odnosno komunikaciju na nivou politi¢ckog upravljanja EU i
pojedinacnim institucijama (Briggemann, 2005).

Za odnose sa medijima danas u svakoj EU instituciji postoje ode-
ljenja za komunikaciju sa medijima, na primer razli¢itiji direktorati,
mnogobrojne sluzbe portparola i posebna odeljenja koja imaju zadatak
da obavestavaju novinare o dogadajima u tim institucijama i pomazu im,
izmedu ostalog, u prikupljanju informacija i intervjuisanju sagovornika.
Jedan od pokusaja EU institucija da, s jedne strane, obezbede kvalitetnije
novinarsko izvestavanje i, s druge, povecaju sopstvenu transparentnost
jeste i osnivanje audio-vizuelnih servisa. To su posebna odeljenja pri
Evropskoj komisiji, Evropskom savetu, Savetu Evropske unije i Evrop-
skom parlamentu koja proizvode razli¢ite medijske sadrzaje. Audio, foto
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i video materijal, snimljen na vaznim dogadajima, distribuira se satelit-
skim prenosom ili preko onlajn platformi. Novinari mogu da preuzimaju
materijal i da ga preoblikuju u skladu sa uredivackom politikom kuce u
kojoj rade. Na taj nacin vise ne moraju fizicki da prisustvuju dogadajima
da bi o njima izvestavali, zato $to su glavne institucije EU postale krea-
tori medijskog sadrzaja koji se besplatno distribuira medijima i najsiroj
publici (Krsti¢, 2020).

Komunikacione strategije i aktivnosti EU se Cesto istrazuju, i to
sa aspekta odnosa portparola EU institucija i novinara, iskustava do-
pisnika iz Brisela i vidljivosti EU u medijima. Dosadasnja istrazivanja
(De Vreese 2001, 2002; Peter et al. 2003; Machil et al. 2005; Bijsmans
and Altides 2007 itd.) pokazuju da se o EU izvestava retko, povrsno,
bez dublje novinarske analize. Medu razlozima nezainteresovanosti
medija da prate EU teme su i komplikovane procedure EU institucija
koje novinari cesto ne razumeju (Bal¢ytiené and Vincitniené 2010),
kao i problemi u komunikaciji sa portparolima sa kojima se suocavaju
dopisnici u Briselu (Lloyd and Marconi 2014). Prema Laursenu (Laur-
sen 2012), pojedine studije koje se bave komunikacionim aktivnostima
institucija EU tretiraju institucije najcesce kao ,EU* ili ,EU institucije®,
iako je svaka ,odgovorna za organizaciju sopstvene komunikacije*.

S druge strane, audio-vizuelni servisi, kao jedan od klju¢nih ele-
menata komunikacionih aktivnosti EU institucija, izostaju iz paznje
istrazivaca. Jedno od retkih istrazivanja (Krsti¢ i Milojevi¢ 2013) koje
ispituje da li, i kako, novinari koriste materijal audio-vizuelnih servisa
sprovedeno je na osnovu ankete sa novinarima iz 41 lokalnog medija u
25 opstina i gradova u Srbiji. Ovo istraZivanje pokazuje da je tek 27% lo-
kalnih novinara ¢ulo za audio-vizuelne servise institucija EU. Sedmoro
anketiranih ,nije umelo da odgovori $ta su tac¢no ti servisi i ¢emu oni
sluze®, dok su ostali ispitanici u audio-vizuelne servise uvrstili i druge
evropske medije, na primer Dojce vele, ili nejasno upucivali na druge
veb-sajtove. Za razliku od srpskih novinara, izvestaci iz zapadnoevrop-
skih medija smatraju da je najvecéa prednost sadrzaja emitovanog preko
audio-vizuelnih servisa to $to, u poredenju sa alternativnim izvorima
dostupnim na internetu, garantuju kredibilitet informacija i izvora
(Eurobarometer, 2016).

Ovaj rad razmatra nacin na koji Evropska komisija (EK), kao ,po-
kretacka snaga“ i izvrsno telo EU (Borhart 2013) definiSe i sprovodi
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komunikacione aktivnosti usmerene prema medijima i novinarima koji
izvestavaju o EU temama, posebno o temama poput kulturne diploma-
tije. U radu se EK posmatra, pre svega, kao izvor informacija i kreator
medijskog sadrzaja. Rad nastoji da ispita kako Komisija, posredstvom
audio-vizuelnog servisa, kreira sopstvenu institucionalnu sliku i §iru
predstavu o EU, kao i da istrazi na koji nacin organizacioni i uredivacki
aspekti mogu da uti¢u na proizvedeni medijski sadrzaj u vezi sa temom
kulturne diplomatije.

Komunikacione aktivnosti Evropske komisije

Komunikacione aktivnosti Evropske komisije definisane su u $i-
rem regulatornom okviru. Strategija iz 2001, ,Ka e-Komisiji: strategija
2001-2005* (EU Commission 2001), ukazala je na potrebu za veéim
uceSc¢em zemalja ¢lanica u komunikacionim aktivnostima EU, a posebno
za modernizacijom unutrasnje administracije i pove¢anom komunikaci-
jom sa spoljnim partnerima (Constantin 2011). ,Bela knjiga o evropskoj
vladi* (EU Commission 2001), usvojena iste godine, uspostavila je nova
pravila za pristup gradana dokumentima Komisije i naglasila razvoj
interaktivnog odnosa javnosti sa institucijama preko veb-sajta www.
europa.eu. U toku 2005. Komisija je usvojila ,Akcioni plan za poboljSanje
komuniciranja Evrope®, koji je imao vaznu ulogu u kontekstu izbora za
Evropski parlament koji su se odrzali godinu dana ranije i na kojima
ucesce gradana nije bilo na zavidnom nivou (Constantin 2011: 39). Glav-
ni nedostaci u dotadasnjoj komunikacionoj politici odnosili su se, pre
svega, na neusaglaseno i nejedinstveno komuniciranje, politizovane
poruke neusaglasene sa potrebama gradana i neadekvatno sprovodenje
prethodno usvojenih strategija i dokumenata. U tom smislu, Komisija
je, bar u regulatornom smislu, pocela da se fokusira na gradane, kao
i na profesionalizaciju osoblja (Krsti¢ 2020). ,Bela knjiga o evropskoj
komunikacionoj politici* iz 2006. (EU Commission 2006) trebalo je da
unapredi komunikaciju svih nivoa vlasti u EU, a dokument ,E-Komisija
2006-2010" (EU Commission 2006a) da naglasi upotrebu informaciono-
komunikacionih tehnologija u komuniciranju EU tema i vrednosti. U
drugim dokumentima, kao $to su ,Komuniciranje Evrope u partnerstvu®
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(EU Commission 2007) i ,Komuniciranje o Evropi putem interneta -
uklju¢ivanje gradana“ (EU Commission 2007a) istice se potreba da se
gradanima omogu¢i da daju svoje misljenje o odredenim odlukama i
politikama.

MoZda najvaZnija strategija sa medijskog aspekta je ,Komunici-
ranje Evrope putem audio-vizuelnih medija (EU Commission, 2008)
iz 2008, koja prepoznaje potencijal nacionalnih elektronskih medija u
promovisanju evropskih vrednosti. Pored toga, kada je 2010. dopunjena
,Direktiva o audio-vizuelnim medijskim uslugama®, Evropska komisija
je na taj nacin obuhvatila i propise koji se odnose na ulogu nacionalnih
drzava u oblasti medijskih politika, a pre svega na uskladivanje propisa
kojim se obezbeduje kulturna raznolikost u oblasti medija (Krsti¢ 2020).
I posebnim programom ,Evropa za gradane, koji je trajao od 2014. do
2020, Evropska komisija je istakla, bar deklarativno, posveéenost u
negovanju kulture secanja, istorijske aspekte stvaranje Evrope za sve
gradane i, pre svega, participacije gradana u kulturnoj saradnji kao
obliku demokratskog angazmana. Pomenute strategije i dokumenta,
usvajani u relativno kratkom razmaku, pokazuju teznju Komisije da se
na regulatornom, odnosno institucionalnom nivou definise i uspostavi
efikasnija komunikacija sa medijima i gradanima, ali i podstakne $ira
debata o saradnji u oblasti kulture.

Sa druge strane, glavnim EU institucijama se Cesto zamera da se
previse fokusiraju na organizacione aspekte rada. Mejer (Meyer 1999,
2009) smatra da je komunikacija Evropske komisije sa medijima na
niskom, odnosno prosec¢nom nivou. Osoblje zaduZeno za odnose sa
medijima kritikuje se zbog toga $to novinare posmatra kao ,klijente
kojima portparoli prodaju poruke odredene institucije* (BalCytiené et
al. 2007: 14). ,Logicki konflikt* koji postoji izmedu novinara i pres-sluzbe
EK dodatno komplikuje izvestavanje o EU. Na primer, Komisija u saop-
Stenjima za medije insistira na procesima u kojima se naglasava uloga
institucije, dok novinari vise izveStavaju o nacionalnim aspektimaine
isticu ulogu Komisije u pitanjima koje obraduju.

Za komunikacione aktivnosti Evropske komisije zaduZen je Gen-
eralni direktorat za komunikacije (DG Communication). Glavna uloga
direktorata je da komunicira sa medijima, drustvenim i politickim ak-
terima i gradanima o razlic¢itim aspektima Evropske unije, njenim poli-
tikama i aktivnostima. Direktorat definise i nadgleda aktivnosti u vezi
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sa predstavljanjem Komisije u §irem smislu, pomaZe javnosti da razume
evropske teme i izvestava EK o moguéem ugrozavanju institucionalne
reputacije. U okviru Generalnog direktorata radi i Sluzba portparola,
¢iji je zadatak da informiSe medije o politikama i aktivnostima Komisije,
predstavlja pojedinacne zvani¢nike EK u medijima, razvija medijsku
strategiju institucije i pojedinac¢nih drzava ¢lanica. Sluzbu portparola
¢ine glavni portparol Komisije, dva zamenika, dva koordinatora, dvana-
est portparola i trideset predstavnika za odnose sa medijima.

Medutim, ako se pogleda iznutra, neki autori (na primer, Christian-
sen 2001) ukazuju na to da nedostaci u pogledu komunikacione politike
Evropske komisije poti¢u upravo iz ,tenzija“ unutar te institucije. Te
tenzije izmedu razlicitih tela, portparola i direktorata uticu na frag-
mentaciju poruka i komunikacionu politiku uopste. Naime, priroda ove
institucije, opterecene hijerarhijom i birokratijom, jeste takva da izmedu
generalnih direktorata i drugih tela koje su u njihovoj nadleznosti vlada
stalna napetost, a Cesto se na samu Komisiju gleda kao na ,multiorga-
nizaciju“ (Christiansen, 2001: 751). Isti autor smatra da se stvari nisu
mnogo promenile ni sa padom Santerove, a kasnije i mandatom Prodi-
jeve Komisije, jer ni jedan ni drugi, kao Sefovi ove vaZzne institucije to-
kom devedesetih i pocetkom dvehiljaditih godina nisu uspeli da uticu na
poboljSanje situacije i smirivanje unutrasnjih tenzija izmedu pojedinih
sektora i nadleznosti.

U nadleZnosti Generalnog direktorata za komunikacije Evropske
komisije nalaze se dva audio-vizuelna servisa: jedan je ,Europe by Sa-
tellite* (EbS), a drugi onlajn audio-vizuelni servis Komisije (http://ec.e-
uropa.eu/avservices/). EbS je zvanican interinstitucionalni servis ili
krovni emiter koji preko satelita prenosi dogadaje iz glavnih EU insti-
tucija, ali i Evropske centralne banke, Suda pravde i Revizorskog suda.
Drugi, onlajn audio-vizuelni servis, koji je predmet ovog rada, nudi
obilje materijala koji novinarima moze da pomogne u izvestavanju o EK.
Novinarima su na raspolaganju dva televizijska i jedan radijski studio
kako bi snimili intervjue sa zvani¢nicima Komisije. Video-materijal se
proizvodi na svim zvani¢nim jezicima EU, a emituje se i na onlajn kana-
lu ,EUtube”. Usluge su u pocetku bile namenjene novinarima iz manjih
evropskih drZzava i medijima koji zbog nedostatka novca nisu mogli da
priuste dopisnistva u Briselu. Danas materijal koriste i tradicionalni i
novi mediji, a dostupan je i na drustvenim mrezama (Krsti¢ 2020).
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Prethodna istrazivanja (Krsti¢ 2016; Krsti¢ 2020: 92) pokazuju da
medijski sadrzaj proizveden i emitovan na kanalu audio-vizuelnog ser-
visa Evropske komisije ,naglasava ulogu Evropske komisije u reSavanju
aktuelnih pitanja, problema i izazova u Uniji i njen doprinos razvoju
saradnje u drustveno-ekonomskim aspektima®“, i to u oblastima kao sto
su borba protiv siromastva, ekonomska i investiciona politika, prosirenje
EU, zastita radnika, industrije i kulturnih delatnosti itd. Bez obzira na
to koja tema je u pitanju, audio-vizuelni servis EK pristupa sa stanovista
institucionalnog komuniciranja i odnosa s medijima i javnoséu, odnosno
sa ,aspekta uloge Komisije u reSavanju drustveno-ekonomskih problema
i u tom smislu sa aspekta razvoja saradnje drzava ¢lanica EU i drugih
drzava“ (Krsti¢ 2020: 92).

Kulturna diplomatija Evropske unije
— terminoloska zbrka

Savremena akademska i strucna literatura ukazuje na to da ne
postoji jedinstvena definicija pojma kulturne diplomatije. U kontekstu
izucavanja Evropske unije i pre svega njenog komunikacionog aspekta,
mnoga pojmovna odredenja su se menjala tokom vremena. Sustinski,
u pitanju je ,razmena ideja, informacija, vrednosti, sistema, tradicija,
verovanja i drugih aspekata kulture, sa namerom unapredenja zajed-
nickog razumevanja“ (Cummings 2003: 1, prema Udov¢i¢ i Podgornik
2016). Neki autori smatraju da je pojam kulturne diplomatije dvosmislen,
izuzetno nejasan i presirok (Trobbiani 2017).

Kulturna diplomatija se, u kontekstu izuc¢avanja Evropske unije,
posmatra ili kao jedan Siri koncept koji podrazumeva podrsku kulturi
kao jednom od glavnih elemenata razvoja, razmene ideja, dijaloga medu
ljudima i izgradnje kapaciteta institucija, ili kao instrument kojim se EU
brendira i gradi svoj imidZ prema svetu. U zvani¢nim dokumentima EU
Cesto se kao glavni cilj kulturne diplomatije navodi povezivanje, osnazi-
vanje i promocija ljudskih prava, stabilnosti i medukulturnog dijaloga
unutar granica EU. U komunikacionim strategijama Evropske komisije
koje promovisu koncept kulturne diplomatije jasno je naznaceno da
se kultura posmatra kao pokretac¢ odrzivog drustvenog i ekonomskog
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razvoja, medukulturnog dijaloga i saradnje. Kao instrument izgradnje
imidza EU, kulturna diplomatija se posmatra kao dobar nacin da se
komunicira o evropskoj kulturnoj produkciji, imidzu Unije kao mestu
u kome se neguje medukulturna i medunacionalna saradnja. U tom po-
gledu, postoje brojni primeri kulturnih manifestacija koje ,brendiraju”
kulturne vrednosti EU, poput filmskih i muzickih festivala i drugih
kulturnih dogadaja kojim se EU povezuje sa drugim regionima i drza-
vama van teritorije EU.

Tokom 2007. donesena je jedna od najvaznijih komunikacionih
strategija Evropske komisije o Evropskoj agendi za kulturu u globalizova-
nom svetu, dokument koji je, kad je re¢ o kulturnoj diplomatiji EU, vrlo
brzo postao neka vrsta krovnog pravilnika. U tom dokumentu je jasno
naznacena uloga Komisije kao glavne institucije koja predlaze drzavama
¢lanicama ciljeve koje treba dosti¢i na kulturnoj agendi. Prema Isaru
(2015: 501), glavni stoZer nove agende bili su promocija kulturnog di-
verziteta i medukulturnog dijaloga, promocija kulture kao pokretaca
kreativnosti i, na kraju, kao klju¢nog elementa u medunarodnim odno-
sima Evropske unije. Upravo je ovaj tre¢i oslonac kasnije preimenovan
terminom ,kultura u spoljnim odnosima EU*, koji je u zvani¢nom jeziku
EU zamenio dotadasnju ,kulturnu diplomatiju“.

Godine 2017. Savet ministara EU je, na osnovu preporuke Evropske
komisije, usvojio set zalju¢aka o ,Kulturi u spoljnim odnosima EU*, koja
se zasniva na politikama ukljucivanja razli¢itih aktera u kulturi, pro-
mociji kulturnog diverziteta i pre svega na isticanju uloge pojedinacnih
drzava ¢lanica u oblikovanju kulturne diplomatije Unije. U preporuka-
ma Evropske komisije se posebno istice uloga kulturne diplomatije u
komuniciranju EU ali, $to primecuje Trobijani (Trobbiani 2017), izostaje
jasna definicija samog koncepta kulturne diplomatije u kontekstu same
Evropske unije kao nadnacionalne organizacije, kao i jasniji fokus o
razli¢itim aspektima saradnje koja bi trebalo da bude sastavni deo pro-
misljanja i delovanja u okvirima kulturne diplomatije EU. Zanimljivo
je da su kriticki glasovi, poput Trobijanijevog, retki u literaturi koja se
bavi ovom temom. On, u svom izvestaju iz 2017. navodi da EU mora da
definiSe jasnu i realnu strategiju sopstvenih kulturnih aktivnosti usme-
renih prema spolja, a da istovremeno mora da odgovori na pitanje Sta
je kultura koju promovise, kako je promovise i §ta komplementarnost
sa drzavama ¢lanicama zapravo znaci: ,Prvo, kulturna diplomatija EU
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treba vise da se zasniva na iskustvu u interkulturnom dijalogu i iz-
gradnji kapaciteta nego na promociji evropske kulture kao instrumentu
meke mo¢i“ (Trobbiani, 2017: N/A). Od tada do danas zabeleZeni su brojni
primeri dobre prakse, kao §to su Platforma kulturne diplomatije koja
okuplja jedan broj institucija kulture EU i aktivnosti drugih aktera u
kulturi, kao i EU nacionalnih instituta kulture (EUNIC) i Evropskih
kuca kulture koje deluju pod pokroviteljstvom delegacija EU.

Ipak, kao $to je u ovom poglavlju ve¢ pomenuto, prema zvani¢nom
jeziku EU ne koristi se termin ,kulturna diplomatija“ nego termin ,kul-
tura u spoljnim odnosima EU*. Isar (2015: 494-495) ovo naziva ne¢im
vis$im od obi¢nog ,semantic¢kog izbegavanja“ koncepta kulture kao meke
modi i drugih, kako on to naziva, ,instrumentalnih ciljeva“ kad je rec
o komunikaciji EU: ,Ciljevi meke mo¢i su uvek prisutni sa ostalim in-
strumentalnim ciljevima, posebno u pogledu izvoza kulturnih dobara i
usluga. Uprkos tome, kultura u spoljnim odnosima nosi Sire konotacije za
EU aktere i korespondira sa brojnim idealistickim, pa ¢ak i altruistickim
motivima® Ipak, ovde se namece i pitanje uloge pojedinac¢nih drzava ¢la-
nica u promociji kulture Evropske unije van tog prostora koji se naziva
evropskom kulturnom diplomatijom ili kulturom u spoljnim odnosima,
bez obzira na to da li se kao akteri pojavljuju politicari, evropski zvanic-
nici, institucije, nevladin sektor i drugi. Drugi autori (Shore, 2000) pri-
mecuju da su nezvanicni akteri, za razliku od zvani¢nih EU institucija,
postali glavni pokretaci i promoteri ,evropske svesti* i kreatori narativa
koji treba da doprinese brendiranju i imidzu EU prema spoljnom svetu.

Poslednjih godina se pojavljuju predlozi za redefinisanje EU modela
kulturne diplomatije kao potreba da se prevazidu postojece terminoloske
i znacCenjske tenzije izmedu nedovoljno jasnih koncepata i pojmova o
kojima je re¢ u ovom radu. Neki autori (Triandafyllidou and Sz{ics 2017
2) zagovaraju novi model kulturne diplomatije koji u sebi kombinuje
najbolje elemente od dve glavne definicije u jednu koja bi istovremeno
bila i pragmatic¢na i altruisticka: ,Kao instrument meke i pametne moci
ona doprinosi povecanju vidljivosti na globalnom nivou i veéem uticaju
EU, ali pre nego $to izvozi takozvanu kulturnu superiornost ili norma-
tivhu mo¢, ona zapravo istice prosirenje EU kao konstruktivan dijalog
sa tre¢im zemljama u ambijentu zajednicke razmene i postovanja.”

Glavne institucije koje su u okviru Evropske komisije zaduZene za
Jkulturu u spoljnim odnosima” i koje imaju najvece budZete za te potrebe
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su Generalni direktorat za obrazovanje i kulturu, Generalni direktorat
za medunarodnu saradnju i razvoj, kao i Generalni direktorat za su-
sedsku politiku i pregovore o prosirenju, koji istovremeno saraduju sa
drugim sluzbama i telima zaduZenim za spoljnu politiku EU.

Metodoloski pristup

Za potrebe istrazivanja, sprovedena je kvalitativna analiza sadr-
Zaja audio-vizuelnog servisa EK emitovanog u februaru i aprilu 2021.
Medijski sadrZaj je izabran na osnovu slucajnog uzorka, sto znaci da
je u periodu od jednog meseca birano ukupno Cetiri dana emitovanja,
odnosno po jedno emitovanje video-materijala nedeljno. Jedinicu ana-
lize predstavlja video-prilog koji se u datom periodu emitovao u formi:
vesti u slici (dogadaj predstavljen samo slikom, bez izjava sagovornika
ili novinarskog komentara), izjave (u kojoj jedan ili viSe sagovornika
daje izjavu o odredenoj temi), debate (snimci i izjave viSe sagovornika
koji ucestvuju u radu okruglog stola ili konferencije), priloga u vezi sa
temom kulturne diplomatije sa novinarskim komentarom ili bez njega.
U posmatranom periodu ukupno je obradeno osam dana emitovanja,
odnosno 23 video-priloga. Analiza je sprovedena na osnovu prethodno
uspostavljenog kodeksa koji obuhvata sledece elemente: temu, licnost
koja se pojavljuje kao sagovornik, povod za izvestavanje, EU instituciju
kao mesto odrZavanja dogadaja, izvor informacija, Zanr i formu u kojoj
se tema distribuira, poziciju u odredenoj rubrici i trajanje priloga.

Glavni rezultati

Kvalitativna analiza sadrzaja audio-vizuelnog servisa Evropske
komisije pokazuje da se temi kulturne diplomatije pristupa pre svega
iz protokolarnog ugla, s obzirom na to da su najbrojniji materijali koji
prikazuju protokolarne posete visokih zvani¢nika EK. Tu se najcesce
vide posete predsednice Evropske komisije, komesara Evropske komi-

sije i drugih visokih zvani¢nika ove institucije. Protokolarnom tonu
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video-materijala doprinosi i prenosenje dogadaja kao sto je potpisivanje
sporazuma sa drzavama kandidatima i potencijalnim kandidatima za
¢lanstvo, a ticu se programa Kreativna Evropa, ili programa univerzi-
tetske saradnje u oblasti kulture. Audio-vizuelni servis ¢esto prenosi
i zvani¢ne konferencije, forume, samite u vezi sa temom kulturne di-
plomatije, ali i zvani¢ne najave za dogadaje poput Balkanskog foruma,
Evropske prestonice kulture itd.

Pored pres-konferencija koje zvanic¢nici EK drze u Briselu, u uzorku
se tematski pokrivaju i specijalni dogadaji koji se ticu kulturne diplo-
matije u Sirem smislu, kao $to su evropski festivali, razli¢ite promoci-
je kulture, kulturne bastine i programa kulture. Posebna tema kojoj
audio-vizuelni servis posvecuje paznju je status umetnika za vreme
pandemije, ali u ukupnom uzorku video-priloga ova tema nije dobila
znacajnije mesto.

U fokusu obradenog materijala nalaze se drzave koje nisu ¢lanice
EU, i to Bosna i Hercegovina, évajcarska, Albanija i Turska. Tretman
i izbor drzava u uzorku zavisi od rasporeda posete zvanic¢nika, a ne
nuzno od najvaznijih tema kojima se Evropska komisija bavi u oba ana-
lizirana perioda. Bez obzira na to, pristup audio-vizuelnog servisa EK je
rigidan i ocekivan u izboru glavnih aktera u analiziranom materijalu.
EU za spoljnu politiku i bezbednost Zozep Borelj, evropski komesar za
prosirenje Oliver Varhelji, potpredsednica EK Vera Jurova, evropska
komesarka za inovacije, kulturu, omladinu i obrazovanje Marija Ga-
brijel, predsednica EK Ursula fon der Lajen i predsednik Evropskog
saveta Sarl Migel. Apsolutna dominacija navedenih zvani¢nika u anal-
iziranom materijalu nije narusena ni u retkim prilikama kada se samo
u pozadini, u snimcima kojim se prikazuje atmosfera na dogadajima ili
kratkim tonskim insertima, pojavljuju predsednici drzava ili ministri
kulture sa kojima EK potpisuje protokole o saradniji.

Analiza pokazuje da na audio-vizuelnom servisu EK, kad je rec o
tretmanu teme kulturne diplomatije, dominira protokolarni, elitisticki
pristup, na osnovu koga se ne moZe jasno utvrditi Sta ova institucija
smatra temom kulturne diplomatije, niti kako je definise. To je zapravo
viSe kombinacija razlic¢itih tema iz oblasti kulture, umetnosti i obra-
zovanja sa naglaskom na programe saradnje, razmene i diplomatije
Evropske unije prema spolja, prema drzavama koje nisu punopravne
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¢lanice. Potpuno je zanemarena kulturna diplomatija iznutra, odnosno
nije usmerena na odnose prema ¢lanicama koje su deo EU. Istovreme-
no, u domenu kulturne diplomatije koja je, tako postavljena, usmerena
pristup protokolarna otvaranja i dogadaji u samoj Evropskoj komisiji.
U ovakvom pristupu nema gradana, kulturnih drustava ili institucija
koje bi imale direktne koristi od saradnje sa EU, kao §to se na primer
istice u brojnim dokumentima i strategijama koje su nabrojane u uvod-
nom delu rada. Dakle, audio-vizuelni servis kao jedan od instrumenata
promocije EK dominantno koristi institucionalnu promociju zvani¢nika
koji su zaduZeni za donosenje odluka, bez ,druge strane®, odnosno onih
na koje se te odluke odnose.

Navedeni materijal je, kao i ostale teme na sajtu audio-vizuelnog
servisa EK, namenjen medijima i novinarima koji pokrivaju EU teme
i dostupan je za preuzimanje, doradu i distribuciju. Medutim, u obzir
treba uzeti i to da je materijal koji se bavi temom kulturne diplomatije
vizuelno neinventivan, rigidan i protokolaran, odslikavaju¢i dogadaje
i susrete na podijumima ispred zgrada institucija, sala za konferencije
i sastanke. U tom smislu, materijal je viSe namenjen za preuzimanje
tonskih izjava zvani¢nika i moze da pomogne onim novinarima koji
nemaju fizicki pristup navedenim dogadajima. U vizuelnom smislu,
materijal predstavlja samo protokolarno ,pokrivanje* izmedu dve ili
viSe izjava evropskih zvani¢nika.

Zakljucak

Ovaj rad je pokazao da je u tretmanu vazne teme kulturne diploma-
tije audio-vizuelni servis Evropske komisije fokusiran na proizvodnju
materijala koji predstavlja protokolarne aktivnosti same institucije.
Tematski okvir odreden je politickom agendom, aktuelnim dogadaji-
ma i ucesem zvanicnika institucije u tim aktivnostima. Dominantan
pristup u okviru Sire tematske celine kulturne diplomatije za audio-
vizuelni servis EK je upravo onaj koji predstavlja ulogu Komisije u ini-
ciranju programa kulturne saradnje, promociji kulturnih vrednosti
van granica EU, uklju¢ivanju drzava van teritoriji EU u manifestacije
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i aktivnosti koje doprinose resavanju odredenih problema i izazova u
EU. Svim ovim temama zajednicko je da se slika o Evropskoj komisiji i
brendiranje EU iskljucivo gradi sa aspekta uloge Komisije u promociji
kulturne diplomatije, a posebno iz ugla razvoja saradnje EU i drzava
koje nisu punopravne ¢lanice. Ovaj pristup u velikoj meri korespondira
sa glavnom EU strategijom u sprovodenju aktivnosti koje se odnose na
~kulturu u spoljnim odnosima EU* a pre svega sa ulogom Evropske
komisije kao glavne institucije u ovom domenu, o ¢emu je bilo reci u
teorijskom delu rada. U navedenom uzorku nema nikakvih naznaka o
bilo kakvim unutrasnjim tenzijama unutar institucije koje bi mogle da
uti¢u na fragmentaciju poruke o EU ili Evropskoj komisiji.

Caki prilozima, insertima i vizuelnom sadrzaju kojim se prikazuju
zvanicne posete pojedinih drzavnika ili predstavnika drzava Komisiji
ili posete zvanic¢nika EK van granica EU, primecuje se isticanje uloge
Komisije kao nosioca i promotera ¢itavog niza kulturnih i drugih vred-
nosti, koji obuhvata postovanje ljudskih prava, razvijanje kulturne
saradnje, ucesce u obrazovnim politikama, do odrzavanja manifestacija,
konferencija, samita itd. Medutim, na osnovu medijskog sadrzaja koji
proizvodi audio-vizuelni servis Evropske komisije ne moze se utvrditi
Sta se konkretno smatra kulturnom diplomatijom ili, prema zvani¢noj
terminologiji EU, ,kulturom u spoljnim odnosima EU* Nije jasno ni
kako sama institucija gleda na definisane politike i strategije kojim se
podstice kulturna saradnja sa drugim drZavama, jer ti glasovi nisu
zastupljeni u ponudenom vizuelnom sadrzaju. Osim ¢isto protokolarne
reprezentacije Evropske komisije, vise kao politickog projekta nego kao
mesta za susret razli¢itih kultura, zapravo nema originalnog, zanim-
ljivog pristupa ovoj temi, niti pristupa koji bi, u skladu sa svim strate-
gijama i propisima usvojenim u poslednjih dvadeset godina, ukljucio
medije i gradane u realizaciju i promociju aktivnosti iz oblasti kulturne
diplomatije i brendiranja EU i kulture kao vaznog instrumenta meke
mo¢i EU i istovremenog puta saradnje prema drzavama kojima je cilj
punopravno ¢lanstvo u EU.
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CHINA'’S RISE: IMPLICATIONS FOR REMAPPING
OF CULTURAL AND HERITAGE DIPLOMACY

EmMiLyja MARIC

Introduction

Amid the shifting world order, the People’s Republic of China (here-
inafter China) launched a development initiative aiming to revive the
historic Silk and Road network. Even though at its core the Belt and
Road initiative is an economic development strategic plan, it neverthe-
less encompasses cultural and educational components, constructing it
into a far-reaching cultural and heritage diplomacy tool. The Belt and
Road Initiative, therefore, has already caused a change in the balance of
power not only in Asia but also in parts of Europe and Africa. Europe
and Asia, in this context, are of particular importance for China’s rise,
as Eurasia has already been regarded as the center of global power. Not
only China plays a major role in all Eurasian development efforts, but
the notions of the global shift are developing in parallel with the rising
importance of the Belt and Road Initiative, putting China at the center
of global affairs. With American hegemony in decline, values promoted
not only by the United States government but also by other Western gov-
ernments are being questioned. We should not explore whether a new
world order is emerging, but rather what the new world order will look
like, and what will be its core values. One should aim to conceptualize
in what ways will international cultural cooperation be re-portrayed
with global actors whose philosophy is greatly differentiating from the
Western school of taught. To that end, this paper explores the implica-
tions for the remapping of cultural and heritage diplomacy by focusing
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on the current dynamics caused by both China’s rise in the international
arena and the revitalization of the historic Silk Road networks through
its projection in the Belt and Road Initiative.

China’s rise in cultural and heritage diplomacy

China’s foreign cultural policy and its efforts to reclaim its great
power status in cultural and heritage diplomacy can primarily be ex-
amined through the examples of the Belt and Road Initiative and the
Confucius Institute Network. Through these two efforts, we ought to
conceptualize the rationale behind their characterization as tools of
foreign cultural policy, and through examining them, we will be able
to better comprehend China’s recent success in the field.

The Belt and Road Initiative (hereinafter BRI), is perceived as rel-
evant to both cultural diplomacy and heritage diplomacy due to its
wide scope. If we define cultural diplomacy as “a domain of diplomacy
concerned with establishing, developing, and sustaining relations with
foreign states by way of culture, art and education” (cited in Tevdovski.
2009: 22), then BRI educational and cultural efforts should be considered
as cultural diplomacy efforts. Heritage diplomacy, on the other side, dif-
fers from traditional diplomatic actions and does not encompass only
actions of the state, but rather includes a cooperation among non-state
actors and state actors, as well. In addition, international organizations
such as the United Nations Educational, Scientific and Cultural Orga-
nization (hereinafter UNESCO) play a major role in heritage diplomacy
through different projects and initiatives. Even though at the conceptual
and empirical levels, a certain overlap between cultural and heritage
diplomacy can be acknowledged, Winter argues that heritage diplo-
macy “needs to be read as empirically and conceptually distinct from
cultural diplomacy (2015: 1006). He defines heritage diplomacy “as a set
of processes whereby cultural and natural pasts shared between and
across nations become subject to exchanges, collaborations, and forms
of cooperative governance” (Winter, 2015: 1006). Shared cultural and
natural pasts are exactly main attributes of the BRI, through which the
Chinese government attracts primarily countries of Eurasia. BRI and
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other efforts channelled by the Chinese government should therefore
be examined through both lenses of cultural diplomacy and heritage
diplomacy.

BRI, formerly known as One Belt One Road is a global infrastruc-
ture development strategy that was adopted by the Chinese government
in 2013. The plan directly involves over sixty countries and incorporates
almost two-thirds of the global population. There are five clear priorities
of BRI cooperation, namely policy coordination, facilitation of connectiv-
ity, unimpeded trade, financial integration, and people-to-people bonds. For
the purposes of this paper, priorities other than people-to-people bonds
will be disregarded. This specific cooperation priority aims to advance
cultural and academic exchange, and dialogue. In practical terms, this
priority is achieved through financing specific projects, working closely
with UNESCO, and advancing its Confucius Institute Network. It can
be argued that through these mechanisms, alongside the mythical nar-
rative of the Silk Roads, China advances its soft power, as well. Tim
Winter, author of the book Geocultural Power: China’s Quest to Revive
the Silk Roads for the Twenty-First Century, argues that the role of cul-
ture and history play a major role in China’s quest to secure influence
internationally (2019: 16). In addition, he outlines that the history has
been “articulated as national heritage over recent decades, it has also
been deployed internationally as a force of persuasion and attraction,
the hallmarks of soft power” (2019: 16). According to his interpretation,
attraction of the Chinese cultural past, through concepts of rejuvenation
and renewal, has only contributed the cause (Winter, 2019). In addition,
it can be concluded that both the role of culture and history are being
used as mechanisms for achieving broader diplomatic goals. Tim Winter
believes that the “Silk Road serves as a platform for China to exercise
its geocultural advantage” (2019: 16).

To portray the actions and their influence, specific examples
will be provided. In 2016, the Ministry of Education of the People’s
Republic of China adopted the Education Action Plan for the Belt and
Road Initiative. Even though it is an educational plan, this plan can
be comprehended in a broader, more cultural sense. Education Action
Plan for the Belt and Road Initiative should, therefore, be perceived as
a cultural policy instrument aiming to foster intercultural dialogue,
promote diversity, and advance the position of the Chinese language in
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the global arena. According to the action plan, the countries along the
routes should work together with an aim to deepen mutual understand-
ing, expand openness, strengthen cooperation, and learn from each
other. The plan outlines the need to promote closer people-to-people
ties, cultivate supporting talent, and achieve common development. It
clearly indicates that channels for educational cooperation should be
advanced, and that language barriers should be overcame. Implementa-
tion of this policy can be comprehended through different partnerships
and projects.

One example is a partnership project between China and Italy
that was launched in July 2021. More precisely, China’s Northwest
University partnered with Italy’s University of Salento to open a new
school of cultural heritage and arts. Another far-reaching example is
the Silk Road Scholarship, set up by the Chinese government in 2017.
This program provides scholarships to bachelor, master, and PhD stu-
dents from BRI countries. There are no limitations when it comes to
the subject one might want to study under the scholarship framework
however, it is expected from students to enroll in Chinese language
classes at the respective university. The scholarship does not solely
cover the tuition, but also the accommodation costs, medical insurance,
and provides a monthly living allowance, making China an increasingly
attractive destination for students. By offering incentives to study in
China, the country is becoming one of the leading states for interna-
tional students to pursue their studies in. The Chinese government has
set a goal to make China the largest study-abroad destination in Asia
by 2020, and the goal was achieved in the academic year 2017/18. In
the same year, over three thousand students came from BRI countries
to study in China, according to the China Global Television Network
(cited in Qi, 2021). This is of enormous importance since international
students offer another perspective to the host country, as well as make
bonds and linkages with people from different cultural backgrounds.
To that end, Madalina Akli argues that in today’s world, study-abroad
students act as unofficial cultural diplomats and that they should be in
the center of cultural diplomacy (2012). She believes that study-abroad
students “engage in soft action to establish intercultural dialogue” (Akli,
2012). Once students claim their cultural diplomacy role, through daily
interactions they “cause a shift from formal soft power, traditionally
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concentrated in embassies and the diplomatic corps, to informal soft
action in daily life abroad” (Akli, 2012). The interactions between the
study-abroad and local students function as two-way interactions,
where both sides influence the other. It can be concluded that cross-
cultural encounters that occur among students in this specific context
are extremely valuable.

China’s rising influence in international cultural relations can
also be examined through the Confucius Institute (hereinafter CI)
network. The establishment of the CIs worldwide allows individuals to
start studying not only the Chinese language, but also to learn more
about Chinese culture, traditions, customs, and history. For instance,
studying Chinese is a popular practice nowadays in Ethiopia, where in
the past nine years, more than ten thousand people have enrolled in
Chinese language courses at the Cls across the country. This trend is
a direct consequence of the construction of the Maritime Silk Road, as
there is a need for translators that would serve as a link between the
Chinese and Ethiopians. One might argue that that is the only reason
behind it however, a general interest in the Chinese culture in Ethiopia
is noted. This trend is not only evident in this country in East Africa,
but rather in many other countries worldwide, with over 500 Cls reg-
istered by 2018. Furthermore, there is a version of the CI model applied
to primary and secondary schools called Confucius Classrooms. All
these institutions are established through Hanban, a non-profit public
organization directly connected to the Ministry of Education of the
People’s Republic of China, which serves as the CI Headquarters. Simi-
larly, to the Goethe Institute and the British Council, Hanban oversees
the promotion of the Chinese language and culture. Some academics ac-
knowledge the limitations of the CI project which is the most ambitious
of China’s external cultural policy mechanisms. For example, Joseph
Nye (2014), stresses that the Chinese government cannot be extremely
successful in soft power because its strategy emphasizes culture but
neglects civil society and problems caused by nationalistic policies.
The Chinese government was also heavily criticized for its aspirations
and incidents connected to the CI project. It is extremely challenging
to evaluate soft power strategies because firstly the success cannot
be measured easily and secondly as it is a long-term process with no
immediate results. Jeffrey Gil points out that although the Confucius
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Institute Project does not have an enormous immediate impact, “it may
well turn out to be a significant factor in China’s international relations
in the future” (2009). Policymakers and government structures world-
wide might not be attracted to China greatly because of the CIs, but the
fact is that more and more people show interest in learning Mandarin
(Gil, 2009). This should be comprehended as a direct consequence of
the BRI, through which China also accomplishes its external cultural
policy goals. After all, BRI is not just a trade agreement, but rather a
strategic long-term policy that has far-reaching cultural and heritage
diplomacy aspects.

Apart from the major policies and projects mentioned earlier, China
also cooperates greatly with UNESCO. The organization’s efforts to-
wards the Silk Road heritage management started much before the BRI
announcement, and it can be argued that the whole narrative of the
majestic ancient Silk Road was promoted by the organization. UNESCO,
therefore, can be mapped as one of the most important stakeholders
involved in the contemporary Silk Road re-establishment. In addition,
China has been for years one of the largest funding contributors to
UNESCO, and as of the third quarter of the fiscal year 2022-2023, the
biggest one.

Towards a new paradigm of cultural
and heritage diplomacy

In the recent past, the rise of East Asia as a cultural exporter is
acknowledged. East Asian countries that were once considered a periph-
ery of the West, have established their cultural industries and started
exporting their cultural products, not only locally and in the region,
but also Europe and North America (Jin and Otmazgin, 2014). Japan,
South Korea, and China are the main East Asian cultural exporters and
their governments have realized that commercialization of the cultural
industries not only benefits the economy but also provides the country
with soft power influence (Jin and Otmazgin, 2014). Even though the
Japanese and South Korean popular culture is much more in demand to-
day compared to the Chinese, the notion of a gradual change is present.
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Tim Winter argues that the success of PSY and his Gangnam Style, as
well as similar cultural exports of the East Asian countries “represent a
valuable starting point for understanding some significant parallel shifts
now occurring in the field of heritage conservation” (2014). As Winter
explains concepts revolving around cultural diplomacy and heritage
diplomacy have been considered as processes involving the spread of
Western and European ideas to the non-Western regions, which was
bound to change due to the growing presence of various non-Western
actors (2014).

The geopolitical context has been changing rapidly however, it can
be argued that from the 1980s onwards post-colonial discourse started
to emerge inside UNESCO (Wiktor-March, 2019). Non-Western coun-
tries were unsatisfied with Western concepts and argued that “Europe
and North America had prevailed in the heritage discourse area for too
long, and that the time had come to change the rules” (Wiktor-March,
2019). Of course, the change did not occur in a vacuum but rather re-
sulted due to the already changing balance of power in the geopolitical
context. From the 1980s onwards, greater space was provided for non-
Western countries to engage in heritage debates. This shift developed in
parallel with the steady rise of the East Asian economies, in particular
the growth of the Chinese economy, providing means for the Chinese
government to engage in more meaningful cultural diplomacy efforts.
In addition, it can be argued that these shifts and the first Silk Road
projects promoted by international organizations were a direct result
of the rising geopolitical and economic importance of China. Due to the
mentioned changes in the global paradigm, Tim Winter argues “we are
now entering a new and historically important phase in how the mate-
rial past and its conservation are framed, conceptualized, and practiced”
(2014). From 2014 till today it can be argued that we have entered this
phase. Not only that China has supported UNESCO’s efforts in refocus-
ing on other non-Western discourses related to heritage, but also some
argue that “we may be witnessing the beginning of an Asian age in the
heritage regime” (Wiktor-March, 2019).

When mentioning UNESCO, one should go back to China’s in-depth
cooperation with the organization, and perhaps look at the funding
contributors list. UNESCO is the most relevant organization regarding
cultural heritage and cultural diversity, and therefore cooperation with
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it is of utmost importance for leading powers. China not only pays in
time its assessed contribution but also contributes voluntarily to the
organization. This example of UNESCO is an interesting one, especially
considering that the United States of America no longer belongs to the
organization. This portrays the difference in approach, in which China
finds organizations such as UNESCO relevant, whereas some Western
powers have neglected it.

Non-acceptance of Western ideals and perspectives, not only by
the Chinese government but also by other countries resulted in the re-
portraying of international cultural cooperation. Countries that were
culturally and politically marginalized now have a say in processes that
are directly linked to their affairs. Namely, the countries of what is now
commonly referred to as Eurasia. According to Bruno Macaes Eurasia
is much more than a geographical entity, it is a descriptive term for a
way of perceiving the present notions in international affairs (2018: 12).
In addition, he labels the new world order as Eurasian (Macgaes, 2018, p.
12). Eurasia should be, therefore, perceived as an ideological standpoint
that rejects present hegemonic notions and knits its own. China is one
of the major players in the Eurasian context and its BRI has impacted
the development of the supercontinent as such. In Eurasia notions of
cooperation are of extreme importance, as Magdes notes because of
the big powers, namely Putin who “does not think along the national
lines” (Macaes, 2018: 39). On the contrary “he thinks in terms of larger
blocs and, ultimately, in terms of the world order” (Macaes, 2018: 39).
Chinese stance towards comprehending cooperation as well is contrast-
ing Western standards.

Chinese political philosophy and concepts of international rela-
tions greatly differ from the Western stands. This is exactly why new
modalities for international cultural cooperation are ought to arise. One
of the most relevant differences that makes the Chinese stand towards
international relations so unique, is the way in which their influence
should be spread. Forceful imposing of values, traditions, and other
cultural patterns is not something that can be explained using the lenses
of the Chinese philosophy. On contrary they believe that just acting by
example the others will realize the benefits and the advantages of the
Chinese philosophy, and culture, and they will accept this voluntary.
On one side, there are the Western powers imposing values and cultural
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practices to the others with an assumption that they are superior, and
on the other side there are Chinese who also perceive themselves as
superior but do not see a need to further intervene. The Chinese ap-
proach is well grounded in their history and philosophy and dates to at
least the fourteenth century. Henry Kissinger, in his book On China, in
a great manner elaborates the roots of this approach. He notes that in
“the Chinese version of exceptionalism, China did not export its ideas but
let others come to seek them. Neighbouring peoples, the Chinese believed,
benefited from contact with China and civilization so long as they acknowl-
edged the suzerainty of the Chinese government. Those who did not were
barbarian.” (Kissinger, 2011: 17). Even though the context and times have
changed, this approach remains at the core of the Chinese international
relations efforts, including international cultural relations. Another
important segment in understanding Chinese ambitions is the ideal of
peaceful coexistence, which along the win-win cooperation is constantly
being re-emphasized in relation to the BRI. Peaceful coexistence as a
concept dates back to Sino-Indian Agreement in 1954, when Zhou Enlai
referred to them as principles that govern China’s relations with foreign
countries. Peaceful coexistence remained a crucial concept guiding the
Chinese government in their actions. President Xi Jinping has many
times emphasized the importance of the concept not only for China, but
for other Asian countries and he noted that five principles of peaceful
coexistence “demonstrate the new expectations the Asian countries
have for international relations” (2014). Another ideal guiding all the
BRI efforts is win-win cooperation. Even though this is not a realistic
measurement, it can be argued that win-win cooperation is indicator that
countries taking part in BRI should expect results that are higher than
their current expectations.

A scrutiny of the Chinese outlook was provided to portray better
the differences in international relations in general, because these are
the key indicators guiding all Chinese international efforts, including
those aiming at international cultural relations. This is of great impor-
tance taking into account that the Silk Road is already a geocultural
imaginary of the modern era (Winter, 2019: 37). According to Winter,
“in simplest terms, the Silk Road is a form of historiography that fore-
grounds connectivity and transmission, and as such has formed part of
the project to write world history” (2020). More precisely, “a biography
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of the Silk Road as connectivity indicates how China is now using this
geocultural form for its own ends through Belt and Road framework”
(Winter, 2019: 182). It can be argued, therefore, that BRI encompasses
carefully chosen parts of history to produce a grand narrative of trans-
continental connectivity, both past, as well as present, and future. This
does not undermine the importance of the historic Silk Road, however,
it has to be taken into account that only extremely positive segments of
history are promoted through BRI

We currently live in the rare moments when the political, eco-
nomic, and cultural axis is shifting. In the past couple of centuries
that have mostly shaped our everyday realities, this axis shifted to-
wards the West, and now it is shifting towards the East. The changes
that this shift will bring do remain unclear however in the context of
the paper, some conclusions can be drawn. Firstly, the rise of the East
will undoubtedly bring radical changes in the sphere of international
cultural cooperation. Some of the changes are already evident, as the
non-Western countries have engaged in changing both cultural diplo-
macy and heritage diplomacy discourses. With their rising power, the
efforts will become more and more relevant. Secondly, China’s BRI will
change the balance of power and offer implications for re-mapping not
only Eurasian cooperation but worldwide cooperation. Even though the
BRI is primarily an economic development plan, this paper proved that
its domain is much more far-reaching and that is encompasses various
segments including a strong cultural trait. The cultural cooperation ef-
forts promoted through the BRI and Cls are extremely significant and
complex, and that should be considered. Without a doubt, each country,
and in this context China, has its own political and geopolitical interests
that motivate further action however, with the Chinese principles and
stance towards the external players, remapping of cultural cooperation,
in particular, cultural diplomacy and heritage diplomacy may occur.

To conclude, China’s efforts to reclaim its cultural great power
status through various culture-related initiatives and projects offer
ways to re-think the present and to re-imagine the future of the cultural
cooperation.
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APPLICATION OF JAPANESE DIGITAL
DIPLOMACY TOWARD VIETNAM

Tuar Hoang HANH NGUYEN

Introduction

Japan and Vietnam have proved their strong ties during the last
50 years in diplomacy. When Prime Minister Abe was in office for the
first time (2006-2007), he elevated bilateral relations with Vietnam to
a formal strategic partnership with Prime Minister Nguyen Tan Dung.
After that, Japan was Vietnam’s second strategic partner after the Rus-
sian Federation (Thayer, 2014). As well as a mutual understanding on
the capacity for maritime security and defense cooperation, Vietnam
and Japan have cooperated in the fields of culture and education. More-
over, diplomacy has shown variations in using the platform for public
diplomacy. During this 4.0 industry, information technology, media, and
the Internet have been applied to expand information and worldwide
communication in diplomacy. Implementing social media for diplomatic
purposes has changed how diplomats engage in information manage-
ment, strategy planning, international negotiations, crisis management,
etc. Therefore, each country must consider embracing digital diplomacy,
and Japan and Vietnam are not exceptional. This paper aims to provide
an overview of the current engagement in terms of culture between
Japan and Vietnam, especially on digital platforms that Japan conducts
to promote its foreign policy toward Vietnam. Finally, the recommenda-
tions that help Japan to advance the operation of digital diplomacy are
also mentioned.
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Digital Diplomacy

On December the 1st, 2008, when James K. Glassman — Under
United States Secretary of State for Public Diplomacy and Public Af-
fairs — gave a speech at an event hosted by Steve Clemons and the New
American Foundation, he mentioned a new approach, namely public
diplomacy 2.0. As the web became a domain for user-generated content,
various sectors invented a variety of Web 2.0 formulations for their
use, including Library 2.0, Medicine 2.0, Government 2.0, and Public
Diplomacy 2.0 — a sub-set of Government 2.0 (Cull, 2011). This new ap-
proach achieves its goals in public diplomacy through a new approach to
communicating, which is made far more accessible because of the emer-
gence of Web 2.0, or social networking, technologies (Glassman, 2008).
Public diplomacy 2.0 indicates using social media technologies to deliver
a conduit for feedback, as a platform for citizen-to-citizen dialogue,
and as a mechanism for listening to and integrating viable opinions
and critical information both through expressed opinions and through
end-user behaviors (Seib, 2009). Digital diplomacy is seen as the use of
the Internet to promote American values, ideas, and beliefs (Hallams,
2010). The Internet seems to profoundly affect the two cornerstones of
diplomacy: information and communication. In addition, social media
and its networking have announced a new phase in the communication
revolution, and the digitalization of data has increased access to massive
amounts of information and knowledge (Hallams, 2010).

Digital diplomacy is also known as e-diplomacy, digitalized pub-
lic diplomacy, public diplomacy 2.0, Twitdiplomacy, etc. The different
names depend on the platform to exercise this kind of diplomacy. The
term “digital diplomacy,” which is often used as an alternative to “digi-
talized public diplomacy,” also advocates the use of digital utensils in its
subdivision of diplomacy (Manor, 2019, p. 14). The diplomats and each
foreign affairs department have their strategy to drive digital diplomacy
by applying different platforms. For instance, Twitter is always used to
announce one nation’s foreign policy, while Facebook enhances rela-
tionships with the worldwide public. In the book “Digital Diplomacy:
Theory and Practice,” digital diplomacy is “defined as a strategy of man-
aging change through digital tools and virtual collaboration” (Bjola &
Holmes, 2015, p. 35). In this book, digital diplomacy is also defined as
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public diplomacy that created significant attention and criticism. “People
worldwide obtain more information than ever through horizontal peer-
to-peer networks rather than through the old vertical process by which
information flowed down from the traditional sources of media author-
ity” (Bjola & Holmes, 2015, p. 40).

According to Marcus Holmes, digital diplomacy embodies a set of
activities that include gathering and analyzing data from foreign publics
(Bjola & Holmes, 2015). Digital diplomacy may also prove a helpful tool
in nation-branding activities. In 2016, the British High Commissioner to
Ghana, Jon Benjamin, said that digital diplomacy is how governments
and their diplomats use the Internet, innovative telephony, and social
media to manage international relations, again in their national interest
(Benjamin, 2016).

“Digital diplomacy,” “e-diplomacy,” and “cyber-diplomacy” are all
terms that describe the same reality: the advent of new diplomacy adapt-
ed to the digital world. The advantage of this new form of diplomacy is
contacting the citizens directly. Therefore, the potential audience of one
message is multiplied (Rigalt, 2017).

As mentioned above, many names label new information technol-
ogy used to achieve diplomatic objectives. However, this paper uses
digital diplomacy as the primary term for information technology ap-
plied in public diplomacy. Moreover, in the scope of this paper, digital
diplomacy mainly focuses on the cultural exchange sector.

”

Monologue and dialogue layers

In economic, political, and cultural interdependency, monologue
and dialogue are essential tools for effective public diplomacy, both on-
line and offline. As a new trend in contemporary public diplomacy, this
study uses Cowan and Arsenault’s theoretical framework of layers of
public diplomacy — monologue, and dialogue - to analyze digital diplo-
macy worldwide. The monologue is defined as one-way informational
communication. Dialogue is a two- or multi-directional communication
(Cowan & Arsenault, 2008).

The monologue layer is one-way communication used to advo-
cate foreign policy strategies. Monologues include speeches, editorials,
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proclamations, press releases, and cultural work. The monologue’s func-
tion mainly focuses on knowledge transfer, so it needs to convey an idea
or a vision fluently and clearly. Monologue communication is essential
for the state because it is one of the ways of establishing a reputation in
the country. One-way communication is used to explain the day-to-day
affairs of one’s state policy. In digital diplomacy, one government’s for-
eign affairs website is seen as an official channel of one state to transmit
information to the public. However, one-way communication is “read-
only” and does not offer an opportunity for audiences to send feedback
or critical responses. Therefore, it is necessary to have another form of
communication, namely, dialogue.

Dialogue is a two- or multi-directional communication. Dialogue
communication indicates an actual conversation in which participants
can engage keenly and openly in relationship-building exchanges. As
a result, feelings of control and dominance are diminished. With the
dialogue layer, the key is to find a way to listen, make people feel they
are being heard, and have their voice. Listening to the audience can
help governments find a better way of expressing their policies. In many
ways, social media platforms, where users are encouraged to share
information and opinions about themselves and their world, can serve
as a form of dialogue.

Vietnam - Japan strategic cooperation in terms of
culture and current application of digital diplomacy

Overview of cooperation in cultural exchange between
Japan and Vietnam

1973 witnessed the establishment of diplomatic relations between
Japan and North Vietnam. In 1975, when Vietnam reunited between the
North and the South, Japan, and Vietnam agreed to exchange ambas-
sadors, and Japan decided to provide an economic grant to Vietnam. In
2004, The Foreign Ministers of both sides issued the Joint Statement
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“Toward a Higher Sphere of Enduring Partnership.” In 2006, Prime Min-
ister Shinzo Abe officially visited Viet Nam. On this occasion, Vietnam
and Japan issued the Joint Statement “Toward a Strategic Partnership
for Peace and Prosperity in Asia.” In 2009, Party General Secretary
Nong Duc Manh officially visited Japan. During his visit, Party General
Secretary Nong Duc Manh and Prime Minister Taro Aso signed the
Vietnam — Japan Joint Statement on the Strategic Partnership for Peace
and Prosperity in Asia, which upgraded Vietnam-Japan relations to a
Strategic Partnership. Japan was the first country in the Group of Seven
(G7) to establish a Strategic Partnership with Vietnam. In 2015, during
an official visit to Japan, H.E. Nguyen Phu Trong, General Secretary of
the Central Committee of the Communist Party of Vietnam, and Prime
Minister Shinzo Abe adopted the Joint Vision Statement on Japan — Viet-
nam Relations. This statement aimed to comprehensively promote and
further deepen the Japan - Vietnam Extensive Strategic Partnership for
Peace and Prosperity in Asia. Furthermore, this statement showed that
the two sides strengthened their cooperation in cultural exchange. In
2017, Majesties Emperor Akihito and Empress Michiko paid their first
State visit to Vietnam. This trip marked a historical milestone in bilat-
eral relations since it was the first visit by a Japanese monarch to the
country. Over the past 49 years, relations between Japan and Vietnam
have strengthened via many channels regarding their foreign policy.
Japan and Vietnam have established and tied their concerns through
different cultural exchange programs on many platforms. This paper
mainly highlights the most recent cultural activities conducted in both
countries.

Recent years have witnessed Japan and Vietnam’s cooperation suc-
cessfully organizing their highlight musical program, the “Vietnam
— Japan Music Festival.” For example, 2008 marked the 35 year of es-
tablishing Japan — Viet Nam diplomatic relations. Large-scale cultural
commemorative events were organized including the “Hanoi Ho Chi
Minh City Music Festival.” Mr. Ryotaro Sugi — a well-known Japanese
singer and actor — was the Special Ambassador (Anon., 2018). In addi-
tion, Mr. Ryotaro Sugi was awarded the Friendship Medal by the Presi-
dent of the Socialist Republic of Vietnam for his active contribution to
cultural exchange between Japan and Vietnam. Vice President Nguyén
Thi Binh signed the decision on November 19,1992 (Anon., 2018). Lately,
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the Ministry of Culture, Sports and Tourism, and Vietnam Television,
in conjunction with the Embassy of Japan in Hanoi, agreed to hold the
music festival Vietnam - Japan 2018. This program was on air live on
VTV1 - the national television broadcaster of Vietnam and broadcast
the following days on the two countries’ television. Well-known artists
performed this program in Vietnam and Japan (Quan, 2018).

The Joint Vision Statement on Japan — Vietnam Relations mentioned
two projects: the Japan-East Asia Network of Exchange for Students
and Youths (JENESYS) and the “W.A. Project.” Prime Minister Abe’s
initiative witnessed two nations’ cooperation in JENESYS (Anon., 2015,
p- 7). JENESYS is a program between Japan and the Asia-Pacific region,
and Vietnam is one of the participants. This program aims to promote
mutual trust and understanding among the peoples of Japan and the
Asia-Pacific region, build a basis for future friendship and cooperation,
and encourage a sense of Japan’s society, history, cultures, politics, and
diplomatic relations. Moreover, the “W.A. Project” to promote two-way
arts and cultural exchange and Japanese language learning assistance
is highly appreciated by Vietnam (Anon., 2015, p. 7). Besides the key
projects mentioned in the Joint Vision Statement on Japan - Vietnam
Relations in 2015, there have been many cultural programs conducted
by both sides.

Additionally, Japan promotes its culture and supports heritage
conservation in Vietnam. Court music (Nha Nhac) is one of the typical
case studies in which Japan has impacted Vietnamese national poli-
cies toward enhancing Vietnamese cultural identity. Nha Nhac is the
tradition of court music reaching its peak in Hue during the Nguyen
Dynasty. Nha Nhac was proclaimed a UNESCO Masterpiece of the Oral
and Intangible Heritage of Humanity in 2003 and then recognized in
the Representative List of the Intangible Cultural Heritage of Human-
ity in 2008. The projects to safeguard Nha Nhac were funded by the
Japanese government and involved the participation of Japanese experts.
The funding from Japan Funds-in-Trust was $154,900 (Akagawa, 2015).

From February the 28" to March the 5%, 2017, there was a visit to
Vietnam by Japanese Emperor Akihito and Empress Michiko. Notably,
the visit occurred six weeks after Japanese Prime Minister Shinzo Abe’s
trip to Hanoi in January 2017. While Mr. Abe’s stayed focused on boost-
ing bilateral economic, political and strategic ties, Emperor Akihito’s
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visit helped promote Japan’s “soft power” in Vietnam. In addition, it
contributed to strengthening social and cultural connections between
the two peoples (Hiep, 2017). During this trip, Vietham also arranged
events to welcome the Japanese Emperor Akihito and Empress Michiko
and promote Vietnamese culture. When the couple visited Hue, they
arrived at the Duyet Thi Duong Opera House and enjoyed three royal
court music performances. This visit reconfirmed that both nations
appreciate the value of culture.

In summary, the cultural exchange between Vietnam and Japan
has multiple channels and agendas. It includes the interaction between
the government and the public, the monarch and the public, the young
people and their peers, and the exchange of pop culture and heritage
conversation.

The application of digital diplomacy
in Vietnam and Japan

The above information has been featured recently in terms of cul-
ture between Japan and Vietnam. During Industry 4.0, interacting with
the public is very important. In this research paper, the current use
of monologue and dialogue layers of digital diplomacy to promote the
cultural image of Japan is mainly mentioned to analyze diplomats’ daily
directed digital diplomacy.

What are the platforms that Japan uses when conducting digital
diplomacy?

The official website of the Embassy of Japan in Vietnam is https://
www.vn.emb-japan.go.jp. and the official website of the Consulate Gen-
eral of Japan in Vietnam is https://www.hcmcgj.vn.emb-japan.go.jp/it-
prtop_vi/index.html. The official Facebook page of the Embassy of Japan
in Vietnam is https://vi-vn.facebook.com/embassyofjapaninvietnam/ and
the Consulate General of Japan in Vietnam, https://www.facebook.com/
consulategeneralofjapaninhochiminh/. There are quick links to those
Facebook pages on the website of the Embassy of Japan in Vietnam and
the Consulate General of Japan in Vietnam, respectively.
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Other websites and Facebook pages mainly focus on sharing infor-
mation about cultural exchange, namely The Japan Foundation Center
for Cultural Exchange in Vietnam at https://jpf.orgvn/ and https://www.
facebook.com/japanfoundation.vietnam,/.

Besides the official websites or Facebook pages used to interact fre-
quently with audiences, there are other channels that Japan also uses
to promote relations with Vietnam including the website “Japan and
Vietnam: Archival Records on Our History” http://www.archives.go.jp/
event/jp_vn45/english/index.html. This website jointly projects between
the National Archives of Japan and the State Records Management
and Archives Department of Vietnam, which presents the exchanges
of both countries via their holdings. The contents of this website were
supervised by Dr. Masaya Shiraishi, Emeritus Professor of Waseda Uni-
versity. Therefore, this project is a collaboration between two nations
and the people of two countries.

There is the annual “Japan Festival in Vietnam” and a website and
a Facebook page keeping track of this event every year https://japan-
vietnam-festival.jp/ and https://www.facebook.com/JVEVNY/. This event
is seen as a signature event of Japan in Vietnam.

To communicate with the public in Vietnam, Japan has created
many regular and yearly platforms as they are concerned about the
cultural exchange between the two nations, especially the one-way
communication between Japan towards Vietnam.

According to the above data, the strength of Japan’s strategy is
that they have used technology to spread their information by cre-
ating different platforms, as mentioned above. In order to utilize the
strengths of monologue-one-way communication, the two websites
of the Embassy and Consulate General run by the Ministry of Foreign
Affairs are updated frequently, including with news from Japan and
Vietnam, especially since they highlight cultural events to engage the
two peoples. This is vital during Technology 4.0 since audiences always
expect updated information for their needs, such as cultural events,
joining events guidance, scholarship announcements, etc.

In addition, the websites create advantages for Vietnamese audi-
ences by having two languages, Vietnamese and Japanese. This helps
Japan to deliver messages directly to the Vietnamese more quickly than
other Embassies and Consulate Generals in Vietnam, which only use
English on their websites.
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The Japan Foundation Center for Cultural Exchange in Vietnam is
also designed in Vietnamese and Japanese. This center announces in-
formation about cultural exchange activities for young Vietnamese peo-
ple and valuable studying resources. There is an online library where
readers can enjoy books about Japanese culture, history, literature, etc.
Moreover, this website is searchable for documents relating to Japan by
giving complimentary e-books or e-magazines. The Japan Foundation
Center in Vietnam is also dedicated to the mission of the Japan Founda-
tion around the world by carrying out comprehensive global cultural
exchange programs. With a friendly interface, the Japan Foundation
Center for Cultural Exchange in Vietnam website is a strong point of
contact for conducting Japan’s digital diplomacy.

Furthermore, “Japan and Vietnam: Archival Records on Our Histo-
ry” is an online exhibition with around 50 records preserved in archival
institutions and museums in Vietnam and Japan. This exhibition reflects
historical phases of development in the Vietnam — Japan bilateral rela-
tionship by collecting documents of cultural events, diplomatic events,
etc. The demonstration comprises four main sections: Early relations,
Exchanges in the early modern era, Exchanges in the Modern period,
and Vietnam - Japan: Old partners, new partnership (Anon., 2018).

The strength of the dialogue is that the Japanese government has
created and maintained social media accounts for its mission from 2010
to the present day. The posts are written in Vietnamese and Japanese.
The updates on those social media platforms are also frequent, and the
number of followers of the Embassy of Japan in Vietnam is over 107,000,
the highest among the social media of Japan in Vietnam.

For weaknesses in Japan's digital diplomacy, the details relating to
the contents and interactions should be considered, which can mainly
be evaluated through social media platforms. For example, although the
Japan Festival in Vietnam annualy attracts a huge audience to join this
event, its website does not have any records, photos, or videos to pro-
mote Japanese images. Moreover, though the Facebook pages are official
channels to conduct their policy, none of the pages are verified, which
means there is no blue verification badge to let people know that this
page is authentic. This is a weakness when administrating social media
accounts since these Facebook pages cannot prove they are trusted ac-
counts. Hence, when audiences search for information, their page is not
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the first result for audiences’ references. Naturally, it might lead to less
interaction between the pages and the audiences.

Information is updated frequently, but the interaction is not practi-
cal. Some posts only have several interactions (like, share, or comment).
Though the Facebook page is assumed as two-way communication, the
page mainly focuses on making announcements, updating news, and
sharing the link from Foreign Affairs website rather than responding
to the audiences on this platform.

Recommendations to apply digital diplomacy to
promote Japan’s cultural images and conclusion

Japan has founded its roots in its cultural exchange with Viet-
nam when conducting diplomacy. Applying digital diplomacy aims to
achieve and increase the mutual understanding between two peoples.
Japan’s policy has many strengths to enhance, and its weaknesses need
to improve.

Japan has established and made popular websites and Facebook
pages of its foreign affairs divisions. This is the very first step to creat-
ing good opportunities for digital diplomacy.

Although there are currently a number of layers to conducting
digital diplomacy, Japan still needs to advance the operation of digital
diplomacy. For the authority, the Japanese government should apply
and ask for the blue tick verification on their Facebook page to increase
audience interaction.

In addition, each platform needs to meet the requirements of its
function. For example, dialogue layers should be the channels to com-
municate and interact with audiences rather than share information
only. Furthermore, digital diplomacy innovation needs top leadership
support, the trend of top leaders, KOLs, or influencers. Therefore, the
campaign should call leaders to spread information about Japanese cul-
ture. In addition, young diplomats should join the movement since they
are familiar with hi-technology and easily follow social media trends
rather than only share the links to cultural exchange events on their
Facebook pages.
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The diplomats should be the ones to be the storytellers, posting the
status or updates their stories, videos, photos, or links; sharing to effec-
tively spreads the news. In addition, knowing how to make an exciting
hashtag for their posts is also helpful for reaching many audiences in
Vietnam. However, the aforementioned leaders can update their social
media platforms but cannot interact with two-way communication ap-
propriately. This means they cannot answer the comments, react to
many icons, etc. Thus, there should be task-forces to do the admin-
istration tasks. The diplomats should be trained to use social media
effectively and follow the code of conduct to gain effectiveness. Hence,
the PR. stories spread by diplomats should be considered to make the
contents more diverse.
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CULTURAL DIPLOMACY BETWEEN
SERBIA AND BOSNIA AND HERZEGOVINA:
ENHANCING THE CULTURE OF PEACE, TRUST
AND DIALOGUE

SARINA Baki¢

Introduction

Overall relations between Serbia and Bosnia and Herzegovina
could now be considered as normalized, after many years of unresolved
tensions. Bosnia and Herzegovina shares approximately one-third of
its land border with Serbia (almost the entire eastern border of Bosnia
and Herzegovina, or 312 kilometres). Additional ties between the two
countries result from the fact that Serbs are one of the three constituent
peoples in Bosnia and Herzegovina and form a majority in one of the two
Bosnia and Herzegovina’s entities (Republika Srpska)' and in Serbia (in
the SandZak region), there is a large, compact and autochthonous Bos-
niac minority. Finally, another important political link between Bosnia
and Herzegovina and Serbia is that, along with Croatia and Bosnia and
Herzegovina, Serbia is a signatory to the Dayton Agreement?.

In recent years, bilateral relations between the Republic of Serbia
and Bosnia and Herzegovina have been tumultuous. This is in large
part a consequence of the war in Bosnia and Herzegovina. Although the
war ended a long time ago, relations between Bosnia and Herzegovina
and Serbia are not only haunted by the legacy of their past but also
by ongoing regional and global crises. Both countries in their public
political discourse have completely different perceptions of the war
which reflect different views within the states of Serbia and Bosnia and
Herzegovina as well.
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The former Federal Republic of Yugoslavia established diplomatic
relations with Bosnia and Herzegovina in 2000, almost five years after
the end of the war and the signing of the Dayton Agreement. However,
relations between the two countries are still affected by numerous
outstanding issues among which prevail not only quite opposing views
on the past but also on the future political and territorial structure of
Bosnia and Herzegovina.

On the other side, cultural diplomacy as a research field has not
yet been taken seriously in Bosnia and Herzegovina regardless of the
fact that it presents an important mechanism to connect cultures and
promote cultural diversity especially among countries with difficult past
and present relations. This has been proven by cultural actions between
artists from Serbia and Bosnia and Herzegovina who were the first ones
to come together to overcome the wounds and sores of the terrifying
war. After various individual cultural actions, 2004 was a turning
point in relation to cultural cooperation between Belgrade and Sarajevo
initiated by both cities’ authorities. The theatre season in Sarajevo was
opened with guests from Jugoslovensko dramsko pozoriste and Atelje
212 and theatres from Sarajevo, Narodno pozoriste and Kamerni Teatar
55 opened Belgrade’s theatre season with their theatre performances.
This kind of collaboration is ongoing and represents what cultural diplo-
macy in this specific context truly is — a collaboration among cultural
institutions of Bosnia and Herzegovina and Serbia that in most cases
separate the work of governments from the contribution of non-state
actors in the field.

Furthermore, this kind of cooperation illustrates the value of cul-
tural exchange — in which ideas and concepts can be shared in an open
and free manner. By networking, cultural and artistic spaces can be-
come important spaces for dialogue, diversity, education and progres-
sive social changes for both countries and their societies in general.
These types of activities between Serbia and Bosnia and Herzegovina,
should not be unappreciated and unacknowledged when speaking about
a culture of peace as an important component of cultural diplomacy.
However, all the above mentioned is exposed to historical, geopolitical
and economic changes which both Serbia and Bosnia and Herzegovina
are undergoing, related to their own contexts and positions within the
international political landscape.
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Theoretical underpinnings of cultural diplomacy

Cultural diplomacy is a tangible activity that embraces foreign
and internal politics with culture and cultural relations. Culture has
always played an important part in international relations and diplo-
matic engagement.

Diplomacy represents a social activity as well as a political process
in which political participants, in most cases states, join in mutual ac-
tivities within the international field (Vukadinovi¢, 2004:83). Therefore,
cultural diplomacy is a specific form of diplomatic endeavour related
to cultural activities and general issues of culture. It is implemented by
cultural exchange directed towards the public of other states; building
and strengthening mutual understanding according to its own foreign
policy’s goals, mainly promoting its own culture and cultural values
and specific features. Today, states are the main carriers of cultural
diplomacy activities (Melissen, 2005).

Initially, Joseph Nye created the concept of soft power — a concept
still under debate in various discussions related to international rela-
tions and diplomacy. Nye underlines culture as one of three main na-
tions’ elements among political principles and standards and foreign
policy. These three elements of soft power are considered to be utterly
in line with internationally consented credibility and moral authority
(Nye, 2004:36). These elements can be viewed in the various forms of
popular culture including cuisine, fashion, tourism and entertainment.
However, it is most recognizable in art, cultural heritage and education.
Conversely, the fast-moving development and constant change of glo-
balization processes have triggered an upswing of cultural diplomacy
in the context of international relations. The globalization process was
never solely related only to economics but also with issues of culture.
Culture, religion and ethnicity play a substantial role in creating the
image and identity of every state. In other words, culture is utilized for
political and diplomatic objectives. According to Simon Mark, cultural
diplomacy is managed both by diplomats working for the state’s foreign
ministry and by those working for stand-alone entities with varying
degrees of governance and funding links to foreign ministers. Activi-
ties undertaken within cultural diplomacy’s scope manifest an aspect
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of the culture of the state which the government represents and include
a wide range of participants such as artists, academics and students
(Mark, 2009). Additionally, Patricia Goff considers cultural diplomacy
as first and foremost about bridging differences and facilitating mutual
understanding. It is able to tell another story about a country that may
differ from what official policy would imply (2013:3).

Additionally, cultural diplomacy contributes soft power. In the mul-
tilateral context, cultural diplomacy uniquely influences international
cooperation and the building of trust and partnership among different
countries. It is most visible in mutual projects that create long-lasting
interactions and relations among states. In this way, culture becomes a
bridge for (re)connecting and collaboration.

The expression of culture is associated with numerous conno-
tations and meanings, but in general, culture represents a system of
learned and shared beliefs, language, norms, values, and symbols that
groups use to identify themselves and provide a framework within
which to live and work. Moreover, culture can be defined as all the ways
of life including arts, beliefs and institutions of a population that are
passed down from generation to generation. Culture has been known
as ‘the way of life for an entire society’. As such, it encompasses art,
language, religion, rituals, cultural and historical heritage, rules of
manners and behaviours, clothing and gastronomy. In the context of
cultural diplomacy, culture is considered the set of distinctive cultural
features of society or a social group that includes, in addition to art
and literature, lifestyles, ways of living together, value systems, tradi-
tions and beliefs (UNESCO Universal Declaration on Cultural Diversity,
2001). In a theoretical context, states make an attempt to present their
culture, viewed as the “overall way of living” of the nation (Katunari¢,
2007:174) which is likewise presented to others using various cultural
activities that are viewed throughout Enlightenment’s paradigm of
culture as high intellectual and artistic accomplishments (Katunari¢,
2007). In the context of cultural diplomacy, the intercultural approach
is imperative for creating new content and platforms based on already
existing cultural diversity.
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Cultural Diplomacy on the Ambassadors’ Spot

For the purpose of this article, it was necessary to conduct in-
terviews with diplomatic representatives of both countries that are
responsible for cultural diplomacy at the highest government levels.
This component of the empirical research illustrates the public diplo-
macy approach of cultural diplomacy, according to which governments
of the countries, ministries of foreign affairs in particular with their
ambassadors, influence the practice and objectives of cultural diplomacy
in order to achieve foreign policy aims. Interviews with ambassadors
of Serbia and Bosnia and Herzegovina in Sarajevo and Belgrade were
conducted via electronic mail and strictly for the purpose of this article.
Both interviews were conducted in October 2022 with the same ques-
tions related to the importance of cultural diplomacy between these
countries and their diplomatic cultural actions.

In the interview with H.E. Ambassador Aleksandar Pordevié¢, Am-
bassador of Republic of Serbia to Bosnia and Herzegovina in Sarajevo,
it is stressed that bilateral relations are burdened by events from the
1990s, and as such cultural diplomacy represents one of the most ef-
ficient mechanisms for upgrading various forms of mutual coopera-
tion between Republic of Serbia and Bosnia and Herzegovina. Cultural
diplomacy between these two states has been developed in different
segments, highlighting cultural areas contained by projects that the
Embassy of Republic of Serbia in Sarajevo implements in Bosnia and
Herzegovina. Out of numerous projects, he specified the International
Literary Festival “Pero Zivodraga Zivkovi¢a®”, organized by the Asso-
ciation of Citizens for Cultural Reanimation Armagedon from Zenica
supported by Embassy of Republic of Serbia and Embassy of Republic
of Italy. Besides keeping memory of Zivodrag Zivkovi¢, the aim of this
Festival is also to work on developing the cultural literary scene in the
region, especially among young and unpublished writers and poets.
This project has been ongoing for the past eight years. Furthermore, the
Embassy of the Republic of Serbia gave its support to a notable festival
in Bosnia and Herzegovina called the Actor Festival of Bosnia and Her-
zegovina, organized by the cultural institution People’s University in
Konjic. The embassy’s support consists of participation and organization
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of theatres and actors from Serbia. Among other events, H.E. Ambas-
sador Aleksandar Dordevi¢ underlined the cultural event dedicated to
Serbian writer Milo$ Crnjanski that was held on June 15%, 2021, in the
Museum of Literature and Theatre Art of Bosnia and Herzegovina in
Sarajevo.

In the second interview, H.E. Ambassador Aida Smaji¢, Ambassa-
dor of Bosnia and Herzegovina to Serbia stressed that cultural coopera-
tion presents one of the priorities of foreign policy with impeccable value
in the promotion of state via culture, and today it is an inseparable part
of international politics and diplomacy. According to the principles of
Bosnia and Herzegovina's foreign policy, affirmed by the Presidency of
Bosnia and Herzegovina, there are five priorities of the foreign policy of
Bosnia and Herzegovina®. In the bilateral context among priorities, there
are good neighbourly relations with the states in the region, strength-
ening relations with other states and organizations, promoting Bosnia
and Herzegovina’s entrepreneurship and strengthening technological
and cultural cooperation with other countries. Bearing in mind that
Bosnia and Herzegovina has no developed cultural policy or cultural
strategy, unfortunately, the basis for investment in this specific field of
diplomacy is very small-scale. Education, science, culture and sport are
within the responsibility of the Ministry for Civil Affairs because there
is no Ministry for Culture at the state level. As H.E. Ambassador Smaji¢
stated the individual successes of Bosnia and Herzegovina’s established
artists, athletes, theatre and infilm professionals are surely a bright spot
in the country’s promotion at the cultural level but unfortunately, they
are rarely supported by the state. She is more than certain that there
are numerous ways for changing this kind of condition and improve
current circumstances.

The embassy of Bosnia and Herzegovina in Belgrade is devoted
to presenting Bosnia and Herzegovina in a better light, in spite of long-
term obstacles and glitches in the relation of these states. There are
important agreements that both states signed as the legal basis for
scientific, technological, educational, cultural and sports cooperation®.
Furthermore, the Embassy of Bosnia and Herzegovina in Belgrade has
participated in the public diplomacy campaign named “12 days of peace”.
This is a public diplomacy campaign implemented by the Ministry of
Foreign Affairs and the United Nations in Bosnia and Herzegovina and
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in diplomacy missions throughout the world with the aim to build, sus-
tain and strengthen peace and peaceful culture. The first campaign in
Republic of Serbia was organized and realized in the Embassy of Bosnia
and Herzegovina in Belgrade in 2021 named “Meeting of Friends” and
was participated in by humanitarians, entrepreneurship representa-
tives, university professors and medical doctors from the Republic of
Serbia together with former diplomats from Bosnia and Herzegovina
who lived or are still living in the Republic of Serbia. The same Cam-
paign in 2022 started on International Peace Day and ended on Interna-
tional Nonviolent Day when representatives of the Embassy of Bosnia
and Herzegovina visited many kindergartens in Belgrade and delivered
gifts to children. Additionally, besides these types of activities, the Em-
bassy of Bosnia and Herzegovina in Belgrade supported a Conference on
Education and Art together with the Ministry of Culture and Informa-
tion of the Republic of Serbia, participated at different festivals with pre-
sentations of traditional Bosnian culture (music, cuisine, photography,
etc.). On the less positive side, due to the complicated political context of
Bosnia and Herzegovina, H.E. Ambassador Aida Smaji¢ considers that
there is a huge disparity regarding coordinated activities among various
actors in cultural diplomacy, meaning no adequate communication and
cooperation without a relevant strategy.

Museums as cultural diplomacy contributors in
promoting dialogue and peace

What about non-governmental actors within cultural policy be-
tween Serbia and Bosnia and Herzegovina? One of the most encour-
aging and inspiring narratives is the activities of the War Childhood
Museum in Sarajevo® and their cooperation with institutions in Serbia.
In the interview with Masi¢ Selma conducted in October 2022, one of
the museum’s guides and youth activist, underlined that activities of
this Museum in Serbia started in 2018 in cooperation with Caritas or-
ganizations from Italy and the town of Valjevo in Serbia; documenting
experiences of children in refugees’ camps. Since 2021, this Museum
has worked on documenting the experiences of children who were in
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Serbia during the time of the NATO bombing. In the context of these
activities, the research team of the War Childhood Museum in Sarajevo
used methods of oral history, video testimonies and the collecting of
children’s items that are related to their personal experiences. Besides
this ongoing project, the Museum realized two exhibitions in coopera-
tion with Youth Initiative for Human Rights from Serbia. The first one
is called “Let’s Talk” related to war-time sexual violence as the part
of regional project Strengthening of Women’s Awareness on War and
Gender-Based Violence”. The second exhibition was actually part of
main exhibition of the museum related to children’s war experiences in
Bosnia and Herzegovina, Serbia, Syria, Kosovo, Ukraine, and Afghani-
stan. Selma Masi¢ expressed a great satisfaction because many people
from Belgrade came and visited this exhibition and that this kind of
cultural diplomacy is actually great ground for better communication,
dialogue, understanding and finally, reconciliation. Furthermore, the
War Childhood Museum in Sarajevo regularly notes many visits by
citizens of Serbia, people of all generations from Belgrade, Novi Sad,
Valjevo and other towns in the Republic of Serbia.

This is crucial, especially in Bosnia and Herzegovina, where the
critical approach and reconciliation dialogue within society are almost
nearly non-existent, mostly due to the lack of will from political elites
and the lack of consensus regarding the future of Bosnia and Herze-
govina’s organization in a political context (Baki¢, 2021). This greatly
influences the cultural diplomacy of Bosnia and Herzegovina in a much
broader view. Additionally, according to Serhan Ada (Ada, 2017:55),
the issue of which artists and which artistic practices are promoted
is explicitly one of international cultural policies. It is about multicul-
turalism, intercultural dialogue and cultural diversity. In other words,
we can clearly assert that both, Serbia and Bosnia and Herzegovin-
ian societies are multicultural ones, in which given societies deal with
cultural diversity. Multiculturalism expresses the view that society is
enriched by preserving, respecting, and even encouraging cultural di-
versity. In the field of political sociology, multiculturalism refers to the
ways in which societies decide to create and implement official policies
dealing with the reasonable treatment of various cultures in the most
general terms. These references are deeply connected on how cultural
diplomacy functions.
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Conclusion

Cultural diplomacy performs a significant role in the achievement
of foreign policy objectives of the state in many fields such are econom-
ics and various industries, but also it is a valuable tool for the imple-
mentation of state interests and benefits in the wider context of what is
recognized in all interviews conducted for this article.

Some of these examples can prove that there is a willingness to
search for a formula for generating an alternative dialogue that will
safeguard BiH’s interests and at the same time direct cultural institu-
tions towards intellectual and affirmative humanistic values. This sort
of approach is well suited to face the lingering residues of nationalist
animosity. The politics of animosity are largely produced by political
elites in this region, with their persistent aim to constantly reproduce
and nourish a culture of fear and mistrust among people in Bosnia and
Herzegovina and Serbia. That is why political elites do not prefer and
therefore do not support those concepts and institutions that are fos-
tering serious reconciliation processes. Culture in their mind is still an
ethnically based culture with the solitary role of strengthening national
identities and national histories. Sadly, there is still not an adequate
space for cultural diplomacy at the political institutions’ level. We can
agree with Ljilana Roga¢ Mijatovi¢ that the major task could be to rein-
force the civil sector as bearer of cultural policy (2017:207)® together with
redefining the relationship to various social traditions, cultural matrices
and identity layers (Ibid). This could be related not only in the context
of Serbia’s, but also for Bosnia and Herzegovina’s cultural diplomacy.
When constructing original models of cultural diplomacy, both states
should be ready to accept certain values from each other. In this context
it should be remembered that values of culture and art implicate insepa-
rable elements of humanity and refinement, it affects people’s attitudes
towards other people, binding people together after war and overcoming
serious political turbulence between these two countries. This is proven
by scattered attempts to continue cultural diplomacy especially in the
sectors of education and tourism. Through cultural diplomacy, Bosnia
and Herzegovina and Serbia present their unique cultural and social
values, better mutual understanding, eliminating various prejudices,
respecting authenticity and equality of cultures, strengthening cultural
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bonds and forms of solidarity and should work openheartedly, with the
aim of what is the most important; efforts for peace keeping.
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Notes

The peace agreement negotiated in Dayton, Ohio, U.S., in November 1995 estab-
lished Bosnia and Herzegovina as a state composed of two highly autonomous en-
tities, the Republika Srpska and the Federation of Bosnia and Herzegovina.
The General Framework Agreement for Peace in Bosnia and Herzegovina, also
known as the Dayton Peace Agreement (DPA), Dayton Accords, Paris Protocol
or Dayton-Paris Agreement, is the peace agreement reached at Wright-Patterson
Air Force Base near Dayton, Ohio, United States, in November 1995, and formally
signed in Paris on 14 December 1995. These accords put an end to the war in
Bosnia and Herzegovina.

Zivodrag Zivkovi¢ (1937-2002) was Serbian poet, essayist and writer, lived in Ze-
nica, in Bosnia and Herzegovina until the war in 1991 then lived in Kragujevac,
Serbia until his death. He was “living his poetry” but not adequately appreciated
in public throughout entire region of former Yugoslavia.

Those priorities are based upon General Principles and Priorities for Implemen-
tation of Foreign Policy by Presidency of Bosnia and Herzegovina.

Agreement on scientific and technological cooperation between Council of Minis-
tries Bosnia and Herzegovina and Council of Ministries of Serbia and Monte Ne-
gro signed in Sarajevo 2003, effective since 2005 and ratified in 2014. Agreement
on cooperation in the field of education, culture and sport, signed in 2010 between
Council of Ministries of Bosnia and Herzegovina and Government of Republic of
Serbia, effective since 2011. Protocol on cooperation between Archive of Bosnia
and Herzegovina and Archive of Republic of Serbia signed in 2012. Memorandum
on cooperation in the field of sport and youth policy between Ministry of Civil
Affairs of Bosnia and Herzegovina and Ministry of Youth and Sport of Republic of
Serbia signed in 2015 and Protocol on cooperation between Council of Ministries
of Bosnia and Herzegovina and Government of Republic of Serbia on preservation
of the Bridge of Mehmed Pasa Sokolovi¢ in ViSegrad, signed in 2015.

The War Childhood Museum has been awarded one of the most prestigious mu-
seum awards — the Council of Europe Museum Prize 2018. Tackling children, the
most vulnerable social group, in war, this museum opens an important discourse
about children’s human rights, position and the memories of children in war,
and at the same time it promotes tolerance, empathy, sincerity, mutual respect,
cultural diversity and, what is most important, the importance of finding the
ability to treasure common ground against wide-ranging wars (Baki¢, 2021:352).
See more in: Dragic¢evi¢ Sesi¢, M., Roga¢ Mijatovi¢, M., Mihaljinac, N., 2017. Cul-
tural Diplomacy: Arts, Festivals and Geopolitics. Belgrade. Creative Europe Desk
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Serbia, Ministry of Culture and Media of Republic of Serbia, Faculty of Dramatic
Arts in Belgrade, Institute for Theatre Film Radio and Television

8 See more in: Segi¢, D., M., Mijatovi¢, R.M., Mihaljinac, N., 2017. Cultural Diplo-
macy: Arts, Festivals and Geopolitics. Belgrade. Creative Europe Desk Serbia,
Ministry of Culture and Media of Republic of Serbia, Faculty of Dramatic Arts
in Belgrade, Institute for Theatre Film Radio and Television.
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CULTURAL (PARA)DIPLOMACY OF FEDERATED
UNITS: INTERNATIONAL POSITIONING OF
QUEBEC’S DISTINCTIVENESS

NiNa Saji¢

Introduction

(Para)diplomacy is a term often employed in literature to denote
international activities of sub-state actors, however other terms such as
constituent diplomacy, global micro-diplomacy, catalytic/ multi-layered
diplomacy, sub-state diplomacy, post-diplomacy, beyond diplomacy, or
proto-diplomacy may appear as well. Motives and incentives for their
international engagement may vary and can be grouped into three broad
categories: economic, cultural and political (Sajic, 2019: 73-74). When
(para)diplomacyis motivated by culture, sub-state units “try to defend
or expand the recognition of their institutional peculiarities in order
to secure their cultural identity” (Blatter et al., 2008: 467). Although it
is difficult to determine which motive is more important overall, the
international activities of sub-state units may be greater if they involve
questions of culture, especially issues of identity and language (Vengroff
and Rich, 2006: 112). Indeed, some of the most internationally active sub-
state units (Quebec, Flanders, Catalonia, Scotland, the Basque Country
etc.) devote a significant part of their international activities to promot-
ing their identity, language and/or culture, often perceived as distinc-
tive. The international scene may provide for such sub-state units an
“opportunity to build and consolidate their national identity” (Lecours,
2002: 96). Some of them were pioneers in internationalisation; for ex-
ample, the international activities of Quebec and the Basque Country
date back to the late 19" and beginning of the 20" century. This paper
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analyses the cultural (para)diplomacy of Quebec; it looks at how Que-
bec uses culture to position itself internationally and project its unique
cultural and linguistic distinctiveness. A brief analysis of Canadian
federal structure is followed by a discussion on Quebec’s position in the
Canadian federation with a focus on its distinctive culture and language.
In analyzing international activities at bilateral and multilateral levels,
this paper highlights the role of cultural (para)diplomacy in Quebec’s
quest for the promotion of its distinctiveness and the kind of recognition
that it has never officially received at home. A concluding section sum-
marizes how culture can be used by sub-state units, as an important
instrument for promotion of distinctive identity internationally.

Canadian federal design

Canada is one of the oldest and largest modern federations in the
world. Federal institutional design was created to accommodate di-
versity and prevent conflict mainly between Francophones and An-
glophones. Federal architecture was especially advocated by Quebec,
which sought to acquire political autonomy in order to preserve its
distinct culture, language and social structure. However, Anglophones
favored the British tradition of unitary government and opposed a de-
centralized federation (Parker 2015: para 229). In the end, after much
of debate and compromise Canada was created as a federation in 1867,
with two levels of government, federal and provincial. Originally, it was
comprised of four provinces: Ontario, Quebec, Nova Scotia and New
Brunswick. Other Canadian provinces (ten in total) and three territories
joined the Federation later, with Nunavut being the last to officially join
Canada in 1999. Unlike the USA, Australia and some other federations,
residual powers are not vested in federated units (provinces), but in the
center, which could be explained as demonstrating a tendency to create
a strong center from the onset. Hence, in the beginning, Canada was
a fairly centralized federation with provincial powers mainly limited
to education, health care, religious matters, municipalities and other
local matters. The British North American Act 1867, which served as
Canada’s constitution until 1982, when it was amended, recognized

139



CULTURAL DIPLOMACY AND CULTURAL RELATIONS

the use of both French and English in Parliament and before courts,
but the term “official languages” was introduced only in 1969'. While
in Quebec, Francophones had constitutional instruments to protect
their language and culture, Francophones outside of Quebec did not
have such provincial protection or mechanisms to stop, for example,
the abolishment of French schools in Ontario in 1913 (Erk, 2008: 46).
Although the founding fathers of the Canadian Confederation created
a new country, Canada was not a real fully-fledged nation-state for
quite some time; for example, Canadian citizenship was instituted only
in 1947; the Canadian Supreme Court did not rule in final appeal be-
fore 1949; the Canadian flag was not adopted until 1965, while Quebec
has had an official flag since 1948 (Balthazar 1999:154). Balthazar goes
on to say that the “British umbilical cord” was not cut until the 1960s
(Balthazar, ibid). Canada was originally created to have a strong center,
however, pressures to recognize duality and regionalism, have led to a
more decentralized state both legislatively and administratively (Watts,
1999:24). Nonetheless, Canada has still failed to accommodate Quebec’s
demand to officially recognize the people of Quebec as a distinct nation
that is on equal footing with the Anglophones. Despite Quebec’s op-
position to substantial constitutional amendments, the Constitutional
Act was proclaimed in 1982. The proclamation of the constitution was
preceded by a failed referendum on the sovereignty-association project
in Quebec in 1980. The years that followed saw increased tensions be-
tween Ottawa and Quebec resulting in another failed referendum on the
future of Quebec in 1995 (50,58 % were against and 49,42 in favor). The
period from the mid-1960s to the mid-1990s is often called in literature:
the era of “mega-constitutional” politics in Canada (Russell, 1993), with
debates on issues such as distribution of wealth, education, health, but
also the issues of identity and culture. Although, as Simeon (1995: 256)
rightly points out, throughout its history and especially after mid-1960s,
Canada has been under continual constitutional crises, however the
federation has managed to survive.

140



CULTURAL (PARA)DIPLOMACY OF FEDERATED UNITS

Quest for recognition of Quebec’s
distinctiveness within Canada

Quebec is the largest province in Canada by territory and the sec-
ond most populated with over 8 million people or 23% of the overall
population of Canada. French is the mother tongue of almost 80% of
Quebec residents with English for only 7%; almost 95% of inhabitants
speak French.

Since the creation of the federation in 1867, Quebec has been insist-
ing on a strict federalism as a mechanism to protect its cultural and
cultural dualism in Canada and it has constantly opposed “central-
izing conceptions and homogenizing tendencies” (Brady, 1959: 260).
Quebecers insist on the fact that they are one of the two founding
nations of the Canadian federation and as such they want its specifici-
ties to be officially recognized in Canada. This demand for recognition
and more autonomy started to be more articulated in the 1960s with
what has been known as the Quiet Revolution. The Quiet Revolution
brought about changes that transformed Quebec from a traditional
state, where the Church had a central role in education, healthcare
and other aspects of daily life, into a modern and secular social welfare
state. According to Zubrzycki (2016: para 32-33) the Quiet Revolution
“has a quasi-sacred status in Quebec”, not only because it led to the
creation of a modern and secular society, but also because of the shift
in selfimage. French Canadians no longer saw themselves as “little
people born for a small piece of bread” (Zubrzycki, ibid), but as a dis-
tinct nation that from then on started to use the name Québécois or
Quebecers (in English). During the 1960s, the first education minister
in modern Quebec Gérin-Lajoie formulated what would become known
as the Gérin-Lajoie doctrine. The doctrine is considered to be the of-
ficial foundation of Quebec’s internationalization and the expression
of full autonomous responsibility of Quebec in matters that fall under
its jurisdiction (Balthazar, 1999: 158-159). Gérin-Lajoie advocated that
Quebec should have a special status that would enable the protection of
its language and distinct culture. His doctrine could be best explained
in his speech:
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Quebec is not sovereign in all matters: it is a member of a federation.
But it constitutes, in a political sense, a state. It possesses all elements:
territory, population, autonomous government. It is also the political
expression of a people that is distinct in many ways from the English-
speaking communities inhabiting North America. Gérin-Lajoie 1965
(quoted in Balthazar, 1999:158).

However, Quebec has not been given a special status nor has it
been put on an equal footing with the Anglophones. The root of the
tensions between Ottawa and Quebec lies in the fact that the Canadian
constitution has never officially recognized the existence of Quebec
as a nation and distinct society. All of Quebec’s initiatives to include
specificities and the distinct nature of Quebec in the Canadian Con-
stitution have been rejected; one of them was a failure to ratify the
Meech Lake Accord? in 1990. In 2006 the House of Commons of Canada
adopted a resolution that reads as follows: “That this House recognize
that the Québécois form a nation within a united Canada” (Government
of Quebec, 2015a). Although this motion represents a step forward, it
has no legal consequence and only remains a symbolic political gesture
(Government of Quebec, 2015a). In 2017, on the occasion of the 150th
anniversary of the Canadian Federation, the Government of Quebec
presented its Policy on Québec Affirmation and Canadian Relations
(Government of Quebec, 2017a). The policy document clearly defines
and names Québec’s plural and inclusive national identity and includes
the vision for Québec within Canada.

Internationalization of Quebec

Michaud and Ramet (2008, 308) distinguish two main phases of
development of Quebec’s international involvement. The first stage
“international affirmation” begun in the 1960s and was important for
internal regional building (Michaud and Ramet 2008, 309). This stage
begun with the Quiet Revolution that not only transformed Quebec into
a modern society, but also led to a shift in selfimage of Quebecers. The
second stage, which started in the 1980s, was more concentrated on
policy development and institutionalisation of Quebec’s international
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engagement. While Michaud and Ramet (2008, 309-310) argue that the
internationalisation of Quebec during the second stage followed the
logic of “politics of small steps” in order to avoid conflicts with Ottawa,
Feldman and Feldman (1984, 37) argue that the conflict with Ottawa
accounts for much of Quebec’s international activities.

Bilateral level

Quebec was one of the pioneers in internationalization, whose in-
ternational activities date back to the late 19" and the beginning of the
20" century. Quebec appointed a representative in Paris in 1882 (long
before Canada did it), it created a mission in London in 1908, in Brussels
in 1915, in 1943 an office was opened in New York mainly for economic
purposes and for the promotion of trade and tourism (Balthazar 1999:
157). Although these activities were rather sporadic, they laid grounds
for a new wave of Quebec’s internationalization that started during the
Quiet Revolution in the 1960s. One of the first initiatives during this
period was to create a Ministry of Cultural Affairs, which was estab-
lished in 1961 with the aim to promote Quebec’s distinct culture and
identity through funding various cultural programs and projects both
at home and abroad. Quebec signed the first international agreement
in 1965 with France in the matters of education. Since then, Quebec
has signed over 600 agreements, memorandums and treaties with over
80 countries and almost half of them are still active today. Currently,
Quebec has a network of 34 offices in 19 countries. It also has a Min-
istry of International Relations and La Francophonie, with over 700
employees and even has an Institute of Diplomacy under this Ministry.
The Arts and Literature Council of Quebec (Conseil des arts et lettres
CALQ) was established in 1994 with the mission to support the creation
and production in arts and literature and to promote Quebec’s culture
abroad; it provides financial support to 1500 artists and 800 non-profit
arts organizations annually (Government of Quebec, Conseil des arts et
lettres). Quebec’s cultural (para)diplomacy is an important instrument
of the internationalization of Quebec and its distinctiveness.

As Bélanger (2002: 195) rightly points out, Quebec could not truly
internationalize if there were no foreign partners that were willing to
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undertake relations with its representatives. France has been one of
the most important strategic international partners of Quebec. French
official support and encouragement have been so substantial, both at
bilateral but also at multilateral levels, that one could even argue that
without it, Quebec could not have developed its international agency.
France gave full diplomatic status to the General Delegation of Que-
bec® in Paris, which was opened in 1961. This means that the Delega-
tion and its official representatives enjoy full diplomatic privileges and
immunities normally reserved for foreign Embassies and Consulates.
The DeGaulle government was especially keen to encourage Quebec’s
internationalization, particularly in the field of culture and language.
DeGaulle himself went as far as “showing sympathy for the secession-
ist movement” (Balthazar 1999: 160) when addressing the crowd from
the Montreal City Hall balcony on the 24% of July 1967 with the words
‘Vive le Quebec libre’ (Long Live Free Quebec). Relations between France
and Quebec have changed since then, although they have remained
special in many ways. At the request of the Party Quebecois, France
revised its position to what has been known since 1977 as “ni ingérence
ni indifference” (neither interference nor indifference). Although France
took a non-interference stance, bilateral relations have been expended
to many issues to include economy, science, culture, industry, mining,
renewable energy, education, employment, art, heritage, health, tour-
ism, language etc. These “direct and special relations” between France
and Quebec are based on historic, cultural and economic ties, since
the 1960s (Ministry of Europe and Foreign Affairs of France, 2018).
They are institutionalized through various agreements, forums, groups,
organizations and also by meetings that take place every two years
between their respective Prime Ministers. France has concluded more
agreements with Quebec than any other sovereign state (Molinaro 2002:
244).In 1965 the Permanent Commission on Cooperation between Que-
bec and France was established to foster and coordinate their bilateral
relations and cooperation with a special focus on culture, heritage and
the French language. It is worth noting that France is the 2™ largest
foreign investor in Quebec (Ministry of Europe and Foreign Affairs of
France, 2018). Although their bilateral relations have evolved with multi-
dimensionality, culture and language remaining at their heart. Quebec’s
cultural (para)diplomacy with France aims at creating various artistic
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partnerships between local artists, cultural operators and creative in-
dustries. As a result, a very dynamic and frequent artistic exchange
has been taking place and France has been the highest “consumer” of
Quebec’s culture outside of Quebec. France has been the “epicenter of
Quebec’s international relations” and their objective has predominantly
been cultural and political (Painchaud, 1988: 243). Celine Dion, Garu,
and Lara Fabian to name just a few Quebec’s artists, have gained fame,
not only in France but also internationally. Quebec has also oriented
its cultural (para)diplomatic activities towards other countries such as
the UK, Ireland, the Nordic Countries, Germany, Austria, Switzerland,
Japan, Mexico and some African countries. Quebec’s literature is very
present in German-speaking countries with over 100 of Quebec’s books
being translated into German in less than two years (Délégation gé-
nérale du Québec a Munich, 2022). It is noteworthy that cultural (para)
diplomacy also has an economic component. Culture is an important
economic engine in Quebec and cultural industries account for 4.3% of
its economy and nearly 176,000 jobs (Government of Quebec, 2017b, p.
63). As Quebec’s domestic cultural market is relatively small, Quebec’s
cultural (para)diplomacy also has that export-oriented aspect and is in
constant search for new cultural markets, such as the ones in Asia and
the Americas. (Government of Quebec, 2017b, p. 63).

Multilateral level

Quebec’s cultural (para)diplomacy has also been aimed at the mul-
tilateral level, especially at two International governmental organiza-
tions: International Organization of la Francophonie (OIF) and UNESCO.
Membership in most of the international governmental organizations is
almost exclusively reserved for nation states, however some IGOs may
allow membership of other actors such as federated units and regions,
but under special conditions and under certain limitations (Sajic, 2019:
80). For federated units and regions with national aspirations including
identity building and promotion “representation in international institu-
tions is usually an important priority” (Kincaid, 2010: 18).

Quebec’s internationalization at the multilateral level, especially
within OIF, has been by and large sponsored and encouraged by France.
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This support started with De Gaulle when France persuaded Gabon to
invite Quebec to participate in a conference on education for French-
speaking countries in 1969, which Canada took as a stark provocation
and temporarily broke diplomatic relations with Gabon (Balthazar 1999:
160). The first attempt to be represented in an international organiza-
tion was with the Agence de Co-operation Culturelle et Technique (ACCT),
an international governmental agency for cultural and technical co-
operation in the French-speaking countries that was a predecessor of
OIF. Quebec demanded membership of ACCT on the grounds that it was
the sole representative of Francophone population in Canada, and while
Ottawa strongly opposed it, Quebec was given membership status in the
framework of the Canadian delegation (Balthazar ibid).

Today, Quebec is one of the three sub-state units (New Brunswick
and Federation Wallonie-Brussels being the other two) that are full-
fledged members of OIF. Their membership status is the same as the
status of the other 51 state members, but they are presented in the
organization as “participating governments” under the names “Canada-
Quebec” and “Canada-Nouveau-Brunswick” respectively, while Federa-
tion Wallonie-Brussels participates under that name. The French lan-
guage is obviously one of the most important characteristics of Quebec’s
identity and distinctiveness. Quebec has considered itself to be the main
homeland of French culture in the Americas and has taken on a special
responsibility to develop, promote and safeguard French culture in the
Americas and worldwide (Government of Quebec, 2017 b, p. 67). In 2006,
the Quebec Government established the Francophonie Centre of the
Americas with the aim to promote the French language in the context
of cultural diversity in the Americas (Government of Quebec, 2015b).
In 2014 the Centre created the Library of the Americas, which provides
free access to over 15.000 digital francophones books. Quebec actively
participates in all OIF commissions, bodies, working groups and the
Standing Council. It contributes to all OIF operating agencies such as the
Francophone University Agency (AUF), the Senghor University in Alex-
andria, the International Association of Fracophone Mayors (AIMF), and
the TV5 Monde television network. The TV5 network enables Quebec to
broadcast its productions, but also news, to over 370 million households
in over 200 countries and territories (OIF). As Mark points out the OIF
has not only been an instrument to help Quebec in safeguarding the
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French language, but it has also been “a source of support for Québec’s
aspirations to be recognized as a distinct culture, with a unique position
on the American continent” (Mark, 2010, p. 71). The OIF has provided
Quebec a unique platform to promote its distinctiveness within the or-
ganization, but also among the other 80 states and territories, that have
the status of members, associated members or observers.

Quebec’s presence in the UNESCO is more of recent times but as
equally important as the OIF. In 2006, the Government of Quebec and
the Government of Canada signed the agreement at UNESCO, which
represents “an unprecedented step forward, placing it among the most
decisive initiatives in Québec’s international relations history” (Rep-
resentative of the Government of Quebec in the Permanent Delega-
tion of Canada to UNESCO 2022). Based on this agreement a post of
the Quebec Government Representative, with a diplomatic status of a
counselor, was created within the Permanent Delegation of Canada to
UNESCO. The Governments of Canada and Quebec (in the fields of its
competence) agree on votes, resolutions, negotiations, policies and posi-
tions in UNESCO, and Quebec’s representatives participate in meetings
and conferences with the rest of the Canadian delegation (Government
of Canada, 2022). The representatives of Quebec promote and protect
Quebec’s interest in education, culture, scientific development and in-
formation society; establish relations with other UNESCO delegations
and actively participate in the work of UNESCO representative groups
such as la Francophonie and the Commonwealth. (Representative of
the Government of Quebec in the Permanent Delegation of Canada to
UNESCO 2022).

In the fall of 2019, the Government of Quebec released Quebec’s
International Vision as an extension to its International policy adopted
in 2017. The first principle of Quebec’s international engagement is
based on language and culture as the affirmation of Quebec’s identity
(UNESCO, 2020). A whole chapter is devoted to the promotion of Quebec
culture and artists internationally; support for presentation and export
of Quebec cultural production as well as for cultural showcases is envi-
sioned in this document (UNESCO, 2020). The Government of Quebec
intends to promote diversity of cultural expressions, particularly in
collaboration with the developing countries of OIF and to strengthen
its role in the field of culture within UNESCO.
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Concluding remarks

Quebec has been present on the international scene for over 60
years now, although it was engaged in some sporadic international activi-
ties even before that. A systematic, culture and identity-oriented inter-
nationalization started in the 1960s with the Quiet Revolution. Quebec’s
cultural (para)diplomacy has been an integral part of a larger project of
Quebec’s internationalization and in this paper, it was analyzed in that
context. Quebec’s identity is based on its unique history, culture, lan-
guage and set of values that distinguish it from the rest of the Canadian
Federation. According to one survey conducted in 2012, 82 % of Que-
becers agreed with the statement that “Quebec, because of its language
and heritage, is different from the rest of the country” (Government of
Quebec, 2017a, 72). However, that distinctiveness and uniqueness have
never been officially recognized by the Canadian constitution. In the
absence of meaningful and concrete recognition of Quebec’s identity in
Canada, Quebec’s aspirations to be perceived as a distinct culture with a
unique position in Canada and the Americas were oriented internation-
ally. Quebec’s cultural (para)diplomacy has been aimed at international
partners, who are likely to acknowledge its uniqueness, but also those
that may provide political support for its agenda. For various cultural,
linguistic and historic reasons, France has been the most important stra-
tegic partner of Quebec and has not only recognized its distinctive cul-
ture and unique position in the Americas but also has sponsored many
of its initiatives at the multilateral level; like its membership of the OIF.

Quebec’s international action is based on its culture and speci-
ficities and cultural (para)diplomacy has been concerned with the pro-
motion and safeguarding of its cultural sovereignty. Quebec is still in
search of equal status in the Canadian federation, although there have
been some positive changes in that direction such as the representations
of Quebec in UNESCO. Quebec will continue to be engaged in various
international activities that will provide some sort of international
recognition. Quebec’s Policy on its Affirmation and Canadian Relations
(Government of Quebec, 2017a, 72) is based on the vision that “We must
malke our voice heard, in order to be better understood” and cultural
(para)diplomacy provides instruments to ensure that the Quebec voice
reaches the international audience.
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Cultural (para)diplomacy represents a significant part of the in-
ternational activities of regions and federated units with distinctive
identities. The research described in this Article represents only a first
instance of a broader study of the cultural (para)diplomacy that could
be extended to a comparative analysis of other federated units and
regions with a distinctive identities. This study raises a number of op-
portunities for further theory development and hypothesis validation.
Firstly, the findings of this Article could be strengthened by expanding
the analysis to other federated units and regions having a distinctive
identity, such as Flanders, the Basque Country, Scotland, Catalonia, and
less studied regions of Tatarstan, Kurdistan, the Republic of Srpska etc.
For example for Flanders, the cultural dimension in its international
relations is of great importance as it “enhances the international vis-
ibility and reputation of Flanders through the arts and heritage sector”
(Flanders Chancellery and Foreign Office). Flanders has had its own
autonomous cultural policy for over 40 years and since the 2000s the
cultural and creative sectors have been seen as an important part of the
Flemish innovative economy (OECD, 2022: 91-92). One could examine
the evolution of the Flemish cultural (para)diplomacy and how and to
what extent Flemish the distinctiveness that has been recognized in
Belgium has shaped internationalization of its culture and evolution of
its external relations in general.

Scotland’s culture is one of the seven priorities of its international
activities. The development of the international agency of Scotland has
been constrained by the limited powers it enjoys within the UK. Implica-
tions of Brexit for Scottish external relations including cultural (para)
diplomacy could be included in the future research agenda. For example,
one could ask whether Brexit could be regarded as a critical juncture for
further development of Scottish international agency and its cultural
(para)diplomacy. How has Scotland established its relations with the EU
and its members states? How has its institutions such as the External
Affairs Directorate or the Scottish Government EU Office in Brussels
responded to these new opportunities? How and to what extent has its
cultural strategy and (para)diplomacy changed since Brexit? are just
some of the questions for future research that could lead to more insight.

Catalan cultural diplomacy was one of the three pillars on which its
external relations were based until the independence referendum held
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in 2017, the other two being political (para)diplomacy and public diplo-
macy. As a part of its cultural strategy, the Government of Catalonia, the
Government of the Balearic Islands and Barcelona City Council created
in 2002 the The Institut Ramon Llul as a public institution responsible
for promoting Catalan language and culture internationally. The in-
tervention of the Spanish Government after the 2017 referendum in
Catalonia led to dismantlement of Catalonia’s institutions and dismissal
of hundreds of officials and civil servants. These measures and court
cases included the activities and operations related to external relations
and cultural (para)diplomacy such as for example closure of Catalan
delegations abroad. The intervention of the Spanish Government could
be regarded as a critical juncture and one could examine how it created
constraints on Catalonia’s cultural (para)diplomacy.

Further research could therefore be done in the form of compara-
tive studies using for example the theory of historical of institutional-
ism, especially the concept of critical junctures. One could use this
theory to analyze the rationales of the international engagements of
federated units and regions and how critical junctures produced op-
portunities as well as constraints for development of their cultural
(para)diplomacy. By applying the theory of historical institutionalism
to future analysis, one could demonstrate its broader relevance for the
study of cultural (para)diplomacy.

Notes

1 For the brief evolution of the official language consult https://www.canada.ca/en/
canadian-heritage/campaigns/canadians-official-languages-act/history-official-
languages-act.html

2 The Meech Lake Accord was a package of constitutional changes negotiated
in 1987. The Accord, among other things, recognized Quebec as a constituting
distinct society within Canada. For more see Centre for Constitutional Studies,
Meech Lake Accord, https://www.constitutionalstudies.ca/2019/07/meech-lake-
accord/ (accessed August, 1%t, 2022)

3 Quebec has total of 9 General delegations abroad. General delegations are the
most important office of Québec that deal with economy, education, culture, im-
migration and public affairs (Quebec Government, Quebec government offices
abroad, https://www.international.gouv.qc.ca/en/general/representation-etranger
accessed August, 15, 2022)
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RESTITUTION OF CULTURAL HERITAGE:
FROM THE CLAIM TO THE NEW CULTURAL
STRATEGY IN BENIN

EspErRA DoNOUVOSSI

Restitution of cultural property and related
international legal frameworks

Restitution of cultural property usually refers to the return of war
pillage and stolen property. When a restitution claim comes from a state
government, like in the case of Benin, restitution is also called repatria-
tion because a property is being returned to a nation. Since the 1980s,
the concept has been extended to the immaterial aspects of a loss, and
now includes all attempts to rectify historical injustices (Bulhan 1980,
1993; Mbembe 2015; Kaye, 1998-1999). Aside from the return of specific
belongings that were confiscated, seized, or stolen (such as land, art,
ancestral remains, and so on), restitution now includes also reparations
(some form of material recompense for that which cannot be returned,
such as human life, a flourishing culture and economy, and identity) and
apology (an admission of wrongdoing, a recognition of its effects and,
in some cases, an acceptance of responsibility for those effects and an
obligation to its victims). Therefore, restitution is equally a legal and a
cultural concept, and many African intellectuals claim that restitution
cannot go without reparation and apology (Byrne-Sutton 1998; Carducci
1997; Cornu & Renold 2009).

These key terms — restitution, return, reparation — have been se-
mantically analysed and differentiated (Greenfield; Ulph and Smith
2012; UNESCO IGC Guidelines). The appropriate word to be used
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depends of the ways of acquisition and the nature of an object. Regard-
ing the Benin’s cultural heritage in France, the word restitution is more
appropriate but due to some political and diplomatic sensitivities, the
words return and restitution will be simultaneously used while the
word reparation will not be used at all due to the nature of the Benin’s
advocacy (cultural diplomacy) strategy.

The means for resolving restitution claims are various legal, diplo-
matic, and alternative means. The Hague Convention 1899/1907 was the
first to protect cultural property during conflict (seizure, destruction,
wilful damage done to historic monuments, works of art and science,
institutions of religion, charity, education, arts and sciences on occupied
territory). After the Second World War which saw massive destruction
of cultural property and systematic pillage of occupied territories, a
new Hague Convention came into force in 1954. It specifically prevented
occupying powers from exporting cultural objects from occupied ter-
ritories in time of war, and made provisions for return in case such
looting happens. This Convention was equipped with the Protocol for
the Protection of Cultural Property in the Event of Armed Conflict
(the First Protocol), and in 1999 (following the Turkish invasion in 1974,
wars in Croatia and Bosnia, and the First Gulf war between Iraq and
Kuwait) it was updated with the Second Protocol. For the resolution of
claims to restitution and return of cultural property new instruments
were needed — UNESCO Convention 1970 on the means of prohibition
and preventing the illicit import, export and transfer of ownership of
cultural property (public law instrument — for diplomatic disputes),
and the 1995 UNIDROIT* Convention on stolen or illegally exported
cultural objects (private law instrument). Both conventions deal only
with international (cross-border) transactions of illicit trading in cul-
tural property. They have no strict penal provisions but do provide a
member state with the ability to order return of an illegally exported
object (Article 5(3) 1970 UNESCO). Finally, these two conventions are not
retroactive, meaning that the provisions cannot be applied to the events
that occurred before the conventions were signed by countries between
the illegal export took place. The 1972 UNESCO Convention Concern-
ing the Protection of the World Cultural and Natural Heritage was and
is important in that sense because it gives countries with listed world
heritage sites (e.g., Cambodia with Angkor Complex, and the Temple of
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Preah Vihear; Benin with Royal Palaces of Abomey) an ample amount
of power to reclaim stolen antiquities from these areas. For the same
reason, in 1978 UNESCO created the Intergovernmental committee for
promoting the return of cultural property to its countries of origin, or
its restitution in case of illicit appropriation. The Committee is primar-
ily a negotiating forum aimed at facilitating bilateral negotiations and
agreements for the return or restitution of cultural property, particu-
larly property acquired through colonization and military occupation,
when all legal means have failed or where bilateral negotiations were
unsuccessful.

Besides desk research of legal and political documents, I have held
21 semi-structured interviews (including heritage professionals, cultural
workers, youth organizations, traditional leaders, politicians, research-
ers, media professionals and journalists, tourism agents, etc. as their
voices were missing in the ongoing debates), and used 5 published rel-
evant interviews with experts and politicians.

Restitution of Benin Cultural Heritage -
Reconstruction of History and Identity

The Kingdom of Benin in Nigeria and the Kingdom of Dahomey?,
former French colony and now Republic of Benin, are two different
entities. The current Benin city in Nigeria was the former Kingdom of
Benin where the valuable bronzes were looted during the British puni-
tive expedition in 1897. So, Benin bronzes is a Nigerian case. The current
Republic of Benin was known as the Kingdom of Danxomeé where the
French army in 1892 looted intricate wood and ivory carvings, metal-
work and appliqué.

Benin cultural properties were looted by colonisation, and still are
by illicit traffic market. As former colonies, most African countries lost
95% of their cultural property.® The illicit traffic in cultural heritage
is actually part of the dark side between Africa and Europe. UNESCO
estimated the illicit trafficking of cultural property to amount at least
US$ 2 billion per year.* In 2015, there were 43 seizures, involving a
total of 44,235 objects in more than 25 different categories. The top
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five seized artefacts were coins, antiquities, lithographs, ceramics, and
archaeological items.

The Republic of Benin’s mechanisms to protect its cultural heritage
have many flaws. That opened the door to a massive looting and pillage
of local cultural heritage and caused serious damages to tangible heritage
illegally sold on art market. Some heritage professionals, traditional lead-
ers, and young people in Benin serve the black market by plundering cul-
tural objects that bear unique artistic quality and significant amount of
information on cultural identities and humankind. As Francoise Riviére
from the Research Department at Agence Francaise de Développement
said: “Theft, destruction, looting and smuggling of cultural property
continue to distort our collective memory and peoples’ identities despite
the constant efforts of the international community” (Prott 2010: xii).

While there is no confirmed and complete inventory of Benin looted
cultural objects, UNESCO estimates that more than 6,000 works of art
were illegally taken from Benin and mostly found nowadays in French
museums and private collections. Although they were looted and ex-
ported only for their artistic quality, to serve the European greed for
arts and antiquities, these artworks bear distinctive Benin people identi-
ties and enable their cultural continuity.

Leaning on the UNESCO conventions and their emphasising of
links between identity and cultural heritage, many researchers have
confirmed those links and concluded that heritage as the past which
make sense (Popadi¢, 2014: 17-21) generates modern value system (Kisi¢,
2014: 5). In recent literature, different tables and figures present differ-
ent values of cultural heritage (Feilden 1982; Hui, 2006; Sable & Kling
2001; Throsby 2001: 84-85). They all agree about the core values -
emotional (wonder, identity, continuity, respect, veneration, symbolic,
spiritual), cultural, social — and differ only in terms of cultural heritage’s
practical values, e.g., economic, educational, political, which depends on
the context in which the values are presented.

Afolasade A. Adewumi, Nigerian expert in heritage law, listed
many negative effects of the looting of cultural property that apply to
the case of Benin cultural heritage pillage by France:

+ displacement primarily blocks and destroys the source of creative
inspiration — it deprives a group of the central core of its own art,
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and leads to losses in artistic understanding, science and educa-
tion; dispersing the elements and materials of a science is a per-
fect means of destroying and killing that science;

- it prevents the younger generation from ever having the chance to
see, at close quarters, a work of art or a well-made item of handi-
craft fashioned by their ancestors;’ it prevents the assimilation and
circulation of knowledge about ancient peoples and civilisations;

- violence against cultural property leads to the irretrievable loss of
valuable information on mankind; displacement of cultural proper-
ty involves organised crime that deprives invaluable archaeological
artefacts of their cultural, historical and symbolic essence by turn-
ing them into simple merchandises and curiosities; when parts of
a whole are placed outside their native lands, displacement strips
cultural property of that harmony that enhances the parts (and has
meaning while it is adorned and admired)®; division of monuments
or sculptures through displacement leads to a situation where one
country or museum would lose what the other would not gain;’

« it prevents the perfecting of the means of attaining happiness
and pleasure, for the advancement and progress of education and
reason.

Since cultural heritage is above all an identity, resituating looted
cultural objects to source-countries is central to the identity reconstruc-
tion process as it recognizes the past wrongs (and that way restores
identity). With such an emotional potential that it carries, resituated
cultural property can help to implement successful identity reconstruc-
tion projects.

Strategic orientation of Benin
cultural heritage policy

This section analyses the domestic legislations, instruments and
guidance in terms of protection, promotion, safeguarding and valo-
risation of cultural heritage in Benin which are essential for related
advocacy and management strategies.
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The first Benin law on cultural heritage was the 1956 French Statute
No. 56-1106 which dealt with the protection of monuments and sites of
historic, scientific, artistic or scenic character, classified historic, sci-
entific, and ethnographic objects, and imposed control of excavations.
Benin shared this decree with all other French colonies.® After the
current Republic of Benin became independent in 1960, the new law
was brought in 1968. The Decree No. 35/PR/MEN]S concerning the pro-
tection of cultural property made Benin’s heritage a national property,
and followed the pattern the former French Statute (classification on
monuments, sites, and movables; governmental control of all excavation,
whether on public or private land, where the license could be revoked
because the government considered it should itself proceed with the
excavations because of their importance). The Decree forbids exporting
cultural property except when the minister in charge allows it after
the condition that the objects in question have an equivalent (either in
a general form or in a collective form) is fulfilled.

In the country’s new Constitution (1990), the article 10 recognizes
that: “Every person has a right to culture. The State has the duty to safe-
guard and promote the national values of civilizations, as much material
as spiritual, as well as the cultural traditions”. This article gave birth to
the Benin first cultural charter (1991) in order to establish obligations
for different stakeholders in developing and promoting arts and culture.
It was organized along the strategic orientations where the third deals
specifically with the “inventory, conservation and valorisation of cul-
tural heritage”. This orientation includes safeguarding and restoration of
heritage in danger, efficient management and development of museum:s,
national archiving, and the state support to national and international
organizations protecting and valorising cultural heritage. It particularly
recommends: inventory of national heritage sites and cultural objects;
protection of fragile ancient and traditional architectures; collection,
processing, conservation and dissemination of tangible and intangible
heritage objects and signs; regular and permanent upgrade of institu-
tions serving for the diffusion of cultural heritage; allow and encourage
private museums initiatives; creation of local and communal museums
in order to serve as stance for the safeguard of cultural heritage in all
parts of the country, etc.
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In order to make the above happen, some legal frameworks and
mechanism were put in place. The Law 97-029 (1999) that organizes Be-
nin territory into municipalities was important because municipalities
were allowed to find the best way to protect and promote local heritage
and cultural activities. The Law 200-20 (2007) for specifically for the
protection of cultural heritage and natural heritage with a cultural char-
acter. This Law makes provisions and obligations for the inventory and
classification of elements of Benin tangible and intangible heritage and
ensuring their protection and promotion. It also deals with the protec-
tion of cultural heritage during an armed conflict. The safeguarding
and valorisation of ancient and traditional architecture and search and
discovery also have an important place. Finally, it provided penalties
related to offenses to any disposition of the present legal framework.

At the continental level, Benin is a state party to the Charter for
African Cultural Renaissance (2006). Guided by the UNESCO 1970 and
1972 Conventions, it made imperative for African states to carry out a
systematic inventory with a view to preserving and promoting tangible
and intangible cultural heritage. At the global level, Benin is a State
Party to the 1954 Hague Convention, and the five UNESCO conven-
tions.® It also signed the UNIDROIT Convention on Stolen or Illegally
Exported Cultural Objects (1995) as the complementary instrument to
the 1970 Convention.

Directly plugged to the presidency of the republic, in 2016 the Na-
tional Agency for Heritage and Tourism was created to valorise and
promote Benin cultural heritage and develop sustainable tourism. Under
the Ministry of culture, General Directorate of Cultural Heritage was
created in 2007 as a technical management office in charge of imple-
mentation of the state policies for cultural heritage. It collects, processes
and to disseminates heritage objects, and manages all cultural heritage
sites. As a financial instrument, Benin government created the Fund for
Development of Heritage in 2010.1° Another, broader fund for arts and
culture was created in 1992 as a financial instrument for the Cultural
charter (1991).

It could be said that Benin’s cultural policy has the characteristics
of cultural diffusionism (Dragicevi¢ Sesi¢ and Dragojevi¢, 2005) as it
tends to put in place instruments and mechanisms to enable cultural
creation and its diffusion and communication in order to build and
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consolidate the country’s national and cultural identity and promote
tourism. As the cultural policy’s strength, there is a demonstrated will-
ingness to promote the cultural dimension of sustainable development
- some national and international legal frameworks were supported
by adoption and ratification, and the financial and institutional instru-
ments for effective implementation of cultural policies were established.
However, there are some important weaknesses such as the lack of
heritage inventory, the lack on the national museum’s management
strategy, the lack of innovation and attractiveness in the promotion
and valorisation of Benin cultural heritage; and the lack of coherence
between strategy and instruments. The existing funding mechanisms
are insufficient to ensure effective promotion of cultural heritage. The
educational system has no programme which would prepare people to
professionally manage cultural heritage, while museums lack autonomy.
In that given framework, and taking into account the necessary require-
ments to successfully handle and obtain restitution, it is necessary to
analyse deeper the Benin advocacy strategy and make some recom-
mendations for its improvement.

Case of Benin Restitution Claim

As the Republic of Benin demonstrates a particular interest in the
cultural dimension of its development, the restitution of its cultural
heritage from France is a matter of urgency (Kiwara-Wilson, 2013).
Relevant policies and instruments have been put in place and the new
cultural projects initiated. Any restitution claim needs to follow some
steps and requirements, and the government of Benin has done that
while taking the negotiation steps.

As it was explained, the artefacts which are requested from France
are about the uniqueness and coherence of the cultural identity of Benin
people, so there is no dispute over the ownership of the works of arts,
even in the absence of a comprehensive inventory of Benin’s cultural
heritage. According to UNESCO and ICOM, any restitution claim should
clearly guarantee: the protection and security of returned objects; ad-
equate institutions and architectures to receive and host the cultural
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objects; public dissemination of the objects; strategies and cultural pro-
grams that would help to make the objects accessible to a large part of
population in the source country and even possible to the world (the
objects should also serve individual use such as in education and scien-
tific research); transmission through legal protection. However, ICOM
clarified that while the above are necessary, it should not serve for a
refusal, and made an appeal to cultural diplomacy and cooperation by
saying that — if a state as the legal owner of claimed works doesn't have
these conditions in place, it is highly recommended that states should
support each other through international community to put in place
necessary infrastructures, instruments and programs needed to make
the restitution claim effective.

Regarding the list of guarantees, Benin has projects for cultural
objects made in accordance with the international standards. Accord-
ing to Ousmane Alédji, a former technical adviser to the President of
Republic and chief of the Unit for Monitoring of Cultural and Tour-
ism programmes, Benin has mobilized 1,000 billion Francs CFA ($2
billion) for five years to develop its cultural sector, which is unique in
Sub-Saharan Africa. The major project is the construction of the five
museums projected by the architects from Africa and Europe. The
mentioned Agency for the promotion of heritage and development of
tourism (2016) is handling these major projects (as well as some ongoing
cultural programs based on Benin history).

Shaming as advocacy strategy to obtain Restitution

Among many legal instruments for conflict resolution, the govern-
ment of Benin decided to negotiate by using diplomatic and political
methods. The advocacy strategy within cultural diplomacy includes
negotiation, cooperation, and diplomacy of shaming. The process of
shaming is based in the human rights discourse - the negative action of
the targeted institution/state is emphasized in public to persuade them
to change behaviour or to apologize and to repair the damage. In the
context of Benin cultural heritage restitution claim, it is efficient first
because of the reputation created over France and its museums, because
of the colonialism universally condemned, and because the works of art
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from Benin found their way in France. Colonialism is now a wrongful
and sad period in the life of people, so it is a matter of urgency not to
carry on so long with the past wrongs. Ousmane Alédji (2018) said that
holding Benin heritage in French museums “doesn’t honour France.
The Great France should be able to go beyond that and to restore its
own image, to upgrade its own history and to prevent heavy debate
from surfacing”. That tone was used in the different actions (letters and
discussions held between Benin and France politicians).

In this strategy of shaming, there are two approaches used by Benin
to support the restitution arguments. The restitution will serve cultur-
al identity reconstruction in a post-colonial, modern and independent
country. Another focus is on the economic impact of the restitution.
Benin has designated a significant amount of money for the construction
of new museums in order to develop tourism and generate income for the
country — just like the Western museums generate revenue and reputa-
tion for Europe, using also the advantage of exhibiting the looted objects.

For Felwine Sarr (2018), one of the experts recruited by France
to help the restitution of African heritage, it is only about identity and
meaning, and not economics. The priority is to solve an issue of identity
but also to engage contemporary cultural development strategies. The
two go along to fully make use of all the values, meanings and func-
tions of cultural heritage. In order to achieve this, the only approach is
diplomatic. It may take different forms of shaming or negotiation but it
remains the sole way to effective restitution. All 21 of my interviewees
recommend the government to keep the diplomatic approach. As for the
weaknesses in the advocacy strategy, the involvement of the communi-
ties and the socio-professional associations is lacking.

Setting up a restitution process

The Benin’s restitution claim is seen as one of the most remarkable
international political and diplomatic acts in Africa. An act of courage
that demonstrates a new relationship between a former colonized and
a colonizer, it was also equipped with adequate strategies to make it
effective. In November 2021, Benin received 26 objects (out of about
6,000) from France. The number seems very small but it means that
the restitution is possible.
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However, Benin has missed to put in place a more effective restitu-
tion strategy. The restitution should happen through a process of three
different steps. Considering the amount of works and requirements for
protecting and promoting them, the negotiations should happen as fol-
lows: (1) firstly, discuss short-term and long-term loan possibilities; (2)
secondly, develop a co-ownership agreement and cultural collaboration
based on the identified objects; and (3) lastly, agree on the timeline to
make the restitution effective through an act of donation.

When Benin received the 26 objects in 2021, huge public aware-
ness was raised and emotional celebrations were obvious. That proves
that there is a direct link between cultural heritage and people identity
and pride. After some months of temporary exhibitions in a temporary
place, these objects were stored as collections with no public access.
The Agence Francaise de Développement and the French government
granted financial contributions to Benin government to build new mu-
seum and tourism attraction infrastructures for the returned objects.
Better restitution process should allow for enough money and time to
realize new museum infrastructures on time.

Pan African league for restitution

Since the start of the discussions about the restitution of Benin
cultural heritage, and the decision of French to set up the plan for effec-
tive restitution of African cultural heritage, many countries got togeth-
er and formed the pan African committee to address the issue under
the African Union and Economic Community of West African States
(ECOWAS). So, in 2018, the ECOWAS heads of states and governments
made a political declaration and stressed that “the cultural property of
West African countries, wherever it is kept, is the foundation of the re-
gional heritage, a cultural legacy. The conservation and cultural heritage
must, for posterity, be done by West Africa and in West Africa”. Being in
line with the ECOWAS cultural policy (2019) — where the first priority
is the protection and conservation of cultural heritage and diversity,
including the restitution of cultural property - this declaration gave
birth to the ECOWAS Action Plan on the Return of Cultural Property
to its Countries of Origin (2019-2023). (In March 2023, ECOWAS held a
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meeting to better inform and raise awareness on the Action Plan.)

Already in 2021, the African Union’s commission organized the
experts’ workshop on the restitution of cultural property and heritage.
The meeting helped to develop the position paper on the African resti-
tution cases learning from Benin experience. In addition, the meeting
produced the framework for actions regarding the negotiations about
the return of illicitly trafficked cultural property. Despite of all these
initiatives and mechanisms in place, one can still find inappropriate and
inoperative measures mainly because of the discrepancy between the
strategic measures and the financial means.

Conclusion

The restitution claim by Benin government has contributed to the
setting of a clear strategy for art, culture and heritage in Benin focused
on new cultural diplomacy strategies and both heritage and contempo-
rary artistic production. This has provoked different actions related to
the restitution in west Africa and at the pan African level. However,
while the Benin’s restitution claims and the French willingness to col-
laborate have been widely commended, the restitution process should be
differently led - in a more consistent way, done in different phases, and
within a reasonable established timeframe. The restitution should not
be conducted through a rushed process but rather as a plan in different
phases and in collaboration with international communities and, more
importantly, with the local communities using more dialogues then
blaming as a strategy of pressure within cultural diplomacy.

Notes

1 International Institute for the Unification of Private Law
The Kingdom of Dahomey was an African kingdom that existed from about 1600
until 1894, when the last king, Béhanzin, was defeated by the French.

3 Intensifying the fight against illicit trafficking of cultural property in West Africa,
http://www.unesco.org/new/en/dakar/about-this-office/single-view/news/intensi-
fying the_fight_against_illicit_trafficking of_cultur/[Accessed 20 September
2018]
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4 Ibid.

M'Bow 1979 in Prott LV: 32

6 Quatremeére de Quincy A-C. 1796. Extracts from Letters to General Miranda
(Letter No. 4): 53 in Prott L.V, Witnesses to History...op.cit: 19

7 The museum of origin would lose the figures that form the crowning glory of
its collections, that precious addition of lessons in parallels that produces the
practical theory of beauty. The museum that would be formed elsewhere from
these dismembered pieces would not acquire the whole that can give the requisite
value to the fragments thereby leading to a deprivation of the world of the full
admiration of the artwork.

8 Burkina Faso, Chad, Central African Republic, Congo, Comoros, Cote d’Ivoire,
Djibouti, Gabon, Guinea, Madagascar, Mali, Mauritania, Niger, Senegal, and
Togo

9 1970 UNESCO Convention on the Means of Prohibiting and Preventing the Illicit
Import, Export and Transport of Ownership of Cultural Property; 1972 UNESCO
Convention Concerning the Protection of the World Cultural and Natural Heri-
tage; 2001 UNESCO Convention on the Protection of the Underwater Cultural
Heritage; 2003 UNESCO Convention for the Safeguarding of the Intangible Cul-
tural Heritage; and 2005 UNESCO Convention on the Protection and Promotion
of the Diversity of Cultural Expressions.

10  Finance projects and programs valorising and promoting religious and non-
religious, archaeological, prehistorical, literature, artistic, anthropological, an-
thological and scientific goods, objects and values. Finance activities related
to promotion of intangible goods at national and international levels. Finance
dissemination tools in order to showcase and to promote cultural heritage in the
public domain. Finance audio-visual projects related to cultural heritage.

Ul
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CULTURAL DIPLOMACY WITHOUT ARTISTIC
FREEDOM? THE CASE OF THE PEOPLE’S
REPUBLIC OF BANGLADESH

Z0BAIDA NASREEN & RAPHAELA HENZE

This text aims to explain some of the public diplomacy initiatives
that the People’s Republic of Bangladesh undertakes utilizing culture,
particularly for enhancing tourism and thus economic growth. The
image that the fast-growing nation in South Asia, that came to indepen-
dence in 1971, tries to convey via nation branding tools is not necessarily
supported by the reality within the country including the experiences
of several minority groups. Furthermore, state-centred cultural diplo-
macy even undermines freedom of expression and leads amongst other
factors to the forced migration of critical voices. The text is inter alia
based on a qualitative research study conducted in February 2023. Five
Bangladeshi embassy members in Europe! have responded via Zoom and
telephone to questions on public and cultural diplomacy.

Indigenous Peoples’ Rights: reality and its
representation

All interview partners underlined that the primary goal of their
public diplomacy initiatives is to convey a concise and attractive image of
Bangladesh to potential partners and primarily to tourists. This is very
much in line with diverse campaigns to promote the attractiveness of the
country as “Beautiful Bangladesh” (among these being poster campaigns,
videos, festivities, the website https://beautifulbangladesh.gov.bd/, and
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even stamps) issued either by the National Tourism Organization or by
the External Publicity Wing of the Ministry of Foreign Affairs and used
amongst others to greet visitors within the Bangladesh embassies. In
order to promote tourism the government of Bangladesh circulated the
stamps in 2010 using images of the indigenous community.

Bangladesh has - in contrast to other countries that focus on repre-
senting majority cultures — decided to use its minorities in their nation
branding activities, while in reality minorities belong to the subaltern
population deprived of its rights.

Many of the images used within these public campaigns present
indigenous people and the landscapes they inhabit among them the
Chittagong Hill Tracts? for instance. Particularly, images of indigenous
women in traditional attire have played and are still playing a central
role in these nation branding efforts despite them being one of the most
vulnerable groups within the country. Officially Bangladesh has an
overall population of 169,4 million people and is home to around 1.6
million indigenous people®. The indigenous population itself claims
to be much larger comprising around 5 million people (Barkat, 2015)
belonging to more than 50 different groups, living in different areas
like Sylhet, Mymensingh, and North Bengal, and speaking at least 35
different languages.

On the official Beautiful Bangladesh website references to indig-
enous lifestyles are made several times as in the following making
connection with the Buddhist minority “...Buddhism and the colorful
indigenous lifestyle and culture have made this region wonderful for
the tourists. So, your visit to this region during Buddha Purnima which
is the biggest festival for the Buddhist community will soak you up with
the mesmerizing beauty and provide opportunities to experience the
indigenous lifestyle.”™

In stark contrast to the messages Bangladesh wants to send to the
outside world stands the fact that indigenous populations have been
denied any recognition and rights; they are disadvantaged in every
socio-economic and political way.®

While many countries in the world celebrate the International Day
of the World’s Indigenous Peoples every August the 9™ in accordance
with the UNESCO resolution 49/214 (never signed by Bangladesh), the
Bengal Press Information Department (PID) regularly issues a press
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release urging the media, experts, university scholars, and civil society
members to avoid the word “adibasi” (meaning original inhabitants in
Bengal) in articles, discussions, and talk-shows. This is because accord-
ing to the circular, there exists no ‘adibasis’ in the country as per the
15th amendment of the constitution®. The circular adds that in the 15th
amendment minority ethnic communities in Bangladesh are referred
to as ‘tribes’ or ‘ethnic minorities. When indigenous peoples protested,
because this ignores their economic and political rights and not least
their land rights, the government did not respond.

Foucault’s concept of normalisation (Foucault, 1972) might help
to understand the process of differentiation and exclusion used by the
Bangladeshi government in terms of dealing and controlling indigenous
people and their movement for the recognition of their identities as ‘adi-
basi’ or indigenous. It explores the ways in which the state legitimises
its intervention. What are the symbolic constructions, through which
the politics of rhetoric and managerial practices are justified? How are
they manifested in government press releases and nation branding
campaigns?

A few more examples of how certain terms are either restricted
or used in government documents to control indigenous communities,
particularly in the Chittagong Hill Tracts (CHT), will be presented.

In a confidential circular issued on February the 28, 2009, the
State Ministry of Bangladesh stated:

Recently a demand from various sectors has been made to refer to tribal
people as ‘indigenous’ and to change the name of the Chittagong Hill
Tracts Affairs’ ministry to ‘Indigenous Affairs Ministry’. Moreover,
many intellectuals in various seminars and symposiums and journal-
ists in their writings are calling tribal people indigenous. Claiming to be
indigenous is a game of Christian countries who were trying to influence
or create unrest in the Chittagong Hill Tracts.

The reference to Christian countries (the majority of the population
in Bangladesh is Muslim) and their recognition of indigenous peoples
and how this is supposed to create unrest in the region is surely interest-
ing from a diplomacy perspective but should not be the focus of our text
that tries inter alia to underline the paradox when dealing with indigene-
ity in Bangladesh. This circular and various other press releases issued
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by the government are examples of the state’s hegemonic approach to
the indigenous communities living in the CHT and other regions.

Discrepancy of images

In addition to diverse campaigns, the government also uses vari-
ous events as a way to reach out to potential partners including the
diaspora, to promote the country as attractive particularly because of
its rich tradition and diversity. Among the most prominent festivities
are Independence Day, Victory Day, Language Martyrs’ Day, Pahela
Baishakh (Bengali New Year), and National Mourning Day. A closer look
at the International Mother Language Day that is celebrated around the
world on February the 21 will reveal another contradiction between
inside — and outside communication in Bangladesh.

All of the interview partners stated that language plays an im-
portant role in cultural diplomacy. While UNESCO strives to promote
linguistic and cultural diversity and multilingualism the analogy for
this is Language Martyr’s Day by which the Bengalese people remember
the martyrdom of those who sacrificed their lives for the sake of their
Mother Language®.

Bangladesh embassies in various countries organise programmes
to celebrate this day by inviting pro-government Bengali diaspora in-
tellectuals and occasionally Bengalese musicians, dancers and artists.
However, this is not the place for anti-government voices or dissent.
These festivities are again part of a nation branding campaign praising
the government’s achievements. Interview partners confirmed that art-
ists have little freedom in choosing what to present. Thus, Bangladesh
does not accept freedom of thought and expression in introducing Ban-
gladesh and presenting the culture of Bangladesh to the world. It might
not come as a surprise that even outside the public diplomacy realm the
government represses any form of dissent (Habiba et al., 2017), which
often leads to violent incidents and forced migration particularly among
religious minorities, critical bloggers and nonbinary people.

The way the Bangladeshi government restricts all forms that free-
dom of expression can take, is not in accordance with the countries more
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recent history nor its constitution. Bangladesh gained independence in
1971 by fighting against the economic, political, and social exploitation
of the Pakistani government. One of the conditions of that freedom was
freedom of expression. This freedom is de jure reflected in the constitu-
tion in articles 39(1) and 39(2)(a) that guarantee the freedom of thought,
speech and expression of every citizen. Article 39(2)(b) safeguards the
freedom of press.

However, article 39(2) also states ‘Subject to any reasonable restric-
tions imposed by law in the interests of the security of the State, friendly
relations with foreign states, public order, decency or morality, or in
relation to contempt of court, defamation or incitement to an offence’.
It appears that the Bangladesh government is using exactly this caveat
to oppress freedom of expression in all its forms.

First restrictions on freedom of expression occurred in 2006
through Section 57 of the Information and Communication Technology
(ICT) Act, which punishes citizens for posting fake, obscene, or allegedly
defaming information on an electronic platform that can disrupt law
and/or hurt religious sentiments. Convictions under this act are pun-
ishable with imprisonment for up to 14 years and fines up to 10 million
Bangladeshi Taka.

A network of bloggers and online activists initially organised the
so-called Shahbagh movement in 2013 and demanded the prosecution
of war criminals of Bangladesh’s liberation war in 1971, which has been
along-standing demand of the people of Bangladesh®. At first, the young
bloggers came out on the street on February the 5%, 2013, demanding
the execution of Quader Mollah, who was a war criminal and an influ-
ential leader of Jamaat-i-Islam'® of Bangladesh. Along with prosecuting
war criminals, the movement began to oppose religious-based political
parties and their alliances (Riaz, 2013).

However, in order to counter the Shahbag movement, an organisa-
tion was formed by an Islamic fundamentalist group called Hefazat-e-
Islam ™, which in retaliation demanded the death penalty for 84 critical
bloggers and writers (the name of one of the authors was to be found
on that list) on the grounds that they were atheists. On February the
15t 2013 blogger Ahmed Rajib Haider was indeed murdered. Instead
of taking immediate action, the government supported the demands
of Hefazat-e-Islam and arrested four bloggers on charges of hurting
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religious sentiments. Then Avijit Roy, a Bangladeshi-American online
activist and writer on science, beliefs and homosexuality, who coordi-
nated international protests against government censorship and im-
prisonment of bloggers and was well known for his Mukto-Mona blog,
was killed in Dhaka by Islamic militant groups. At least twelve bloggers
that raised concerns and criticized the government were killed during
2013-2020 and several experienced assassination attempts or were
threatened (Bhatt, 2020). Until today, about a hundred bloggers advocat-
ing for freedom of expression have been forced to leave the country to
save their lives and take shelter in Europe.

As a part of its authoritarianism, the government of Bangladesh
passed a so-called Digital Security Act (DSA) in 2018, which has been
exercised to imprison opposition politicians, journalists as well as or-
dinary citizens raising their concerns; thus undermining freedom of
expression even further (Kundu and Hoque, 2019). The Bangladesh gov-
ernment has since been using police and other security forces to bring
all digital social platforms under surveillance. Social media is strongly
regulated by the DSA. This threatening and intimidating process obvi-
ously creates self-censorship among social media users.

The government is furthermore planning to establish a new legis-
lation, which would permit the Bangladesh Telecommunications Regu-
latory Commission to demand social media and other digital service
providers to remove or block content. There will be a provision that the
providers will have to comply within 72 hours or face fines and imprison-
ment. The government states the law is necessary to govern online con-
tent, stop fraud and threats to public calmness, and to discourage piracy
and offensiveness. Posts and Telecommunication Minister Mustafa Jab-
bar explained that the law has been developed for “better governance”.?

By enacting various laws to suppress freedom of expression, a
culture of fear is fostered and perpetuated by the state. Margold (1999)
critically examines the widespread usage of such constructs as ‘culture
of terror’ and ‘culture of fear’ to characterise settings in which state
power affects civilians. Interestingly friendly relations with other na-
tions are amongst others used as a “pretext” for this kind of oppression.

However, this is far from being a new observation and Bangladesh
is not the only state that tries to improve its image globally while in-
ternally disrespecting fundamental human rights as could have been
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observed recently by Qatar hosting the soccer world cup whilst using
the event as a huge image campaign without even trying to hide the
human rights violations taking place in the country (Ellwood, 2023).

Forced to exile instead of being the new face of the
country: contemporary artists and activists under
pressure

Given the fact that artists are often used or misused as cultural
ambassadors it should briefly be described how artists have been treated
in Bangladesh for many years. In 1994, well-known feminist writer
Taslima Nasreen was sued by the Bangladesh government for insulting
Islamic religious sentiments. Islamist groups threatened to kill her and
the government was obviously not interested in interfering. Taslima
Nasreen was forced to leave the country and take shelter in Europe to
save her life. Prior to that, in the mid-seventies, Daud Haider, a Ban-
gladeshi poet was forced into exile after writing a poem that insulted
religion soon after Bangladesh was liberated (United States Institute of
Peace, special report 2022). Renowned women sculptor Novera Ahmed
left the country in the 1970s and Shamim Shikder (who was a lecturer
at Dhaka University) also migrated as a result of receiving various
threats from Islamist groups. The Bangladesh embassies in different
countries have never invited any of these artists who were threatened
and forced to emigrate nor have they done anything to ensure that they
can return safely.

In December 2020, Dhaka Metropolitan Police Cyber Crime Unit
filed a case against film director Anonno Mamun and actor Shaheen
Mridha. Both have been arrested under the Pornography Control Act
2012 complaining that “very offensive gestures and obscene language”
had been used in a film, which may generate “negative perceptions about
policing among the public”?® In the same year Rita Dewan, a female folk
singer and her two daughters were arrested under the Digital Secu-
rity Act with the accusation of “hurting religious sentiments”. Under
the same act, Kishore, an international award-winning cartoonist and
writer Mushtaqg Ahmed, were arrested for a critical post on Facebook
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and other social media against the ruling party of Bangladesh'. Mush-
taq Ahmed died in the prison.

Not only is freedom of thought under attack, but freedom of sexual
expression (especially those of non-binary genders) has also been de-
nied. Bangladeshi law does not recognise same-sex relationships, civil
unions, nor any kind of domestic partnership for couples of the same
sex. Bangladeshi LGBTQIA+ activists Xulhaz Mannan and Tonoy Mah-
bub were found stabbed to death in Dhaka in 2016. Though the Bangla-
desh government accepted Hijra® as third gender, sexual and gender
minorities remain under constant pressure and threat in Bangladesh
because the government takes no action against violence carried out by
Islamic fundamentalist groups. Bangladesh remains one of 69 countries
where homosexuality is still illegal. In accordance with section 377 of
the Bangladesh Penal Code, sexual activity between men, whether con-
sensual or not, is illegal and punishable by a maximum sentence of life
imprisonment. After the killings of Xulhaz, an official of the embassy of
the United States in Dhaka, the founder and editor of Bangladesh’s first
and only LGBTQIA-themed magazine, Roopbaan, and his partner, the
artist Tonoy, as well as many other LGBTQIA+ activists left the country
fearing their safety.

Conclusion

It is particularly up to us, researchers in the emerging field of cul-
tural diplomacy to be very much aware of the disparities between the
strategies that countries use to brand their respective nations (including
the use of many beautiful landscapes which are under threat because of
tourism) and the realities on the ground. As much as nation branding
is a tool that has been in the public diplomacy kit for a long time and as
much as it might make sense for many countries — particularly but not
exclusively smaller or relatively young ones like Bangladesh — it needs to
be distinguished from the propaganda (Henze, 2020) that authoritarian
regimes are prone to use in such sophisticated ways that make it diffi-
cult to recognise it as such. As communication is nowadays instant and
global and can - despite massive efforts in several countries (China and
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Russia for instance) — only be controlled to a certain extent, the contra-
dictions between what is presented to the outside in order to increase the
influx of tourism, promote exports and gain as much foreign investment
as possible, and the situation inside the country will, however, become
obvious (Sacker, 2014: 87; Kiriakopoulos, 2011). Many of the potential
partners that Bangladeshi authorities envision with their respective
nation branding campaigns (which relatively outdated given the fact
that we find ourselves in the age of digitized public diplomacy (Manor,
2019)) will have difficulties reconciling silencing dissent and the oppres-
sion of freedom of expression with the slogan “Beautiful Bangladesh”®

We should ask ourselves whether researchers in cultural diplo-
macy, but also actors in citizen’s diplomacy should not be among those
who point out exactly these contractions. Advocating for artistic free-
dom as a fundamental right and basis for a progressive development of
the cultural and creative sectors is on a global scale not possible without
taking a position. It is particularly important for academics and activ-
ists in the so-called West, as they can take up such a position relatively
easy and raise their voices and concerns without fearing for their lives.
Colleagues, academics, journalists, artists, and activists in countries like
Bangladesh - as has been explained in detail in this text — need much
more courage for this, they also need resources and support that is non-
existent, not even systematically offered by international organisations
(from UNESCO to Helsinki citizens’ committees, Pen International etc.).

Notes

1 We were requested not to reveal the countries or names of the officials.
There is no definite number concerning the indigenous groups in this area (Ad-
nan, 2004:10; Gerharz, 2001:23). Some think that it is eleven or twelve (Branus
and Loffler, 1990:37, Roy 2003:11), others state even more (Mohsin, 2003 (a):12;
Shelly, 1992:44; Pradipto Khessa, 1996:13)).

3 https://www.iwgia.org/en/bangladesh/3446-iw2019-bangladesh.html (last visited
April 6, 2023).
https://beautifulbangladesh.gov.bd/cat/events/166 (last visited April 4, 2023)

5 https://www.un.org/development/desa/indigenouspeoples/mandated-areasl/
human-rights.html (last visited April 15, 2023).

6 The Fifteenth Amendment was passed in the Parliament of Bangladesh on June
the 25%, 2011 and made some significant changes to the constitution.
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Despite the fact that indigenous people live in different parts of Bangladesh, the
CHT received most attention due to the long conflict between the Bangladesh
army and the Shanti Bahini (SB), the armed wing of Parbatya Chattagram Jana
Samhati Samiti (PCJSS), a political party of indigenous people living there. When
Bangladesh became independent on the basis of Bengali nationalism, indigenous
people in CHT demanded autonomy on the grounds of their indigenous identity.
The Bangali elite considered this demand as a movement for separation and de-
fined it as a threat to national security. Bangali nationalism took precedence over
the concept of a plural society. The entire CHT administration was thus placed
under control of the Bengali army in 1972 and the will of the indigenous peoples
was ignored for a second time within a few decades since they had originally
opted for becoming part of India and not Pakistan back in 1947 and now they
were incorporated into the newly established state of Bangladesh. The new state
of Bangladesh continued the policies of its predecessor. The Bangladesh constitu-
tion did not make any provision for the CHT nor did its first national budget of
1973 foresee any development allocations for the CHT region. The indigenous
people, left without any hope for safeguards from the new government, set up
their own political party the PCJSS and a year later its armed wing, the SB. For
more than 25 years, a fierce conflict existed between the Bangladeshi state and
the indigenous communities in the CHT which lead to the CHT accord (popularly
known as Peace Accord) signed in 1997. As a part of this accord, the Ministry of
CHT Affairs has been set up.

At this place, it is important to notice that while English is widely spoken among
the elites in Bangladesh it never was an official language. The Bengali language
has played an important role in the fight for independence and is considered a
key element of cultural identity. Two hundred years of British rule in India had
come to an end in 1947 with the emergence of two independent states, India and
Pakistan. The division was made on the basis of religion. Because of close reli-
gious, cultural, linguistic and ethnic affiliations with the adjacent population of
India, the CHT representatives had demanded that the CHT become part of India.
Indeed, on the day of independence, the Indian flag was hoisted in Rangamati
and the Burmese flag in Bandarban, where people wanted to merge with Burma.
Despite strong protests, the CHT was nonetheless placed in the newly formed
state of Pakistan by the Boundary Commission Chairman Sir Cyril Radcliffe
providing no explanation whatsoever (Dewan, 1990).

While those, who had committed war crimes during the Independence War of
Bangladesh in 1971, were prosecuted immediately after independence, this ended
when General Ziaur Rahman come to power after the killing of Sheikh Mujibur
Rahman in 1975. He released all remaining prisoners and repealed several acts
and regulations that have been passed in order to prosecute those responsible for
the atrocities. The lasting feeling of never coming to terms and not having any
chance for justice can have devastating effects on post-conflict societies threat-
ening the often fragile social harmony and the prospects of long-term recovery
(Devitt, 2012; Mani, 2005).
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10 It was known as Jamaat-e-Islami Bangladesh and it was the largest Islamist
political party in Bangladesh. The party supported the Pakistani military in the
liberation war of Bangladesh in 1971 and its head Ghulam Azam coordinated
and organized groups called Razakar, Al-Shams, and Al-Badr in collaboration
with the Pakistan Army. These groups were associated with the Pakistani
military in killing Bengali intellectuals and many others in the liberation war
of Bangladesh.

11  Itisanadvocacy group of madrassah teachers and students (an Islamic school).
In 2013 it took a stand against the Shahbag movement and labeled some bloggers,
writers, and university teachers as ‘atheist’ and demanded the death penalty for
them.

12 https://www.voanews.com/a/planned-bangladesh-law-raises-freedom-of-expres-
sion-fears-/6590133.html Dated May 26. 2022 (last visited March 20, 2023).

13 https://www.aljazeera.com/news/2020/12/26/bangladesh-director-charged-after-
film-depiction-of-police-angers (last visited April 4, 2023).

14  https://www.amnesty.org/en/documents/asal3/3537/2021/en/ (last visited March
18,2023).

15  The new legal category actually identifies Hijra as “people who have problems
with sexuality and sex as such”. The government’s approach reflects the popular
understandings of Hijra as impotent, asexual, and born with ambiguous genitalia.

16  However, particularly tourists still seem relatively reluctant when it comes to
reflecting on where they spend their precious time as can be shown by the mas-
sive influx of tourists to the Maldives or Turkey for instance.
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CUBA AND CULTURAL RELATIONS IN
CHALLENGING TIMES:
A PRACTICE-APPROACH

LEA JAKOB

Thoughts on a Concert Night in Havana

Synopsis of the field memos from a Saturday night, March 2023: In
the historical City Centre of Havana, the Havana Lyceum Orchestra plays
a concert with a Portuguese conductor and an Italian pianist. The hall is
nearly fully seated, with both Cuban visitors and foreigners. Some musi-
cians had played with a popular Cuban salsa band at the international
cigar trade fair the night before. Some others soon go to Washington for
a US-Cuban concert with their string quartet. On the next day, a part of
the orchestra will play a private gig for tourists from Canada. And just
a week from now, the documentary Mozart y Mambo - Cuban Dances
will be premiered with a live performance by the orchestra and Berlin
Philhamonics’ member Sarah Willis, hosted by the German embassy.

These are a few of many further examples that show that the or-
chestra’s schedule is brimful, with an interest of a wide range of inter-
national actors from the field of music - individual artists, arts manag-
ers, as well as orchestras and institutions — on the rise again after the
slope that the pandemic has caused. As a result, numerous activities
are implemented on a day-to-day basis, even if the frame for action by
international institutions is officially limited (von Soest, Haffner, and
Sell, 2016).

The concert visitors, however, don’'t see who’s missing on stage that
very night: Cuba is facing a crisis, leading to massive migration over the
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past year. As a result, many musicians of all genres have already left the
country, and those remaining face daily challenges and uncertainties
about how to keep up the musical activity. Not only the musicians them-
selves but also international and diplomatic institutions are elaborating
on how to react to these challenging circumstances.

One aim of this paper is to better understand how the government
has extensively used culture as a soft power and to promote the country
as a “music powerhouse” (Perna, 2014, p. 45), with its cultural power
outweighing its actual economic importance on the international stage.
The article will also elaborate on the current situation in the cultural
sector with a particular focus on (classical) music and what it implies
for international cooperation. Two central aspects will be depicted: First,
the necessity of a practice approach, and second, the importance of a
“third vector” in cultural relations that adds to the activities of official
diplomatic institutions and the exchange of individuals.

Change from Above or Transitions from Below?

Cuba is often perceived as a country in transition - socially, cul-
turally, economically, and politically. However, it is not a country in
transition in the classical sense on the way to democratization!; Cuban
politics is instead characterized by continuity (Hansing and Hoffmann,
2019). Moreover, until recently, there were also considerable barriers to
internet use?, so Cuba was not only politically and economically isolated
by the embargo but also socially isolated to a certain extent.

The all-dominant state sector of the economy had already gone into
crisis after the demise of the Soviet Union (Hoffmann, 2021), result-
ing in the so-called Periodo Especial at the beginning of the 1990s. The
actualizacién (update) of the economic and social system has been on
the agenda for over a decade (Alonso & Vidal, 2021). Under Raul Castro,
initial economic reforms were initiated (a detailed analysis is given by
Mesa-Lago (2019) or Pelléon Azopardo (2017)). Still, Hoffmann refers to
these as an “opening with the handbrake on” (2018: 4). Meanwhile, the
social reality has changed significantly, leading to discrepancies be-
tween the official system and everyday life practices. Alonso and Vidal
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conclude that “institutional rigidity is a poor reflection of the accelerated
change in the people’s ways of life, values, and expectations, which is
translated into a robust and fluid, informal institutional framework.”
(2021, p. 156)

When researching in Cuba on a topic related to current social real-
ity, it is necessary to understand better how the post-socialist economy
works in practice. This requires an approach that goes beyond dichoto-
mies, such as legal/illegal or state/private, and makes it necessary to
take on a “multiple economies” perspective, as analyzed by Thiemann
and Mare (2021). In my interviews, for instance, musicians explained
in detail their portfolio of music-related activities to gain a living. There
was no single case where additional private activities (private lessons or
concerts for foreigners, gigs in bars, etc.) did not supplement the state
salary (e.g., as an orchestra musician). Thiemann and Mare highlight
the commonness of illegal (trans-) actions undertaken to subsist. They
refer to these as la lucha (the struggle) and state that these informal
mechanisms and structures have not only comprised an economy that
is larger than the official one but also “constitute an area of collective
agency that transforms the country from the bottom up” (2021, p. 91).

Tourism, Migration, and Crisis

Until 2020, tourism was the “economic locomotive” (Perna, 2014, p.
48), with roundabout 4,3 million visitors in 2019, but with strong socially
divisive effects: Cuban society is undergoing a process of heterogeniza-
tion and re-stratification under the facade of stability (Hansing and
Hoffmann, 2019). The impact of mass tourism on the music sector and
the local musicians were manifold and significant, as will be shown in
a later section. Tourism nearly came to a complete hold in 2020/2021,
with only 356.470 international travelers visiting the island®.

The pandemic and the massive reduction of tourism proved to be
a pivotal point that accelerated the existing dysfunctional mechanisms
explained above and led to a deep crisis that reached all aspects of pro-
fessional and daily life. This crisis is present in many conversations and
often linked to thoughts on the current migration flux.
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Cuba had already become a country of net migration in the 20t
century, especially during the Periodo Especial, but also after 2013,
when most barriers to travel were lifted. However, migration flows were
not always unidirectional, and circulatory migration was a significant
component (Krull & Stubbs, 2018, p. 330). The current emigration, in
contrast, seems to exceed earlier waves by far and includes a dispro-
portionate number of young, well-trained citizens. With young artists
and musicians being a significant group in this migration wave, the
repercussions on the cultural sector are enormous and reflected on
every level of music life, e.g., in decreasing numbers of music students
and teachers at the conservatories. Some ensembles I accompanied also
changed their artistic profile, and concert format, e.g., the Ensemble
Interactivo de la Habana started experimenting with electronic compo-
nents when only four of eight members were left at the beginning of
the year. With the central role of culture and especially music in Cuba’s
self-perception and the international image it projects, the long-term
consequences cannot yet be assessed. The following section will be
dedicated to the foundations of these interconnections.

Selling Cuba by its Sound

It is often claimed that the development of Cuban music* cannot be
separated from the nation’s development. In the first place, for example,
one could refer to the works of Fernando Ortiz, a Cuban anthropologist,
who coined the term transculturacién already in the 1940s to describe
the formation of Cuban society and linked the creolization of musical
forms to the formation of a Cuban identity (Ortiz, 1940). Ortiz used the
metaphor of gjiaco (stew) to describe the process in which Cuba’s culture,
the Cubanidad® (Cubanness), is formed due to the constant confluence
and interaction of different cultural sources.

In Cuba, the boundaries between art, folk, and popular music are
more fluid on various levels than in the European classical music scene:
On the one hand, Cuban composers began to integrate rhythms, instru-
ments, and themes from Cuban folk music into art music as early as
the 19 century, which became an essential factor in the formation of
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national identity (Eli Rodriguez, 2004). On the other hand - and again
on a practice level - their contemporaries were used to playing both
classical and folk music. Cuban musicologist Gabriela Rojas Sierra once
told me what is known about the professional life of Organ players in
earlier centuries: After church service, they played “popular” music in
the streets. This might still have been similar to the 19%"-century prac-
tices in Europe, but the greater permeability between musical genres
has been maintained or even cherished in Cuba.

Orchestras like the renowned all-female Camerata Romeu have
made it their mission to promote Cuban music of all genres to audi-
ences. Many contemporary Cuban composers refer to the traditional
heritage in their compositions and base them on typical Cuban dance
rhythms. Ernesto Oliva, for example, a composer born in Guantanamo,
often integrates the classic Changtii dance rhythm into his works and
arranges them for classical chamber music formats but doesn't hesitate
to also perform them in a more popular setting featuring percussion
and including improvisations.

The International View: Cuban Music and Tourism

Music has long worked as an international ambassador for Cuba,
dating back to the Habanera in the 1870s (Perna, 2014). Later, Cuban
music played a vital role in developing the tourism sector (Ana, 2021),
shaping tourists’ expectations, mediating their experiences, and building
an avenue for their contacts with locals (Perna, 2014). Attention should
be drawn to two streams of international music promotion in the 1990s
that underline how Cuban music shaped the island’s image and how the
international reaction, in turn influenced artistic life in Cuba.

During the pivotal Periodo Especial, Cuban economic planners and
tourist managers turned to mass tourism as a strategic economic re-
source. They chose musica bailable (popular dance music such as the
Timba) to mobilize Cuban music for tourist purposes by capitalizing
on the pre-revolutionary representations of Cuba as a pleasure island.
Music and dance became market differentiators, and a whole informal
functional relationship arose between state-run clubs, musicians, local
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youth, and foreigners. It generated considerable wealth for a small com-
munity of famous artists that traveled a lot and contributed heavily to
musical promotion - in contrast to those whose music was not market-
able to foreigners and who didn't benefit from the tourism flux. Shifts
in music consumption were a necessary consequence: Musica bailable
became less accessible to the local population as popular bands were
either touring or mainly playing in tourist clubs (Perna, 2014, pp. 48-53).

At the end of the 1990s, with the Cuban economy slowly recover-
ing, the international image of Cuba was redefined when the Buena
Vista Social Club album and the film by Wim Wenders became a global
sensation. The album - produced rather par hazard and by foreign
producers (!) — drew on styles and artists from the pre-revolutionary
times. At the time, it was seen by many in Cuba as a “stereotypical
throwback creation for overseas consumption” (Krull and Stubbs, 2018,
p- 338). This eminently foreign success and the expectations it raised
among foreigners gave rise to the so-called musicos de sopa, who would
then cater to the tourists’ needs and play the well-known tunes in the
Old Streets of Havana. In a way, these “unstaged contexts of musical
performance” naturalized the music and fixed it as the “sonic sign” of
Cuba (Perna, 2014, p. 59).

The example of Buena Vista Social Club highlights the complex
and powerful connection with tourism. It had a hugely symbolic and
ideological impact and matched the new touristic vision of Cuba as a
cultural heritage destination promoted by the Cuban authorities. And
even today, images of “authentic” music (and dance)® have proved to
shape the touristic modes of visualization and experience while also
revealing processes of commodification and standardization behind
these images (Ana, 2021).

Furthermore, a whole new specialized segment of music tourism
has grown in the last decade. Organizations such as Havana Music
Tours offer a more in-depth experience of Cuban music, usually related
to more prominent festivals and including concert visits, musicological
input, and private or group lessons by Cuban musicians - thus generat-
ing another essential source of income, especially for classically trained
musicians.
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Cultural Heritage as Soft Power

Soft-power diplomacy has traditionally been crucial for Cuba (Hoff-
mann, 2018), be it the early campaign for literacy and the promotion of
cultural institutions such as Casa de las Américas and the Havana Film
Festival (Hoffmann and Whitehead, 2022)” and Cuba has made use of its
unique cultural legacy as a political and economic strength (Ferguson,
2003). State investments in culture were disproportionately high (it is
discussed controversially among the actors in the cultural field, whether
they still are), and the image projected to the world was a political pro-
gram in which artistic production and cultural consumption formed
an intrinsic part (Padura, 2019). After the revolution, various cultural
centers, e.g. the Casas de Cultura in each municipality and other state
cultural institutions were established. In addition, a free centralized
artistic education system ranging up to the Instituto Superior de Arte
(ISA) was implemented, and a new appreciation of artists was demon-
strated (Ferguson, 2003; Storhoff, 2014). The state became the “curator
state” and “gatekeeper state” (Grenier, 2017) and even today exercises
a comprehensive claim to power? over the cultural sector (von Soest,
Haffner, and Sell, 2016). The Ministry of Culture MINCULT is a key
actor to which numerous institutions are subordinate, including the
Instituto Cubano de la Musica (ICM). The ICM itself includes a range of
divisions that build the official framework of musical life in Cuba, such
as the empresas (agencies) for different music genres that all musicians,
bands, and ensembles (should) be inscribed to. The empresas (should)
take care of regular concert opportunities for the members and guar-
antee a steady pay of a fixed salary. They are also a necessary vehicle
for payments to be realized after many concerts or gigs. Here again, an
institution-practice divide can be observed as many interview partners
reported that — whenever possible - clients such as bar owners also paid
in cash without involving the intermediary institution.
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New models of organizing in the music sector

Alarge part of the roundabout 16.000 professional musicians reg-
istered in Cuba is in a state working relationship which guarantees a
minimum of visibility, opportunities to perform, and a basic salary but
little opportunity for independent, non-state independent, non-state
creative work (Fernandez Maceira, 2016). However, informal cultural
production and commercialization have consolidated as a reaction of
cultural workers to the inadequate legal and economic infrastructure
(Monasterio Barsd, 2018). Despite all state and legal obstacles, cultural
workers have found new organizational models outside state institutions
and built independent cultural spaces or new circuits, ensembles, or
other entities. These are often characterized by individual or collective
selfmanagement (thus with minimum intervention of the state institu-
tions in the decision-making process) and by a diversification of funding
sources (Fernandez Maceira, 2016). It will be interesting to see in how
far the cultural workers involved in these new entities are going to be
key actors contributing to meaningful systemic social change, as has
been shown in the southeast European region (Dragi¢evié¢ Sesi¢, 2013).

A patchwork career with different jobs and projects in the official
and informal spheres simultaneously has become the norm for musi-
cians in Cuba. The Havana Lyceum Orchestra is, again, an interesting
example. It was founded by the Cuban conductor José Antonio Mendez
Padroén with the help of the Mozarteum Foundation in Salzburg and
surged from a student orchestra affiliated with the ISA. For many years,
it acted as an independent ensemble without financial resources but
then received a substantial three-year grant from a German patron,
which enabled the orchestra to pay the musicians a salary, hire a man-
ager, and launch a regular concert series. After that pilot period, the
orchestra became one of the leading ensembles in the country. It then
obtained a limited number of fixed positions by the Oficina del Histo-
riador — a separate entity not under the auspice of the MINCULT - but
still has to raise funds to sustain itself, e.g., by tours, CD recordings, and
special concerts that are paid separately. These projects that go beyond
the regular concert season also serve as an additional source of income
for the members of the orchestra.
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Cultural Relations between Cuba and Europe

An overview of Cuba’s international relations would go beyond this
text’s scope.? Instead, I would like to draw on selected aspects of how cul-
tural relations between Cuba and Europe'® are implemented in practice.

First, one could consider the official institutions: At the national
level, cultural programming varies significantly according to the guide-
lines on foreign cultural policy — via the embassies and the national
cultural institutes.

In the specific case of Germany, for example, there is no cultural
agreement, as negotiations failed in 2016. This means that officially
there can be no independent Goethe Institute in Cuba so that the em-
bassy would be the central authority for cultural programming. How-
ever, as is so often the case, there is a discrepancy between the official
status and daily practice: the liaison office of the Goethe Institute under
the umbrella of the German embassy is indeed very active. It sets up
cultural program work as it does in other countries. There are also nu-
merous official Cuban-German university cooperations at the academic
level, but none with the music faculty of the ISA. The latter, however,
has signed various Convenios (agreements) with other (also civil society)
actors, e.g., the Balthasar Neumann Orchestra based in Germany. These
Convenios are the lynchpin for formalizing cooperation with Cuban of-
ficial institutions. In some cases, it took years to sign, even if the daily
practice of collaboration was detached from it.

On the EU level, in 2016, the Political Dialogue and Cooperation
Agreement (PDCA) ended 20 years of disagreement over the Posicion
Comtin (Ayuso and Gratius, 2017) and gave a new impetus to the bilateral
relations with implications for cultural cooperation. Furthermore, the
PDCA highlights new opportunities for different actors, such as Cuban
civil society organizations, ascribing them the potential to play a proac-
tive role in interacting with European counterparts (Pellén Azopardo,
2017).

In terms of cultural exchange or cooperation, or support for cul-
tural actors in Cuba, the EU operates directly and indirectly through
different formats and with various partners:
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Firstly, with the European Union Delegation to Cuba, it’s diplomatic rep-
resentation. Several projects in the cultural sector are implemented
as part of the 2021 — 2027 program. It also hosts international cultural
events during the “European month” in Cuba.

Second, via funding allocated to, e.g., the UNESCO Transcultura pro-
gram (2020 - 2024), which seeks to deepen integration between Cuba,
the Caribbean, and the EU. Several arts managers I interviewed are
participating in one of the Transcultura online trainings on grant ap-
plications. The program also aims to foster cultural collaboration and
exchange good practices between individuals, artists’ associations, and
initiatives from the Caribbean and Europe.

Third, as a partner of the EUNIC (European Union National Institutes for
Culture) network. A EUNIC cluster in Cuba was created in 2018, aiming
to find synergies and increase the impact of the EU members’ cultural
cooperation activities. CLIC - Culture to Connect (2019 — 2022) was the
first joint project, driven by the idea of promoting young Cuban talent
and connecting Cuban artists with European counterparts.

Regarding smaller-scale support of local actors, attention should be
drawn to one recent initiative, the Fondo de Arte Jéven, launched by the
Swiss Agency for Development and Cooperation, that aims at the profes-
sional development of young visual artists and musicians. It has just
started its pilot phase (2022 — 2024) and will mainly operate via grants
to address the specific needs of individual young artists and musicians,
such as scholarships to support the creation and provision of media, pro-
fessional accompaniment, and opportunities for academic advancement.

Many of these activities by the official (diplomatic) institutions
show a clear shift towards capacity building in Cuba and the support
of cooperation with civil society actors. However, many interview part-
ners were unaware of these programs and funding schemes, did not
consider their projects suitable, or could not dedicate sufficient time to
their project development. Integrating a more comprehensive range of
actors, such as individual musicians and ensembles, will be a key chal-
lenge for the future implementation. Another challenge arises from
the project periods mentioned above: The readers of this publication
will be well aware of the discrepancy between the aim for sustainable
partnerships and project-based funding, with programs often limited
to two to four years.
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In the Cuban case, it is therefore interesting to also have a look at
the international cultural projects that are implemented outside the
realm of the official diplomatic institutions: In fact, several initiatives
have been very active in keeping up the exchange between musicians
from Cuba and Europe for many years and developing joint projects
over a more extended period, thus building trust and forming durable
partnerships.

The Havana Lyceum Orchestra again is a good case here as it has
built these ties with several European counterparts, among others™:

The Balthasar Neumann Ensembles and their Cuban-European Youth
Academy (CuE) with regular exchange and formation programs taking
place in Cuba and Europe, founded in 2015.

The Mozarteum Foundation in Salzburg, active in Cuba since 2009 and
promoting the annual Mozart festival, among others.

Sarah Willis & the Mozart y Mambo project, initiated in 2017, with three
recorded CDs and two concert tours realized in 2021/2022.

This form of long-term professional cooperation and exchange
between musicians, ensembles, and institutions outside the official pro-
grams can be described as an essential additional third vector in the
implementation of cultural relations, with the other two vectors being
the official relations shaped by the diplomatic institutions and the sec-
ond vector being the individual “private” forms of exchange. This holds
especially true for a complex context such as Cuba, where the official
realm for cooperation might often be restricted and where foreign cul-
tural institutions and institutions co-financed from abroad are viewed
with suspicion (von Soest, Haffner, and Sell, 2016, p. 29).

When considering the multitude of actors involved in cultural rela-
tions on different levels and the wide range of projects implemented in
practice, more orchestrated action could be called for. This might not
be easy in the official diplomatic sector if, e.g., EU member states have
different approaches to implementing cultural relations with Cuba. It
may, however, increase the impact of the third vector initiatives if joint
action is taken and synergies are created. We often discussed this in
the case of the Havana Lyceum Orchestra, where the long-term part-
nerships all have a different focus but might complement each other
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on a practical level, e.g., when organizing a project with the orchestra’s
musicians in Europe.

Closing remarks:
What future of cultural relations with Cuba?

In the current situation of crisis, cultural cooperation with Cuba
is becoming increasingly difficult. Or, to put it differently: Cuba attracts
much interest from institutions from abroad due to its enormous musi-
cal talent and the nimbus, but on the practical level, many factors are
challenging cooperation. Those include, for example, monetary aspects
with high inflation leading to higher production costs (transport, accom-
modation, etc.). The lack of financial resources of the Cuban cooperation
partner requires the counterpart to bring in even more funds, thus
increasing the power imbalances and the danger of reaching a situation
in which the source of funds defines who has authority over the project
(Jhunjhunwala and Walker, 2020, p. 160). Furthermore, the current mi-
gration situation raises barriers to cooperation projects on two levels:
First, by creating uncertainty about whether the musicians needed to
implement the project will still be in Cuba and have enough time to
dedicate to the activity. Second, Visa issuance is significantly more re-
strictive than before the pandemic, and visas for cultural projects have
been negated in several cases. Every case of a Cuban musician staying in
Europe after a concert tour or exchange project could add to this problem.

What does this imply for the future of cultural relations with Cuba
and precisely the “third vector” initiatives having promoted joint proj-
ects on both sides of the Atlantic for many years? If, for example, the
two-way exchange is abandoned because of visa difficulties and projects
are only carried out in Cuba, it might occur what Carty writes: “Are we
really facilitating ‘inter’ cultural dialogue (between cultures)? Or are
we satisfying ourselves with extra-cultural dialogue - dialogue that is,
and will always be, external to our own? (...) Is this not, then, a form of
sophisticated cultural observation? Twenty-first century ethnographic
studies of the intellectual kind?“ (Carty, 2020, p. 266). These thoughts
can be seen as specifically remarkable for the Cuban case.
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In the specific Cuban case, additional challenges are caused by the
repercussions of Cuba’s international projection as the Island of Music
and should not be underestimated. It was analyzed how in the 1990s,
Musica Bailable and “traditional” music shaped foreigners’ image of Cuba.
Even today, this leads to a specific set of expectations when hosting Cu-
ban musicians in Europe, e.g. in the classical music scene which is often
perceived as still quite conservative and eurocentric. Of course, many of
the long-term cooperation projects described above have already reached
a deeper understanding. This results in a broader picture of Cuban music
displayed in these projects, e.g., by presenting classical Cuban composi-
tions from different centuries or by commissioning works from young
Cuban composers referencing the island’s music heritage. However, on
the systemic level, change is still needed to decolonize classical music
and give more space to musicians and musical works from different
scenes without “othering” or reducing them to the stereotyped image
described above. Promoting music events from non-Western cultures
could, as described by Henze, Teissl & Oswald, even enable international
arts education for the European audience, thus making postcolonial con-
ditions of production and reception visible (2020, p. 19-20). This would
require a change of mindsets and strategies on behalf of promoters,
agencies, collaborating European artists, and every audience member.

Notes

1 Hoffmann (2016) describes a transition from a model of charismatic socialism
to one of bureaucratic socialism.

2 Mobile Data has only been introduced in 2019. Zoom, Microsoft Teams and other
standard communication tools or websites are only accessible with a VPN client.

3 The Cuban statistic office publishes regular reports: http://www.onei.gob.cu (Ac-
cessed March 24, 2023).

4 It will not be possible to give an overview of Cuban Music history here or to ex-
plain the Cuban dances that influenced music practice (e.g., bolero, son, danzén,
or rumba). For a detailed account of Cuban music from a Cuban perspective, see,
for example, the manifold works by Cuban musicologist Maria Teresa Linares
or Olavo Alen Rodriguez. The links of Cuban Music to politics and society are
analyzed in more detail by Moore (2006) and Ferguson (2003).

5 He also introduces the term Cubania in order to describe the consciousness and
attachment to Cuba’s unique culture.
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An insightful ethnographic research on the effects of tourism on the dance sector
was published by Ana (2021).

Hoffmann and Whitehead name the example of the Rolling Stones concert as an
event that seemed to mark a new era in the phase of rapprochement with the US.
Havana became the “place to be” for many celebrities, also from the field of Arts,
and the artistic projection was a key factor for goodwill and sympathetic percep-
tions of Cuba (2022, p. 164). Ferguson also concludes that the global interest in
Cuban music forms part of an affective and emotional network of interest in Cuban
culture, but does not translate into direct support for the government (2003).
The current constitution, ratified in 2019, guarantees the existence of freedom
of artistic production but also demands that this creation respects the values
of Cuban socialist society. Only a few months earlier, the highly controversial
Decree 349 had been passed, requiring artists to obtain advance permission for
public and private exhibitions and performances and giving the government
the right to shut down cultural events that showed prohibited content. However,
musicians also benefited from travel privileges: The migration policy applied
in the cultural sector before 2013 sought to avoid the emigration of its skilled
workforce and encouraged artists to travel temporarily while maintaining a link
with their entity of origin (Bustamante Salazar and Sorolla Fernandez, 2015).

. An insightful overview of Cuba’s international relations with various partners
after the uprisings in 2021 is given by Hoffmann and Whitehead (2022).
Analyzing the Cultural Relations between Cuba and the US would require a
separate chapter. An Ethnomusicological Study of the Policies and Aspirations
for U.S.-Cuban Musical Interaction was conducted by Storhoff (2014).

The orchestra is also involved in numerous other international collaborations,
e.g., with international guest conductors or in special co-productions.
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SPAIN’S MUSIC FESTIVALS AND
THEIR ROLE IN CULTURAL DIPLOMACY

ANA MILOSAVLJEVIC

Spain has always been known as a ground rich of music, nation
full of rhythm and passion for life, arts and creation in general. It is no
wonder that this is the case concerning the rich history of the coun-
try, it's multicultural society and all the cultures that influenced each
other on this territory during the course of time. Taking the example
of flamenco' (UNESCO intangible heritage) and the mysterious history
of its origins, both of the etymology and the form itself, one thing is for
sure — this music form is a mixture of various cultures that lived on
the territory of Spain since the Middle Ages, most influential of them
being Arabic, Jewish and Gipsy. In this form alone, we can see the early
beginnings of what we nowadays label as interculturalism, and in the
performance of this music, the early beginnings of performing arts and
music festivals as we know them today. Therefore, we notice that the
culture of performing arts is deeply embedded in the Spanish society
and tradition.

In the recent years, the government of Spain and the Ministry
of Foreign Affairs defined several goals for the implementation of the
country’s foreign policy through cultural diplomacy which include pro-
motion of Spanish language (the second most spoken mother tongue in
the world), promotion of Spain’s cultural and artistic wealth, as well as
science and technological development, through scientific diplomacy.?

Concerning cultural and artistic wealth, music of Spanish speaking
territories has gained great popularity worldwide even among people
who do not speak Spanish. From classical music and composers like
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Manuel De Falla, who was among the first composers that introduced
elements of Spanish folklore music into his compositions and therefore
opened a new window for its popularity, through Latin America’s fa-
mous music genres like tango, bolero and rumba (among others), then
Spanish flamenco and popular music, to more modern music genres
like reggaeton, Spanish pop-rock and others. As many writers, poets
and musicians noted well, “music is the language of the soul.”

The focus of this paper will be on music festivals, a unique space
where people gather united by the same passion for music to exchange
ideas, create together, explore other countries and cities, meet new
friends and gain new experiences, which refers to both artists and visi-
tors. All of these aspects are important for cultural diplomacy of Spain
being that one of the above-mentioned goals for implementing foreign
policy through cultural diplomacy is the promotion of artistic and cul-
tural riches, which music festivals are a part of. Regarding their nature
as ever evolving events, they give a lot of freedom for experimenting
new tools and implementing new ideas. Spanish government has recog-
nized that potential and is supporting a large number of music festivals,
where some of them excide 500.000 visitors per edition.

Another aspect where music festivals are bringing benefit to the
country is its economy. In 2018 the estimated number of festivals cel-
ebrated in Spain were 895 and €333,900,102 was the amount of live
music net revenue.® Additionally, the same study predicts, besides the
corona virus pandemic, a recovery of the sector achieving higher net
revenues than the ones in the current times (specifically, from 2028 and
with a drop in net revenue which is expected until 2024).°

Tourism sector also benefits from a large number of music festivals
held in Spain every year. It is estimated that Spain has 5 million for-
eign visitors on music festivals spending in average 300€ per person’.
Although the reason of their visit is festival attendance, they do have a
great opportunity to explore the city or the region of Spain where the
festival is being held. This fact also contributes to the support that these
events receive from municipalities, local provinces and the state, which
recognized the importance of music festivals and the number of people
they are attracting.

196



SPAIN'S MUSIC FESTIVALS AND THEIR ROLE IN CULTURAL DIPLOMACY

Festivals and events

Throughout history, times of gatherings and celebrations were
among favorite events of human kind. The word festival derives from
the Latin word festum for “a time of celebration”. Reasons for this type
of gatherings can be different, from religious (before Christianity it was
about pagan celebrations), economic trades (fairs that were very often
accompanied by music and dances) to purely leisure time mass meet-
ings that can be caused by a simple reason as enjoying a same interest
in art, like music and other.

In the modern times and through the lenses of cultural diplomacy
and soft power, an important part of festivals of any kind is also the
place and the space where a specific festival is being held. We may know
or associate countries or towns with festivals, such as Oktoberfest with
Munich, Burning man with USA, Carnival with Rio de Janeiro, Cannes
with the French city of the same name, etc.

As stated by the author Alvin Reiss, “the arts and cultural indus-
tries, especially through festivals and special events, can offer some-
thing for the tourism sector to exploit — experience.”® This correlates to
the notion of soft power that Nye defined, and that is attractiveness. The
more attractive the experience, the more visitors it will allure.

Analysis of music festivals in Spain

In this chapter, valuable information and data obtained after a
thorough research (books, articles, websites, etc.) will be presented. The
information and findings from the data analysis will be elaborated and
commented, and some additional observations will be given.

Selecting the music festivals which will be the subject of the analy-
sis for this research was not an easy task, being that in Spain around
900 festivals are held a year.®

We will divide music festivals that we selected and that will be the
topic of our interest into two groups: popular music festivals like Are-
nal Sound (Castellén) that gathers around 300.000 visitors per edition.
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Here we can include festivals like Sénar (Barcelona), Primavera Sound
(Barcelona), Bilbao BBK Festival (Bilbao) and other, which attract between
100.000 to 500.000 people per festival every year (with the exception of
years 2020 and 2021, when most of these music festivals weren't held
due to global COVID-19 pandemic). All of these festivals usually display
some of the following music genres: pop music, electronic music, indie
and rock music.

Following are the festivals that are linked to religious and/or tradi-
tional music, and are related to the celebration of traditional or religious
customs. An analysis of music festivals in Spain cannot pass without a
festival dedicated to flamenco, the traditional music form from Spain
which has been declared UNESCO intangible cultural heritage in 2010™.
Among numerous festivals dedicated to this music genre, for this paper
we will analyze Festival del Cante de las Minas, which is considered one
of the most prestigious flamenco festivals in the world. Semana Santa
(Holly Week) is held throughout Spain and essentially pays tribute to the
Passion of Jesus Christ. Traditional customs are carried out by Catho-
lic Brotherhoods who perform penance processions throughout the
streets in the week leading up to the Easter Weekend. Semana de Musica
Religiosa de Cuenca (Cuenca Religious Music Week) coincides with the
Easter week celebrations. Every year it features important international
orchestras and soloists. There is a wide and varied line-up of concerts,
including new composers, rarely performed works, old pieces recovered
from history, and of course the great traditional works of religious
music. The concert venues were chosen to help create a more profound
religious atmosphere: the cathedral, the old convent of Las Carmelitas
and the churches of San Miguel and Arcas, to name just a few. In the
Spanish capital, the biggest fiesta of this type is Fiestas de San Isidro,
San Isidro being the patron saint of Madrid. One of the festivals that
are linked to traditional customs, not involving religion, is Feria de Abril
de Sevilla. It was founded in 19" century as a trade fair with the aim of
gathering people and merchants, which later became a celebration of the
city and its people. Considered the European version of the Carnival in
Rio de Janeiro, Carnival Santa Cruz de Tenerife is a festival with major
celebrations symbolically representing the final party before the liturgi-
cal season of lent. All of the above-mentioned types of music festivals
are supported by the local and/or state institutions and ministries. In
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this paper we will get more into detail about what kind of support they
provide for these events and how it is linked to the cultural diplomacy
agenda of Spain.

Popular music festivals

AREeNAL Sounp. We start our analysis with Arenal Sound festival that
is being held in Castellén de la Plana, Burriana Municipality, region of
Valencia which is celebrated since 2010. The festival happens begging
of August and lasts between five and six days. What we can define as a
festival mission and vision! is their aim to position themselves as the
biggest festival in Spain, as well as gather and present the most popular
names of independent (indie) music, that is, music which is produced
independently from commercial record labels or their subsidiaries."
Music genres that can be heard on this festival are pop, rock, hip-hop
and electronic music. They succeeded in their mission because start-
ing from 2015 they temporarily did become the most massive festival
in Spain having 260.000 visitors in 4 days (two days were canceled
because of the bad weather, storms and rain).’®* In 2019. that number
reached 300.000.*

The founder and the organizer of the festival is a private company
The Music Republic dedicated to the organization of music festivals,
with headquarters in Valencia. Owners of the company responsible for
the organization of ten different festivals across the country are David
and Antonio Sanchez, referred to by the Spanish media and public as
“masters of the festivals™"®

Even though Arenal Sound is a private initiative, in 2015 they man-
aged to get the support from the Municipality of Castellén de la Plana,
under various conditions, some of them being zero cost for the council,
the creation of job positions for the habitants of the municipality, and
the adaptation of the camping site near the El Arenal beach.

As the festival grew, the local authorities as well as the state in-
stitutions recognized the potential. After getting the support from the
Municipalities of Burriana and Catellén, the Region and the Govern-
ment of the Valencian community joined (Comunitat Valenciana and
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Generalitat Valenciana). Among key partners of the festival that we
should mention is The National Institute for Performing Arts and Music
(INAEM Instituto Nacional de Artes Escénicas y de la Musica) which is a
state body that belongs to the Ministry of Culture and Sports. Valencian
Institute of Culture and the organization Sempre Teua, for the promotion
of Valencian language provided their support to the festival too.

The phenomena of indie music (indie pop, indie rock, electronic)
in today’s society is on the rise, especially among younger generations.
Surpassing music record labels, independently produced music gives
an opportunity to young authors, who don’'t have access to agents and
record labels, to stream their music for free on numerous digital plat-
forms such as YouTube, Soundcloud, Spotify, Instagram accounts, Twit-
ter, Facebook... Whenever a song or an artist of indie music “goes viral”
there is naturally a desire among their public to see them performing
live. Which Arenal Sound is providing to their audience. It is no wonder
that the majority of visitors are between the age of 18 and 25.1°

When it comes to domestic and foreign visitors in 2019 the percent-
age of the first group was 90% while the second was 10%."” If we know
that festival had 300.000 visitors in the same year that means that
30.000 people from abroad visited the festival in 2019.

Sonar. Taking place middle of June in the region of Catalonia and
its capital Barcelona, Sénar is an electronic music festival reaching up
to 126.000 visitors in 2018 and 122.000 last year.’® The festival is held
middle of June and lasts for three days.

Founded in 1994 by three friends (Ricard Robles, Enric Palau and
Sergi Caballero) and their company Advanced Music S.L., the goal was
to celebrate and gather the fans of electronic music but also organize
networking sessions and roundtables for music professionals, offering
very well beyond music and striving to provide reasons for other people
to visit, besides the fans of electronic music. Today, Sénar has the title
of International Festival of Music, Creativity and Technology and it is
recognized as a leader event for networking, collaboration and innova-
tions when it comes to electronic music, art and technology. Since 2002,
Soénar has organized more than 70 events in different parts of the world,
adapting the Sénar philosophy to unique places and environments. It
strives to highlight the most interesting local talents and the scene of
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the city where it takes place. In addition to the event in Barcelona, Sénar
organizes festivals in other cities every year. In the previous years it
has traveled to Reykjavik, Buenos Aires, New York, London, Frankfurt,
Seoul, Lisbon, Lyon, Hamburg, Toronto, Montreal, Chicago, Boston,
Denver, Oakland, Los Angeles, Tokyo and Osaka, among many other
destinations.

One of the differentiating characteristics of the festival is that the
program is divided in two parts: Sénar by Day and Sénar by Night. Ad-
ditionally, instead of the trade fair format in which the networking was
organized for the first ten editions of the festival, in 2013 the organiza-
tion choose to expand it and include conferences, talks, art installations
and film screenings all of which makes a special part of the festival
called Sénar +D.

Over the years, Sénar positioned itself not only as a highly visited
festival with a quality program of electronic music, but also as a plat-
form for promotion of innovations and the digital tools, especially used
in arts. This was recognized by the city of Barcelona, the region of Cata-
lonia and the Spanish state. Therefore, the festival's key partners include
Government of Catalonia — The Department of Culture, AC/E (Accién
Cultural Espafiola) which is a part of Spanish Ministry of Culture and
Barcelona Municipality. It is interesting to mention, considering that it
is not a common practice among festivals in Spain, that the festival is
partially being funded by the tourist tax for Barcelona, which has the
value of 3.5 euros a day.?° Being that the program of the festival highly
supports art and innovation, the museum of modern and contemporary
art Fundacié Antoni Tapies is also among the partners of the festivals
through organizing exhibitions as a part of the festival program.

PrimavVERA Sounp. Another important large-scale festival that hap-
pens in Barcelona, every year in the first days of June, Primavera Sound
is considered as one of the biggest and most prestigious festivals in
Europe.?

Showcasing renewed artists in pop, rock, indie and underground
music, this festival is also known for giving space to the upcoming
musicians. The first edition happened in 2001 and since 2005 it is held
in Parc del Forum, a public park on the seafront. On its first edition the
festival had 8.000 visitors only to reach an amazing half of million in
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2022. Some of the names that have performed here are Kendrick Lamar,
Neil Young, Sonic Youth, Portishead, Pet Shop Boys, Pavement, Echo &
The Bunnymen, Lou Reed to name a few. For the next edition in 2023
the festival is expanding to Spain’s capital, for which Depeche Mode
already confirmed their appearance. Madrid is not the only location
where the festival expanded. It has its editions in other cities beyond
borders of Spain, like Porto in Portugal (being the first city where they
expanded), followed by Los Angeles, Santiago de Chile, Buenos Aires
and Sao Paolo, all confirmed in 2022.

The festival is a private initiative, the founder and organizer being
Gabi Ruiz. His organization with the same name Fundacio Primavera
Sound is behind the festival. He stated that the mission of the festival
is not to use the resources of the city where its being held, but to bring
something back to the city in the terms of cultural and other values,
such as equality, gender equality and sustainability.??

Primavera Sound over the years received the support of Munici-
pality of Barcelona and Sant Adria de Besos, Center for Contemporary
Art of Barcelona. As one of the most important and recently earned
(in 2022) supports, is the title of an Event of Exceptional Public Inter-
est rewarded by the Ministry of Culture and Sports of Spain, starting
form 1% of January 2022, the year of the festival’'s 20 edition, until 31
of December 2024.%

Biieao BBK FestivaL. In the biggest city of Basque region, on the
slopes of Mount Cobetas, Bilbao BBK Festival is a festival of pop and rock
music reaching up to 115,000 visitors in 2022.2* The festival is held in
summer, beginning of June and lasts for 3 days.

Unlike the previous popular music festivals we analyzed, the his-
tory of its foundation is quite unique. Namely, after building a street-cir-
cuit for Formula Renault 3.5 competition and using it only once in 2005,
the city of Bilbao wanted to use this space to build summer events in the
city. The municipality approached the private event making company
Last Tour International, which was already organizing other festivals.
With a generous budget of 4,200,000 euros, the first edition of Bilbao
BBK Festival, staring Guns N’ Roses y Placebo, was born.

The mission of the festivals is to provide quality entertainment
hosting star artist in pop and rock music, but also attract foreign visitors
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and tourists to the city of Bilbao and the beautiful mountain site where
the festival is held.

Apart from having the support of the local public bodies, like Mu-
nicipality of Bilbao and Regional Basque Government and its tourism
department, the festival also enjoys the support of the National Institute
of Performing Arts and Music (INAEM), which is the organism of the
Ministry of Culture and Sports that is in charge of articulating and
developing programs related to theater, dance, music and the circus.

Traditional and religious music festival

FestivaL pEL CANTE DE Las Minas. To start our analysis of traditional
and religious music festivals, we begin with the flamenco festival hap-
pening in the region of Murica, in the town of La Unidn. It is held at
the end of July and beginning of August every year since 1961 and it
is considered as one of the most prestigious and respected flamenco
festivals in Spain and the world.

When the festival was founded, it started as a festival of cante fla-
menco (singing), but later in the 80’s and the 90’s it incorporated both
el toque (playing an instrument, usually a guitar) and baile (dancing),
which are the three artistic forms of expression of flamenco music. In
2009 a new festival category was implemented under the name of other
instruments.

Gaining more and more popularity over the years in 2010 the Span-
ish state declared the festival as Intangible Culture Asset of Interest
(Bien de Interés Cultural de caracter inmaterial). Following later that
year, flamenco as a music genre was declared as UNESCO Intangible
Cultural Heritage, which contributed to an international popularity of
the festival. Festival del Cante de Las Minas also enjoys the label of the
Festival of International Touristic Interest (Fiesta de Interés Turistico
Nacional). Furthermore, the Spanish Academy of Music awarded the
festival with the Prize for the Dissemination of Music in 2011. Back in
1961 the first edition was organized by the mayor of the time of the Mu-
nicipality of La Unidn, Esteban Bernal, who is considered the founder
of the festival. He created Festival del Cante de Las Minas in honor of
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flamenco and especially cante de las minas, which means “the songs of
the mines”. These songs were sung by the miners that worked in the area
and were later carried through generations in order to be preserved,
which is the festivals mission too.

On the 23 of July 2010, the Fundacién del Cante de Las Minas (Cante
de las Minas Foundation) was created and it is the body that organizes
the festival every year. Besides the management and organization of
both the festival as well as the Cante de las Minas Museum since 2010,
the foundation also created the International Chair of Flamencology that
integrates the two annual University Flamenco Congresses. By their
initiative, the School of Flamenco Art, the Gastronomic Day of the Cante
de las Minas and the Meeting of Haute Cuisine by the Cantes de Levante
were also created. The festival is funded by both governmental and pri-
vate partners. Among the public institutions that support the festival,
the key partners are the Region of Murcia, Municipality of La Unién,
the regional Institute for Culture Industry and Arts, and the National
Institute for Performing Arts and Music (Spanish Ministry of Culture).

Semana de Musica Religiosa de Cuenca

Held annually in the period of the Holy Week, Semana de Musica
Religiosa de Cuenca is a week of religious music happening in Cuenca,
the region of Castilla-La Mancha. Founded in 1962, it is considered the
fourth oldest festival in Spain and because its uniqueness and peculiar-
ity it has been declared the Festival of International Touristic Interest
(Fiesta de Interés Turistico Nacional) since 1979.%°

The first edition was an initiative of a civil governor and a mayor of
Cuenca at the time. The concerts were held in a renovated San Miguel
church and consisted of a whole week of sacred music. Since its found-
ing, the mission and vision of the festival has not changed, it was only
modernized. As stated on the festival’s website, Semana de Musica Re-
ligiosa de Cuenca turns Cuenca into an international cultural epicenter
every year with a defined proposal of liturgical, sacred, mystical, spiri-
tual and transcendental music. The most outstanding figures of classical
and ancient music have paraded through the Cuenca stage, and it is also
a spring for new musical creation.?
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In regards to the historical and cultural importance of such event,
a large number of political and state actors supported the festival. The
most relevant indicator of this support is probably the declaration of the
Honorable President of the festival, Her Majesty the Queen of Spain.
Furthermore, for the President was named the President of the Board
of Communities of the Region of Castilla-La Mancha and for the Vice
President the Counselor of Education, Culture and Sports of the same
board of communities.

Among the key partners of the festival are the Government of
Spain, Ministry of Culture and Sports, National Institute for Perform-
ing Arts and Music (INAEM), the Municipality of Cuenca, the Region
of Castilla-La Mancha and the Province of Cuenca.

Regarding the religious bodies we can see their support through
associations that are important for the organization and realization of
the festivals. This includes the Diocese of Cuenca and Association of
Brotherhoods of the Holy Week, Cuenca.

Fiestas de San Isidro

The biggest fiesta of the Spain’s capital happens every year on 15t of
May. San Isidro is the protector saint of the city and is also referred to
as Laborador (the working man) and considered the protector of farm-
ers and working people. This tradition dates back to 1619 when it was
first documented and it was a motive of inspiration to a large number
of Spanish artists, including the famous painter Francisco Goya who
created the painting La pardera de San Isidro.

La Pradera de San Isidro is actually the city park of Madrid that is
still used for the celebration of this holiday. No matter the long tradition,
this fiesta was declared an Asset of Cultural Interest (Bien de Interés
Cultural) only last year, in 2021. Instead of a one-day celebration, the
festival is held for three days, from the 13t until 15" of May, with nu-
merous activities for both children and adults like concerts of pop and
folk music and dances, DJ sessions, theater performances, blessing of
Holy water on the San Isidro tap 3and others. The main event being the
procession of the image of San Isidro and Santa Maria de la Cabeza. In
charge for the organization of this big event is the Municipality of Ma-
drid and their General Directorate for Programs and Cultural Activities.
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Feria de Abril de Sevilla

“Light, colors and a lot of joy” is how Feria de Abril de Sevilla (also
known as Feria de Sevilla) is described?” on the web portal of Department
of Tourism of Sevilla. This festival of music, dance and gastronomy in
Andalucia was founded in 1847 with the Royal Decreet of Her Majesty
Queen Isabel I1.?2¢ The celebration is held in April, it lasts for a week and
it is usually one or two weeks after the celebration of Catholic Easter.

It started as a livestock market, but as described in the documents
of Municipality of Sevilla of that time, the merchants complained that
they cannot do their business properly due to sevillanos and sevillanas
(the people of Sevilla) who were disturbing them and impeding with
their songs and dances.?” And so, the Feria de Sevilla as we know it today,
a celebration of life, the town of Sevilla, and its people, was born.

Since its founding and up to this day the organizer of the festival is
the Municipality of Sevilla and has the title of Festival of International
Touristic Interest (Fiesta de Interés Turistico Nacional) in 1980.3° The
ministries of culture, consumption and labor are partners of the fes-
tival and it is also supported by the Council of Brotherhoods of Seville
(Consejo de Cofradias de Sevilla).

Carnaval Santa Cruz de Tenerife

Referred to as “European version of Rio de Janeiro Carnival”, Car-
nival Santa Cruz de Tenerife happens every February on the Spanish
Canary Islands, more precisely in one of its capitals Santa Cruz de
Tenerife. It is the second most important festival in the world, the first
being the one in Rio de Janeiro, which is Santa Cruz de Tenerife’s sister
town. It has been declared Festival of International Touristic Interest
(Fiesta de Interés Turistico Nacional) in 1980. It happens annually in the
week that precedes the beginning of the Easter fasting period.

An estimated 250,000 people visited its streets in 1987 breaking
the Guinness record dancing to the music of Celia Cruz. Since then,
the number of attendees has not stopped increasing, and in 2019 the
initial number practically doubled: 400,000 people gathered on Sabado
de Pifiata (Pifiata Saturday), the most important day of the carnival.
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The Municipality of Santa Cruz de Tenerife is the main organizer
of the carnival. In 2022 a contract between the municipality and the
Spanish National Televison (RTVE) and the local Canary Islands televi-
sion RTVC has been signed about broadcasting the future editions of
the carnival.

The role of music festivals in cultural diplomacy

The definition of the concept of cultural diplomacy by M. C. Cum-
mings’ is explained as “the exchange of ideas, information, art, and other
aspects of culture among nations and their people in order to foster
mutual understanding”® This type of exchanges are an integral part
of music festivals. The interchange happens on various levels of one
festival. Firstly, through gathering, meeting and international mixing
of artists (performers). It is a space where people of common interest (in
this case music) come to share their art, ideas, knowledge and informa-
tion. On the other hand, this concept also applies for the audience on the
festivals, creating a third aspect which is the performer-artist relation.
Facilitating the open dialogue, music festivals are at the same time a
platform for meeting and exposure. Used within diplomatic programs
they offer each culture an environment to make contacts easier, to start
or to permit constructive dialogue (De Greef, 2017).3?

As defined in the White paper on intercultural dialogue by the Coun-
cil of Europe, intercultural dialogue is “a process that comprises an
open and respectful exchange of views between individuals and groups
with different ethnic, cultural, religious and linguistic backgrounds and
heritage, on the basis of mutual understanding and respect.”** Again,
this exchange of views happens on music festivals when people gather
around a shared passion, which is in this case music, and therefore
form a type of community.

According to the IFEA brochure?®, festivals and events are among
the most successful and important tools available to communities, cities,
states, regions and countries and they enable the increase of tourism,
job opportunities and enhance the quality of life in places where they
are staged. (Jovicevi¢, 2017; Dragiéevié—ﬁeéié et al. 2017)*
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Music festivals bring various benefits for the country. One of them
is boosting the economy, on a local but also the state level. On a local
level, it can economically benefit the city or province where the festi-
val is being held, as well as contribute to the country’s GDP budget. By
attracting more visitors to the country, the sector of tourism expands
and profits. Having more tourist that will bring positive image to their
homeland about Spain is certainly contributing to better promotion of
Spain and the county’s international image.

The state has various gains in supporting music festivals, some
of them, as we mentioned earlier, are helping the economy and tour-
ism. Therefore, various public bodies and institutions provide financial
support for organizing such events. That support can come in different
ways, either directly for the festival's budget or support for the artist
exchange (such as paying the accommodation and/or travel for the per-
formers). Support can also come in a form of providing venues for the
festivals. Municipalities can provide public spaces or city/state owned
venues rent-free. Marketing and advertising by the public bodies can
also be provided, or helping in logistics or communication with foreign
state bodies, if needed.

Conclusion

As we have seen, the rich musical heritage that Spain has is a
valuable resource for cultural diplomacy. The mixture of cultures that
happened over centuries is a good starting point to promote intercul-
turalism, openness of the country and tolerance.

Music festivals have a lot of advantages when it comes to gathering
people, building a community and promoting culture(s). People gather to
enjoy, share similar interest in a specific kind of music or to get to know
other cultures, as with the case of traditional and religious music festi-
vals. This environment is suitable for dialogues, developing tolerance,
learning about new form of arts or cultures that we know little about.

We followed the definition of M. C. Cummings on cultural diplo-
macy and after the data analysis we have concluded that music festivals
that we selected incorporate the element of cultural diplomacy such as
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fostering mutual understanding, exchange of art, information and ideas.
When it comes to intercultural dialogue, following the outlines of the
White Paper on Intercultural Dialogue composed by Council of Europe,
we see that festivals provide safe space for open and respectful exchange
of views of people with different cultural, ethnic, religious or linguistic
background. The friendly environment on music festivals not only does
it give space but also facilitates the intercultural dialogue.

Referring to the notions of soft power as observed by J. S. Nye®®
we have seen that selected music festivals in Spain have a big scope of
visibility and influence, as well as various means to attract visitors and
tourists, that is, the foreign public. The government recognizes this
potential and therefore by supporting these festivals and investing in
them, it allows expanding the scope of the influence and reach. In the
case of religious music festivals, the church also plays and important
role, because with their support believers from other countries can come
and share their art in a country and culture which is not of their origin.

Spanish government has recognized this potential and has built
a network of public institutions and organizations to support music
festivals. This support can come in various forms, financial where the
festivals get direct financial support, logistic in a form of venues that
local authorities provide them rent-free, and marketing so the festivals
can be advertised on governmental websites and touristic platforms
and offices.

What festivals bring back to the country are economic benefits in
a form of increasing the states GDP, by revenue and/or by attracting
tourists. A big contribution goes to the accommodation providers as
well, like hotels, hostels and apartment owners which will later pay the
taxes to the state and the guest that stay in their facilities will pay the
tourist tax. This we saw in the example of Sénar festival in Barcelona,
which is partially being funded by the tourist tax.

We conclude that music festivals in Spain do play an important role
in the cultural diplomacy strategy of the country. They are a valuable
instrument for the implementation of cultural and public strategies and
reaching foreign policy goals. By explaining and describing the role of
the music festivals we were able to better understand Spanish cultural
diplomacy and the position of music festivals and their contribution to
the sector.
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The aim of this paper was not only to be of explanative character,

but also to serve as an example for other countries that wish to use
music festivals as an efficient tool for implementing cultural diplomacy
goals. This can also be a good example for the Serbian government to

use,

raising awareness about importance of music festivals and how

much benefits and promotion they can bring to the country.
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O DELOTVORNOSTI KULTURNE DIPLOMATIJE

DARrko TANASKOVIC

Pojam kulturne diplomatije nije nov. Kulturna diplomatija sustinski
postoji od kad je sveta i veka, odnosno, od kad razlicite ljudske zajednice
dolaze u medusobni dodir koji nije samo puka borba za preZivljavanje i
prevlast. Ali, na§im modernim i postmodernim vremenima svojstvena
je potreba da se definisu, opiSu i racionalizuju i, narocito, teorijski, pa ce-
sto i pseudoteorijski, osmisle pojave koje su ranije bile podrazumevajuce
i samorazumljive, sa kojima se Zivelo i u skladu sa njima ponasalo, ali bez
osecanja potrebe da se podvrgavaju formalizovanoj akciji racionalnog
uma, odnosno nau¢nom izucavanju, imenovanju i sistematizovanom
klasifikovanju. O kulturnoj diplomatiji se sve vise govori i piSe u kontek-
stu afirmisanja ,novih pojmova®“, kao sto su javna diplomatija, sportska
diplomatija, ¢ak i pingpong diplomatija, nau¢na diplomatija, vakcinalna
diplomatija, verska diplomatija, zatim tvrda mo¢, meka mo¢, pametna
mo¢, hibridni rat, proksi rat, itd. To su sve pojmovi i termini kojima
nas u novije vreme zasipaju, od kojih neki zaista ukazuju na izmenjene
procese i realnosti u svetu, do¢im neki zapravo i ne donose sustinski
nesto novo. Medutim, bilo bi dobro kada bi ovaj pokusaj racionalizacije
necega $to nam je pred oc¢ima i ¢cime se bavimo doprineo kvalitetu toga
posla, a ne da se ostane pri zabludi da smo novim imenovanjem pojmova,
sontologizacijom naziva“, izmenili stvarnost i potvrdili svoje ovladavanje
njome, $to je Cesto slucaj. I zamka.

Sto se nas ti¢e, mislim da je tuZna i Stetna ¢injenica opSte percep-
cije Srbije u medunarodnoj zajednici, koja je od devedesetih godina bila
negativna, kao plod tendencioznog nastojanja da se prikazemo u svetlu
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koje sigurno nije bilo realno, kao neka vrsta kolateralne dobiti, doprinela
tome da se kod nas bolje shvati znacaj kulturne politike, pa i kulturne
diplomatije, i da se o tome poc¢ne intenzivno razmisljati i, mogu reéi, cak
i veoma kvalitetno pisati. Praksa medutim, pogotovo u institucionalnom
i organizovanom vidu, jo§ pomalo kaska za onim do ¢ega smo ve¢ dosli
na saznajnom ili teorijskom planu, pa je sigurno vazno da se te dve
ravni sjedine ili bar priblize. Smatram da su kulturni dodiri, kulturni
doticaji i razmena kulturnih dobara medu ljudima i narodima odista
onaj pravi vid uspostavljanja kontakta koji je najstabilniji, najtrajniji i
najmanje podlozan hirovima politike i nekih neposrednih efemernih
interesa. Ba$ zato je kulturna saradnja obi¢no i u senci takvih interesa,
jer se u politici poglavito ra¢una na neke kratkotrajne, efemerne dobitke,
a kulturna uzajamnost, bolje upoznavanje, predstavljanje sebe drugima
i razumevanje drugih, sve to daje rezultate na dugu stazu i donosi velike
ljudske satisfakcije i obogacenja, ali kratkoroc¢no, pogotovo na nekom,
uslovno receno, pragmati¢nom planu, a pogotovo u kratkom roku, ne
donosi dovoljno da bi se sa dostatnom organizacionom i institucional-
nom paznjom prislo domenu kulturne saradnje i, pre svega, finansijski
i materijalno u nju adekvatno ulagalo.

Pri razmatranju problematike kulturne diplomatije podrazume-
vam i kulturnu politiku, jer ona je operativna delatnost kroz koju se
realizuje odredena kulturna politika. Kulturna diplomatija ¢e zavisiti
od kulturne politike jedne drzave, kako one na unutrasnjem tako i na
spoljnom planu, a to pre svega znaci od valorizovanja kulture kao takve
u najsirem smislu. Postoje, inace, formalni, institucionalni akteri koji se
bave kulturnom diplomatijom i oni neformalni, neinstitucionalni akteri
kulturne diplomatije, a to smo zapravo svi mi gradani. Svi, naime, kad
dolazimo u kontakt sa nekim sa strane, bilo da radimo u diplomatskoj
sluzbi, da se bavimo nau¢nim radom, da smo umetnici, novinari, tur-
isti, akteri smo kulturne diplomatije u onoj meri u kojoj predstavljamo
karakteristike svoga pogleda na svet, svojih kulturnih vrednosti i svog
identiteta drugima. To je naravno veoma Siroko odredenje kulturne
diplomatije, ali i Zivotno u stalnom potvrdivanju.

Kad se govori o delotvornosti kulturne diplomatije i o tome da li
je ona stvarno delotvorna — veoma je vazno objasniti onima koji su
zaduZeni za spoljnu politiku drzave da je delovanje u oblasti kulture
izuzetno znacajna spoljnopoliticka aktivnost i da su njeni rezultati
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stvarni i trajniji od rezultata klasi¢ne diplomatije ili klasi¢ne spoljne
politike. U tom smislu naves§¢u primere triju drzava Cije je delovanje u
oblasti kulturne diplomatije, usudujem se reci, dalo ¢ak i vece rezultate
nego njihovo spoljnopoliti¢cko nastupanje standardnim diplomatskim
sredstvima i kanalima. Ima viSe takvih drZava, a odabrao sam za ovu
priliku tri, za koje mislim da su svaka na svoj nacin karakteristi¢ni prim-
eri, a jedna od njih, Kina, zahvaljujuci radu kolege Dragana Trailovica,
obradena je u tematskom bloku ¢asopisa Kultura, pod naslovom ,Kultur-
na politika Narodne Republike Kine na Zapadnom Balkanu. Srbija u up-
orednoj perspektivi”. Odabrao sam, dakle, Kinu, Iran i Tursku i re¢i ¢u o
svakom od tih triju slucajeva ponesto, zbog nemoguénosti da temu ovde
predstavim celovito. Za ove tri drzave, koje su nejednake po mnogo cemu
- po civilizacijskoj pripadnosti, po veli¢ini i po medunarodnom poloZaju
— karakateristi¢no je da su sa stanovista jednog, u biti evropocentri¢nog/
kulturocentri¢nog pogleda na svet koji nastoji da se globalizuje (kroz glo-
balizaciju koja ne poc¢iva na istinski univerzalnim vrednostima ve¢ na
nametanju jednog odredenog modela drustvene organizacije i pogleda
na svet), smatrane niZze vrednima, odnosno da ne pripadaju necemu
$to je savremenom smislu civilizacijski produktivno. Sa druge strane,
i u politickom smislu, Kina, Iran i Turska su drzave koje su se nalazile
u stanju sukoba, povremeno i izolovane, u odnosu na dominantne to-
kove u svetskoj politici, koje je najvise diktirao Zapad. ,Medunarodna
zajednica”, koja se tako zove po svojim najuticajnijim ¢iniocima, ali
ne i po statistickim pokazateljima, geografskom prostranstvu i broju
stanovnika, uvek je prema navedenim drzavama vodila politiku manje
ili viSe otvorenog ili prikrivenog ostrakizma. Upravo iz tog razloga su
ove tri drzave, sistematski i godinama, posvecivale znatnu brigu orga-
nizovanoj i veoma dobro osmisljenoj politici kulturnog delovanja, sto
nazivamo kulturnom diplomatijom.

Kina je mrezom svojih kulturnih centara, objedinjavanjem i cen-
tralizovanjem delovanja na kulturnom planu kroz jednu veoma znacajnu
Upravu, koja je medu najznacajnijim delovima kineskog drzavnog apara-
ta i na cijem Celu se uvek nalazi jedan veoma znacajan i uticajan ¢lan
Komunisticke partije Kine, organizovala svoj nastup u inostranstvu. Mi
tivniji nac¢in. Naime, Kina je, ne samo u oblasti kulture, pre dvadesetak
i viSe godina, ciljno odabrala upravo Srbiju kao drzavu koja ¢e joj biti
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odskocna daska u ovom delu Evrope. Procenili su koji je geopoliticki i
geostrategijski znacaj naseg prostora i kakvi su potencijali Srbije u tom
pogledu, te odabrali Srbiju da bude najznacajniji centar njihovog kul-
turnog delovanja u jugoisto¢noj Evropi i na Balkanu. Pored kulturnog
centra ,Konfucije* u Beogradu, postoji takav centar i u Bugarskoj. Vodila
se, jedno vreme, izvesna borba za uticaj i prestiz izmedu ovih dvaju
centara, da bi kasnije Kinezi beogradski proglasili referentnim region-
alnim kulturnim centrom. Ovakvi centri postoje sada u svim drzavama
u okruZenju. Kina je, kao jedna on najvecih i najznacajnijih drzava u
svetu, koja je poslednjih decenija u svakom pogledu silno napredovala,
pre svega ekonomski, a zatim i vojno, uspela da na kulturnom planu u
potpunosti osujeti sve pokusaje da se njena civilizacija, koja ima najduzi
neprekinuti kontinuitet na planeti Zemlji, proglasi retrogradnom i da
bude potisnuta kulturnim modelima nametanim sa Zapada. Zanimljivo
je, ipoucno, da i u Kini postoji veliko interesovanje za kulturne obrasce
i vrednosti koji dolaze sa Zapada, pre svega iz Sjedinjenih Americkih
Drzava, ali da su, sa druge strane, o¢uvani tradicionalni kulturni
modeli koji su predstavljeni svuda u svetu, ne samo kao ravnopravni
ve¢ po mnogo ¢emu i superiorni u odnosu na kulturnu produkciju i
ponudu u drugim delovima sveta. Ovakva uravnotezenost je velikim
delom zasluga postojanja mreze kulturnih centara cija se delatnost
u glavnim, strategijskim linijama, centralizovano planira, kojima se
centralizovano rukovodi, ali za koje se veoma prilagodeno lokalnom
»horizontu ocekivanja”, diferencirano i selektivno utvrduju programi
u pojedinim zemljama. Ono Sto se, kao osnovna poruka i vrednost,
prenosi inostranstvu pomno se uskladuje sa horizontom percepcije u
datoj zemlji i osobenostima date ciljne grupe. Na ovome se radi veoma
promisljeno i studiozno, te se, na primer, kineska opera ne predstavlja
na isti nac¢in u Beogradu i u Turskoj ili u nekoj drugoj zemlji. Takvim de-
lovanjem, a pre svega dugoro¢nim planiranjem, izdasnim finansiranjem
i jasnom strategijskom idejom o tome Sta treba da se uradi u kulturnoj
politici, Kina je postigla bar isto onoliko ($to mozZda nije tako vidljivo)
koliko i u sferi ekonomonije, razvoja vojne moci, tehnologije i drugim
oblastima. A Kina, najblaze receno, bez obzira na to koliko je velika,
moc¢na i mnogoljudna, nije bila drzava koja je, sa stanovista unutrasnje
situacije i spoljnog pogleda na sebe, delovala u povoljnim okolnostima.

Druga drzava je Iran. Ne treba posebno objasnjavati u kojoj meri
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je Iran, pogotovo od 1979. godine i kulturne, odnosno Islamske revolu-
cije ajatolaha Homeinija, bio drzava koja je sistematski predstavljana
kao ,parija” medunarodnog poretka, odnosno drzava koja se nalazi
van sistema vrednosti svojstvenog modernom dobu. Homeinijeva revo-
lucija je predstavljala Sok i za muslimanski i za nemuslimanski svet,
koji se od njega dugo nije oporavio. Ova revolucija je oznacila pocetak
ozbiljnog razmisljanja o islamu kao politickom i kulturnom ¢iniocu
u medunarodnim odnosima, o tome da je moguée na osnovu zasada
religije, odnosno religijske ideologije, izvesti revoluciju protiv rezima
jedne od najsnaznijih drzava toga vremena, koja je pod Sahom Rezom
Pahlavijem bila prili¢no sekularizovana, i stvoriti republiku koja i dalje
opstaje na specificno razradenim islamskim doktrinarnim temeljima.

Od kad se pojavio fenomen radikalnog islamskog fundamentalizma,
verovalo se da je u fazi destrukcije postojec¢eg poretka i institucija is-
lamizam jak, ali da ¢e se u fazi konstrukcije srusiti, jer ne zadovoljava
potrebe coveka modernog doba. Medutim, desilo se sasvim suprotno i od
tada Iran postaje svima zanimljiv, ali i sumnjiv, pa je odavno podvrgnut
sankcijama, a na kontakte sa Teheranom ne gleda se sa simpatijama.
Sa jedne strane, dakle, na globalnom planu Islamska Republika je bila
prokaZena i ostrakizovana drzava, dok je sa druge, na planu odnosa sa
Balkanom, konkretno biviom Jugoslavijom, a onda Srbijom kao njenim
nastavljacem, Homeinijev Iran bio, uslovno receno, negativno percipi-
rana drZava, jer je u vreme rata u Bosni i Hercegovini potpuno otvoreno
i bez ikakvog zazora podrzavao muslimane, posto u iranskom Ustavu
stoji obaveza da se moraju podrzavati svi ugrozeni muslimani u svetu.
Kako je propagandno predstavljano da su muslimani u Bosni i Her-
cegovini ugroZeni od hri§¢ana, Iran je na sve nacine bio prisutan na
terenu, ukljuc¢ujuéi vojnu pomoc¢, obavestajni rad i logisticku podrsku. To
svakako iz perspektive Beograda devedesetih godina nije bio preduslov
za razvijanje kulturne saradnje sa Iranom, tim pre $to je sam faktor
sprovodenja islamske revolucije ve¢ ranije tu drzavu ucinio a priori
sumnjivom i problemati¢nom.

[ upravo u takvo vreme i u takvim izrazito nepovoljnim okolnos-
tima vlada u Teheranu povukla je iznenadujuci potez i predlozila os-
nivanje Kulturnog centra Irana u nasem glavnom gradu. Nase vlasti
su, mora se priznati, dalekovido reagovale i prihvatile iransku inici-
jativu. Kako sam u to vreme bio upravnik Katedre za orijentalistiku
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na Filoloskom fakultetu, gde je na$ uvazeni iranista profesor Fahim
Bajraktarevi¢ davne 1926. godine, tada u okviru Filozofskog fakulteta,
poceo da predaje Istoriju persijske knjizevnosti, palo mi je u deo da se sa
iranskim kolegom zaduZenim za osnivanje Centra, formalno ataseom za
kulturu Ambasade Islamske Republike Iran, angazujem na poslovima u
vezi sa osnivanjem Kulturnog centra. Iranski izaslanik Abas Arjazand
ostao mi je u Zivom sec¢anju. UZivao je znatan ugled u svojoj zemlji, i
kao literata i pesnik, ali i iskusni obavestajac. Prilikom prvog susreta
otvoreno sam mu rekao da obojica dobro znamo kakva on sve zaduzenja
ima i kakvim se aktivnostima bavi na planu operacionalizovanja iranske
podrske bosanskohercegovackim muslimanima, ali da se time svakako
bave nadlezni resori i sluzbe nase vlade, dok nas u saradnji treba da
zanima samo njegova kulturna misija, jer su ratni sukobi privremeno
stanje, a kultura neprolazna vrednost. Saglasio se, rekavsi, sli¢no Ceréilu
tokom Drugog svetskog rata, da bi propast kulture i trajno gasenje kul-
turnih veza medu narodima i drzavama obesmislili i ciljeve radi cijeg
se ostvarivanja povremeno, nazalost, vode ratovi, kao i da je za iran-
sku naciju celokupno kulturno naslede preislamskog i islamskog Irana
najcvrséi temelj kolektivnog identiteta. Nasa saradnja se pokazala veoma
uspesnom, iako je moj kolega u meduvremenu ispevao strasnu pesmu o
ratnom ,mucenistvu” Sarajeva.

Kulturni centar koji deluje u sklopu ambasade Irana u Beogra-
du do danas je u¢inio mnogo vise od iranske ambasade, kao takve, u
zblizavanju Irana i Srbije i stvaranju povoljne slike o Iranu i iranskoj
kulturi medu Srbima. U Beogradu se retko nalaze oni koji imaju izraZeni
negativan odnos prema Iranu i Irancima, a pogotovu se to moze reci
za pojedince koji su na neki nacin dosli u dodir sa Kulturnim centrom.
Centar je, recimo, shvatio znacaj organizovanja nastave jezika, te je
u njemu pocela sa radom mala $kola persijskog jezika, koju su, pored
mnogih znatiZeljnika, kao vid dodatne nastave, pohadali i studenti sa
Filoloskog fakulteta. Razvijan je ¢itav niz aktivnosti, izlozbi, predavanja,
izdavanje Casopisa, radionice kaligrafije itd. Drugim recima, Kulturni
centar, osnovan u ratno vreme, postao je najbitniji faktor delovanja
Islamske Republike Iran u Srbiji. Suprotno optuzbama upucivanih iran-
skom rezimu da je netolerantan, iskljuciv i nesavremen, Iranci su uspeli
da uspostave zadivljuju¢u sintezu kulturnog identiteta, povezujuci vred-
nosti preislamske iranske kulture, koja je bila dugotrajna, velika i bogata,
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sa islamskim periodom. Kao $to je u Spaniji period mavarske Andaluzije,
posle velikih polemika arabista i nacionalista, takode ukljucen kao inte-
gralni deo Spanskog kulturnog nasleda, te se svuda pri ucenju istorije
$panskog jezika i kulture nailazi i na andaluzijsku komponentu, tako su
i Iranci uspeli da, bez ikakvih ideoloskih lomova, integralno predstave
svoju kulturu kao celinu, od najstarijih perioda i Ahemenidskog carstva
do danas. Tako je stvorena kulturna sinteza koja se pokazala veoma
mocénom i impresivnom i Iran se, ne samo kod nas, ve¢ i u svetu, ¢ak i
medu gradanima onih drZava koje su iskazivale i iskazuju ve¢i animoz-
itet prema Islamskoj Republici, apsolutno uvazava kao ozbiljna, stara
istorijska nacija i drzava koja ima $ta da ponudi kulturi sveta.

Treca drzava je Turska. Za Tursku, koja nam je najbliza i najpris-
nija, karakteristi¢no je to da njena kulturna politika, a zatim i kulturna
diplomatija ove zemlje, kao svoj ,kicmeni” sastavni deo sadrze kompo-
nentu neoosmanisticke strategijske doktrine o potrebi obnove turske
uticajnosti na onim podrucjima sveta koja su najduze ostala u sastavu
Osmanskog carstva. To su Balkan, Bliski istok, Srednji istok i Kavkaz.
U ovu strategiju je izuzetno disciplinovano i osmisljeno uklopljena kul-
turna dimenzija, kao uostalom u celokupni drZzavno-nacionalni nastup
Turske, i to ne samo kroz liniju spoljnih poslova, veé i Sire.

Poznata turska drzavna Agencija za saradnju i razvoj (TIKA) je
ustanova za promociju turskih vrednosti u svetu. Te vrednosti se, u
danas naglasenije islamskom vidu, projektuju kroz sve elemente de-
lovanja drzave. Agencija TIKA, sa pozamasnim budZetom gotovo bez
ograniCenja, i kod nas mnogo i razudeno radi na obnovi i afirmisan-
ju osmanskog kulturnog nasleda. U toj aktivnosti ostvaruje se vrlo
pragmatican spoj novca koji se u ulaze i rezultata koji se dobijaju,
narocito u turistickom vrednovanju ovakvih objekata, $to je veoma
privlacno, pogotovo za lokalne vlasti opstina i srezova na ¢ijoj se terito-
riji spomenici nalaze, tako da su one po pravilu izuzetno kooperativne.
To je saradnja koja sjajno tece, a Turci sistematski obnavljaju sve §to je
deo osmanskog kulturnog nasleda, sve do digitalizacije arhivske grade,
a to vide kao retroaktivno materijalizovanje dimenzije tzv. ,istorijske
dubine”, uz ,geografsku dubinu” jedne od dveju sastavnica doktrine
~strategijske dubine”, u verziji kojoj je zaokruZzeni teorijski oblik dao
profesor medunarodnih odnosa, bivs§i ministar inostranih poslova i
premijer Ahmet Davutoglu. Ovakva dirigovana kulturna politika je
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veoma uspesna i u njenoj implementaciji se meka moc¢ koristi na izuzet-
no sofistikovan, kompetentan i kvalitetan nacin.

U tematu casopisa Kultura, u tekstu koleginica Nevene Dakovi¢ i
Aleksandre Milovanovi¢, obradena je meka mo¢ Balkana. Tu dolazimo
i do fenomena turskih televizijskih serija. Turske serije su jedan od
najucinkovitijih sredstava ili kanala turske kulturne politike i kulturne
diplomatije, a pored toga su i komercijalno veoma isplative. One pred-
stavljaju mudro funkcionalno zdruZzivanje prakti¢nog, komercijalnog,
kulturnog i ideoloskog u medunarodnom afirmisanju Turske. U po-
menutom tekstu nai$ao sam na termin za koji nisam znao, a koji mi se
dopao, neo-ottoman pull. Svojevremeno sam kod nas uveo u struc¢nu lit-
eraturu termin neoosmanizam, zbog ¢ega sam u pocetku bio poprili¢no
kritikovan, jer se smatralo da je to izraz retrogradnog pogleda na savre-
menu Tursku. Medutim, danas se u samoj Turskoj ve¢ uveliko govori o
neoosmanizmu, kao o kulturoloskoj matrici i ideoloskoj doktrini.

Ove televizijske serije su zaista radene majstorski. Sve relevant-
no se uzima u obzir, kako bi one bile sto prihvatljivije i kako bi sliku
turskog drustva ucinile privlac¢nom, $to i jeste njihova osnovna uloga.
Koleginica Rogac je o tome ubedljivo pisala — da svoje kulturne vred-
nosti valja uciniti privla¢nim ljudima u inostranstvu, $to u sustini jeste
smisao ili cilj svake kulturne diplomatije. Turske serije su ,ulepsane” na
veoma sofistikovan nacin i u njima zapravo u prvom planu nije odraz
autenticnosti turskog sveta, ve¢ njegova teleoloska montaza od probra-
nih elemenata izvornosti. Svako ko poznaje Tursku, kad gleda ove proiz-
vode, zapaZza da su dizajnirani i ,umiveni” tako da budu $to prihvatljiviji
i prijemciviji neturskoj publici.

Recimo, ako uzmemo kao primer poznatu i Siroko omiljenu seriju
Sulejman Velicanstveni, stru¢njaci e oceniti da tu ima izvanredno rekon-
struisanih osmanskih kostima. Medutim, to nisu kostimi iz vremena
Sulejmana Veli¢anstvenog vec iz otprilike dva veka kasnijeg doba, kad
su tekstil i moda iz Venecije i uopste sa Zapada ve¢ ulazili u Osmansko
carstvo, tako da su ti kostimi mnogo blizi oku i ukusu savremenog
¢oveka, pa ¢ak i savremenog Turcina, nego grubi i rogobatni kostimi
starije epohe kojoj fabula serije pripada. Zatim, u tim serijama nijednom
necete cuti glas mujezina sa dZamije, a mozete ¢uti Mocartovu muziku
i melodije drugih klasi¢nih zapadnih kompozitora, kao i savremenu
popularnu muziku sa Zapada. Znaci, Zeli se zapadnom svetu prikazati
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naslednica Osmanskog carstva kao emancipovana od islamskih vred-
nosti. Na tom planu, Turska je drzava koja deluje veoma promisljeno i
uspesno, ali je njenu formulu kulturne politike nama iz niza razloga
vrlo tesko slediti.

Kad je rec o kulturi, a u kontekstu razmatranja turskog primera,
smatram da treba afirmisati pogled na sintezu Istoka i Zapada u nama,
a ne stereotipno ponavljati da smo mi izmedu Istoka i Zapada, razapeti,
na vetrometini, granici i sli¢no... Takav pristup bi nam dao Sansu da
izbegnemo izvesnu shizoidnost koju nam namecu istorijsko iskustvo
i istorijska svest, a Cesto i politika i ideologija, da stalno sebe posma-
tramo u cviji¢evskom kljucu, kao one §to sagradise ,kucu nasred dru-
ma“. Mi jesmo tu gde jesmo, a smatram da je jedini produktivan nacin
da sagledamo $ta to integralno znaci, i danas i u buduénosti, a onda
da sa stanovista promisljene i uravnotezene kulturne politike i diplo-
matije, bez kompleksa, sagledamo Istok i Zapad u sebi. To je preduslov
za podsticajno vrednovanje naseg slozenog kulturnog identiteta, a ne
da nas njegovo realno isto¢no-zapadno dvojstvo stalno opterecuje i
onemogucava da u punoj meri valorizujemo nesto $to jeste, ili bi trebalo
da bude, komparativna prednost i unutrasnje bogatstvo, sposobnost za
stvaralacku otvorenost i za Zapad i za Istok.

Da zaklju¢im, mislim da je delovanje na planu kulture u meduna-
rodnim bilateralnim i multilateralnim odnosima izuzetno znacajno i da
su neke drzave u tom pogledu primeri, ¢iji uc¢inci dovoljno recito govore
da bi i Srbija, pogotovo s obzirom na svoj medunarodni geokulturni
poloZaj i kulturne potencijale, iz njih mogla mnogo da nauci i primeni.

* %k *x

Svesni smo da zivimo u trenutku koji niko od nas nije predvidao
da ¢e nastupiti, a Ciji je glavni generator rat u Ukrajini i sve $to je on
izazvao. Tu je, medutim, i niz drugih pojava najnovijeg vremena, koje
se mogu i metafizicki sagledavati. Ne bih voleo da unosim elemente
necega Sto ne spada u naucni, racionalni metod, ali neka razmisljanja se
prosto namecu: prvo smo imali masovne migracijie biblijskih razmera,
koje su izgledale prakti¢no nezaustavljive. One, zapravo, i nisu zaustav-
ljene jer Ce se, sa pogorsavanjem ukupne situacije u svetu i sve vece
neravnomernosti uslova za Zivot u pojedinim delovima planete, ove
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migracije neminovno nastaviti... Sada su medijski u drugom planu zbog
rata u Ukrajni, a pre toga su bile zbog krize izazvane pandemijom, ali,
sumnje nema, nastavice se... Nakon toga je dosla bolest, velika virusna
posast — pandemija, koja je takode imala biblijski karakter. I na kraju
(ako je to kraj?) danas imamo rat. To su jahaci Apokalipse. Vidimo da
sa svetom nesto duboko nije u redu i da to nije slucajno. Na velikim
smo iskusenjima kao Covecanstvo. Mnogi govore da treba razmisljati
o buduénosti planete. To, medutim, ne bi trebalo da je nasa prva briga,
jer, kako je svojevremeno lucidno napisao Klaudio Magris, planeta ¢e
nas preziveti, opstace i nastaviti da traje u kosmickim dimenzijama, sa
nekim bledim belezima naseg prisustva. Potrebno je ozbiljno razmisljati,
i ne samo razmisljati, o sudbini ¢ovecanstva, jer su znakovi vremena,
koji se mogu posmatrati teoloski, misticno, ali i sasvim racionalno, takvi
da istinski ugrozZavaju Zivot ¢ovecanstva.

U vezi sa nasom temom kulturne diplomatije, ono §to mogu da za-
pazim, a da to ne bude shvaceno kao pretenciozno, jer nemam nikakve
velike ambicije, jeste da je ovaj trenutak, sa pandemijom i sada ratom,
a pre toga migracijama, kad je elementarna ljudskost dovedena u pi-
tanje, u stvari znak krhkosti i nestabilnosti opsteg sistema vrednosti,
ukljucujudi i kulturne, i da dozivljavamo udar involutivne reverzibil-
nosti drustvenih i kulturnih procesa, za koje smo imali iluziju da su
progresivno ireverzibilni. Svedo¢imo da nista nije, kako kazu u Evrop-
skoj uniji trajni acquis communautaire, odnosno da postoje dostignute
vrednosti kojih se drzimo i koje su nepromenljivo stabilne, $to nije slucaj.
Nazalost, ono $to je u razvoju ili, bolje, kretanju covecanstva na svim
planovima o kojima govorimo pozitivno ostvareno, uopste nije nepovrat-
no zadobijeno. Sada Zivimo u vremenu velikog poraza politike, $to se
mora priznati, a znamo da je politika umnogome, ponekad i presudno,
odredivala i puteve kulture u medunarodnim odnosima, kao uostalom
i puteve nauke. Na$ mislilac i teolog Radovan Bigovi¢ napisao je da smo
mi, naZalost, sposobni samo za jednu metafiziku, a to je politika. Politika
je postala nasa jedina ,metafizika”, $to je tuzno i osiromasujuce. Aktu-
alna politicka kriza prividno paradoksalno nas je dovela do situacije da,
na duzu stazu, $ansu dobijaju kultura, nauka i sve one ljudske delatnosti
koje su do sada bile zarobljenice i taoci politike. Kako je uopste moguce
konvencionalno zamisliti model kulturne politike i diplomatije kad se
neko retroaktivno obracunava sa velikim knjiZzevnicima i umetnicima
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svetskog domasaja samo zbog toga $to nacija kojoj su oni pripadali danas
vodi rat koji se ocenjuje neprihvatljivim? To se nije desavalo ni u doba
nacizma i, potom, pobede nad njim. Sve nam govori da zapravo nista nije
sveto i da na planu kulturnih modela upravo onaj deo covecanstva koji
je nama diktirao i propisivao standarde i merila, danas demonstrira ko-
losalnu izdaju elementarnih nacela postovanja univerzalnih kulturnih
vrednosti, da ostanemo samo pri njima. Meni je inspirativno da pojmovi
kao sto su medicinska i vakcinalna diplomatija ili sportska diplomatija,
nisu slucajno isplivali na uzburkanoj povrsini sadasnje svetske pomet-
nje. U tim, za Coveka vitalnim oblastima Zivljenja i delovanja uoceno
je da su politicka ogranicenja takva da ugrozavaju opstanak citavih
naroda i drzava i da elementarna medunarodna solidarnost vise ne
postoji. O iskrenoj empatiji da i ne govorimo. Receno je, poodavno, da
je svet ,globalno selo” i da je sve globalizovano. Jeste, ali, pokazalo se,
u krajnjim situacijama i vanrednim prilikama na negativan nacin, jer
kada se dogodi ovo $to je pogodilo ceo svet, odjednom se sve raspada. U
sustini, poredak koji se namece covecanstvu nije univerzalizovan na
temelju univerzalnih vrednosti, ve¢ je samo grubo, materijalisticki glo-
balizovan u onome $to jednom delu medunarodne zajednice odgovara,
odnosno §to njegove elite misle da im odgovara. Kada se to promeni i
radikalno dovede u pitanje, jednostavno prestajemo da postojimo kao
ljudi, sa svojim dostojanstvom i nasusnim potrebama.

Na toj granici vidim mogucéi odgovor Covecanstva, a samim tim i
Srbije, da se kroz stvarne kontakte i uvazavanjem onoga sto je konkretno
i proverljivo korisno za ljude svih nacija, svih drzava i svih vera afirmisu
nove paradigme onoga $to nazivamo kulturna diplomatija, a to vazii za
naucnu, sportsku..., i da se, koliko je najvise moguce, postave granice
vulgarnom i bezose¢ajnom politickom uticaju na sve sfere naseg Zivota.
Tu izgleda potencijalno ima, ali je pitanje da li ¢e biti dovoljno inven-
tivnosti, snage i sinergije da se realizuju. Jer, centri mo¢i koji Zele da svet
bude globalizovan po njihovoj meri i zamisli nece se lako predati. Zato
mislim da je ovo presudan momenat, u kome ¢emo morati da pronademo
ravnotezu izmedu puteva i nacina istinskog delovanja u sluzbi coveka,
kako kulturnog, tako i zdravstvenog, ekonomskog, prehrambenog, s
jedne strane, i onoga $to nam sadasnje institucionalizovane i etablirane
politicke strukture dozvoljavaju, odnosno prostora koji nam ostavljaju,
sa druge. Taj e se prostor §iriti i lomiti, ali se u njegovim koordinatama
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ve¢ sada moraju traziti i krciti putevi. Ako se ne krene u tom smeru,
ako se malodusno dignu ruke i baci koplje u trnje, neminovno ¢e do¢i do
opsteg raspada sistema, jer je poredak koji nam se nudi kao spasonosni
obrazac zapravo antisistem suprotstavljen vitalnim potrebama i in-
teresima Covecanstva kao celine, tako da ne moZe opstati, ali se moze
urusiti uz kataklizmicki prasak. U tom smislu, ovu veliku krizu vidim
kao Sansu i u medukulturnim odnosima, jer sasvim je ocigledno da u
toj oblasti jos nije doZivljen totalni poraz.

Sluzbujudi triipo godine kao ambasador Srbije i stalni predstavnik
pri Unesku, mogao sam da pred sobom vidim panoramu kulturne geo-
grafije sveta i doZivim da je ova organizacija, bez obzira na to Sto je
silno ispolitizovana i §to se najmanje 80% odluka donosi pod politickim
diktatom, ipak uspela, bas zato Sto se bavi obrazovanjem, naukom i kul-
turom, da u nekim slucajevima nadjaca politicku konjunkturu i bude
delotvornija i korisnija ¢ovecanstvu nego mnoge druge medunarodne
organizacije koje se pred nasim o¢ima raspadaju ili je njihov rad bloki-
ran. Godine 2015, kada smo uspeli da sprec¢imo prijem ,Kosova” u Un-
esko, pritisak centara politicke moci u svetu bio je strahovit, tada mnogo
veli nego danas, da ,Kosovo” po svaku cenu bude primljeno. Shvatajuci
tadasnju medunarodnu konstelaciju i naravno uz pomoc¢ prijatelja, uspeli
smo da to sprec¢imo. To tada ne bi bilo mogucée ni u jednoj drugoj multi-
lateralnoj organizaciji, sem u ovoj koja se bavi obrazovanjem, naukom
i kulturom. Citav niz naroda i drZava, koji su na marginama svetskog
poretka ili se diskriminatorski i potcenjivacki uopste ne dozivljavaju kao
ozbiljni ¢inioci, svoj kulturni identitet i volju afirmisali su u Unesku, i
na taj nacin opstali u medunarodnim odnosima uzdignute glave. Sma-
tram da bi ovaj (pre)tezak trenutak mogao biti Sansa za reafirmisanje
istinske vrednosti kulture, a samim tim i kulturne diplomatije, i poste-
penog oslobadanja od ideoloskih ili administrativnih stega koje se danas
namecu toj delatnosti i njenim poslenicima. Bice tesko, jer odavno u ovoj
sferi vlada ustaljeni model ponasanja i struktura institucija, kao i logika
finansiranja itd., $to nije nimalo lako razbijati i menjati.

* 3k *x

Sto se ti¢e kulturne diplomatije Jugoslavije, kao §to je poznato,
vreme sprovodenja politike nesvrstanosti bilo je narocito produktivno.
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Na osnovu uspeha skorasnjih memorijalnih konferencija Pokreta nes-
vrstanosti moze se osnovano zakljuciti da ideja koja je okupljala njegove
drzave ¢lanice nije iscrpljena ve¢, StaviSe, ponovo zanimljiva i privlacna
u svetu koji viSe nije bipolaran, ve¢ je na putu da postane multipolaran,
uz velike otpore i lomove zbog protivljenja onih koji su u jednom tre-
nutku poverovali da se zaista mozZe ostvariti njegova unipolarnost.
U sustini, ideja pokreta nesvrstavanja je mnogima aktualna, ne zbog
toga Sto ne bi Zeleli da se svrstaju uz one aktere koji bi da nametnu svoj
apsolutni planetarni primat ili uz njihove protivnike, ve¢ su protiv bilo
kakvih direktivnih svrstavanja ma uz koga. Opstojava, naime, neum-
rla volja samostalnosti i potrebe da se u nekim oblastima deluje koliko
je najvise moguce autonomno, te nije slucajno sto su tolike delegacije
dosle na poslednje obelezavanje jubileja Pokreta nesvrstanih — Sezdesete
godisnjice velike konferencije, odrZane 1961. godine u Beogradu. Ta¢no
je da je u Pokretu nesvrstanih kultura kasnila za ostalim formama
uzajamnosti i zbliZzavanja. Za to je bilo mnogo razloga, pored ostalih i
taj Sto su mnoge ¢lanice bile drzave koje se tek bejahu oslobodile koloni-
jalne vlasti. One su morale prevazilaziti vitalne problema preZivljavanja
i izgradnje institucija, a zatim, kulturno su i dalje bile prevashodno
orijentisane ka bivsim kolonizatorima, sto su velikim delom i ostale.
Medutim, valja priznati da je i kod nas u sferi kulture postojao jedan
sasvim neprimeren refleks superiornosti i evropocentri¢ni pogled na
te zemlje. Ovaj zid je donekle probijen pristizanjem velikog broja stude-
nata iz nesvrstanih zemalja na studije u Jugoslaviju, tako da je doslo do
sticanja iskustava neposrednog kontakta i ljudskog zbliZzavanja.

Od dvanaest nasih kulturnih centara, koji su nekada postojali,
danas je ostao samo jedan — u Parizu. U vezi sa delovanjem kulturnih
centara, Zeleo bih da ukaZzem na nesto $to mi se ¢ini potrebnim i bitnim
za uspesnu operacionalizaciju kulturne politike posredstvom kulturne
diplomatije. Promocija vrednosti nacionalne kulture u svetu sustina
je i cilj kulturne diplomatije. Radi toga treba da postoje strategija ili
vizija, opsti cilj delovanja, §to je S(F)R] imala, te je kao ozbiljna drzava
sve pot¢injavala i usmeravala ka tom strategijskom cilju. Mora, zatim,
postojati dugoroc¢no planiranje. Kulturna saradnja se dugoro¢no planira
i ne moZe se u hodu improvizovati, §to ne znaci da u delovanju kulturnih
centara treba iskljuciti da se programski i ad hoc iskoristi, ako se ukaze,
prilika da se nesto uradi i van utvrdenog plana i kalendara aktivnosti.
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Dugorocno planiranje je potrebno i zato da se prioriteti ne bi menjali sa
svakom promenom vlasti, u skladu sa afinitetima, ideoloskim, licnim
i drugim predilekcijama, pa i grupnim i klanovskim interesima. Mora
takode, u svakom pogledu, postojati dobra organizacija i logistika, §to
podrazumeva istrajnost i kontinuitet. Dolazimo, tako, do onoga sto je
sadrzinski najvaznije, a to je kvalitet programa koji se predstavljaju u
kulturnom centru. U svemu ovome je, i nije ispod ¢asti ili sramotno to
reéi, novac veoma bitan ¢inilac, odnosno sistemsko, stalno i izdasno
finansiranje kulture je nesto bez cega se ono §to su nam namere i ciljevi
ne moze adekvatno ostvariti i dosti¢i. Mogu se i bez ili sa malo sredstava,
na osnovu entuzijazma zaposlenih u centru i ukljucenih stvaralaca iz
raznih oblasti, kao i inherentne kulturne vrednosti ponudenih sadrzaja,
uz kori$cenje licnih veza, postiéi i zadivljujudi rezultati, ali to nije stvar
sistema. A sistem nam je potreban. Vazno je, uz prethodno eliminisanje
motiva angazovanja koji se radaju iz uzih li¢nih i klanovskih uticaja i
interesa, osmisliti formulu teSko dostizne ravnoteze izmedu univerzalne
vrednosti, nacionalne autenti¢nosti i autorske prepoznatljivosti, Sto
jedno drugo ne iskljucuje, kako se ponekad ¢ini ili Zeli predstaviti, jer
autenti¢ne nacionalne vrednosti po pravilu sadrze i univerzalnu dimen-
ziju izvrsnosti. Mora se, potom, veoma dobro poznavati, prouciti i pratiti
horizont ocekivanja (inostrane) ciljne grupe, publike, $to je sa stanovista
teorije recepcije, ali i prakse kulturne diplomatije veoma vazno. Dakle,
utvrditi na koju ciljnu grupu se racuna i u skladu sa njenim horizontom
ocekivanja, koji valja ozbiljno istraziti, univerzalne vrednosti koje su
nacionalno prepoznatljive prilagoditi receptivnosti publike, a ne dena-
turisati ih ili ponistiti zarad Zeljene prohodnosti u kulturnom kontekstu
razli¢itom od njihovog mati¢nog.

Kod kulturnih centara je, u neku ruku, problem i, uslovno receno,
filozofija pristupa, odnosno smatra li se da je kulturni centar prevashod-
no namenjen nasoj dijaspori u datoj zemlji, njenim potrebama i ak-
tivnostima ili je on primarno usmeren ka gradanima date drZave, tj.
drzave akreditacije ambasade pri kojoj kulturni centar radi. Ne moze se
na isti nacin praviti repertoar ako je namenjen pripadnicima nase dijas-
pore ili ako je za gradane zemlje, odnosno grada, u kojima se kulturni
centar nalazi. Moje je misljenje da planiranje i osmisljavanje delovanja
uvek treba da budu usmereni ka potencijalnim posetiocima iz zemlje
akreditacije, $to ne znaci da, kao Sto je to, recimo, slucaj sa kulturnim
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centrom u Parizu, ne moze postojati dan u sedmici koji je odvojen kao
dan za dijasporu, kako bi nasi ljudi imali gde da se okupe. Potrebno je
takode, posti¢i optimalnu i primerenu meru odnosa svega pomenutog
sa onim $to moZemo nazvati duhom vremena, odnosno dominantnim
kulturnim trendovima, onim $to je uobicajeno pejorativno nazivati
kulturno-umetnickom modom. Dakle, moramo voditi ra¢una o tome Sta
je trenutno ,u modi”, ali ne zrtvovati kulturne sadrzaje univerzalnih
vrednosti na oltar pomodnosti, no voditi racuna o tome ¢emu su ljudi
u datom momentu skloni, pa ¢ak s izvesnim lukavstvima malo podi¢i
aktualnoj kulturnoj modi, ne izneveravajuéi sustinu, tj. univerzalnu
vrednost, nacionalnu autenti¢nost i stvaralacku prepoznatljivost i sa-
mosvojnost. Naravno, tesko je pomiriti sve pomenute zahteve i pret-
postavke, a u nasem slucaju iskustvo govori da posebno nije lako postic¢i
da uplivi raznih vankulturnih klanovskih i korporativnih interesa ne
budu dominantni u uoblicavanju programa kulturnih centara. Kako
dodi to tih programa? Svakako ne otvaranjem ,pasijansa” (ja tebi — ti
meni) sa Spilom karata obelezenih domac¢om hijerarhijom kulturnog
znacaja ili, Cesce, ,znacaja” i Carsijske uticajnosti nosilaca sadrzaja koji
se predstavljaju stranoj publici, a bez uzimanja u obzir specifi¢nosti
navika, ukusa i konceptualnog sveta te publike.

Cesto se deava(lo) da su zaposleni u kulturnim centrima o¢ajni,
jer im se administrativno u Beogradu skroji program za celu godinu,
obi¢no s jeseni, kad pocinje sezona kulturnih zbivanja, od kojeg oni ni
za jotu ne smeju da odstupe, bez posebnog odobrenja iz centra. Dru-
gim rec¢ima, imaju potpuno popunjene termine u skladu sa utvrdenim
programom, te ne mogu i ne smeju da prikazu nista drugo, cak i ako
ocene da u mestu gde su akreditovani, odnosno u gradu i zemlji u kojoj
centar deluje, postoji ili se ukazuje Sansa da nesto vanprogramski urade,
da to bude bolje primljeno i da efekat bude vec¢i. Ovo mozda deluje kao
nevazno, ali je ponekad i te kako bitno, jer se propustaju povoljne prilike
da se srazmerno skromnim sredstvima ostvare vredni ucinci koje kruto,
birokratsko pridrzavanje iskljucivo godisnjih programa aktivnosti nera-
zumno sputava. Kako u planiranje i izvodenje kulturnih aktivnosti u in-
ostranstvu uvesti pravu meru izmedu nuzne institucionalne discipline
i fleksibilnosti? Nisam sklon predlaganju stvaranja nekih paralelnih tela
na republickom nivou, jer takvih tela i komisija uvek ima vise nego §to
je potrebno, ali sam sklon sudu da bi se morao pronaci nacin da se nasa
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ukupna kulturna politika prema svetu i, sledstveno, kulturna diplo-
matija usaglasavaju i koordinisu na najvisem republi¢kom nivou. Telo
koje bi se time bavilo ne bi smelo da bude glomazno i preveliko, moralo bi
da bude ekspertski kompetentno i do Zivotno potrebne mere fleksibilno.
Najvaznije bi bilo da njegovi ¢lanovi ne budu vodeni licnim, esnafskim ili
kakvim drugim neprincipijelnim interesom, da su osobe profesionalno
ostvarene i bez ambicije da im ucesce u radu koordinacionog tela bude,
kako sociolozi kazu, kanal socijalne pokretljivosti. Smatram da bi takav
vid centralizacije proveravanja kvaliteta i celishodnosti odluc¢ivanja bio
potreban, jer se sada ionako nedovoljna sredstva koja se izdvajaju za
afirmisanje nase kulture u inostranstvu isuvise ekstenzivno i nekoor-
dinisano troSe, sto rezultativno umanjuje delotvornost ukupnog nastupa
nase kulture, kao vaznog segmenta javne diplomatije.
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CPIICKA HAYYHA OHUITTIOMATHJA'Y
®PAHITYCKOJ (1894-1903)

ANEKCAHIPA KOJTAKOBUR

VBon

OnyBek cy KOHTaKTH, Be3e U capalia HayYHHUKaA OMyle 3HaYajHa
IIOKpeTayKa CHara YoBeYaHCTBA M pa3Boja OfHOCA H3Mely Ip)KaBa M Ha-
pona. Mnak, Tex je caBpeMeHO 1joda OBe OJHOCE B BUXOB YTHIIAj Ha TH-
IIJIOMaTH]y II0YeJIo [ja caryleflaBa o TEPMHHHUMA KyJITypHE U HayuHe
nurioMaryje. Ilopen TepMHUHOIOMIKOT ofipel)ema, II0CedHO Cy 3HaYajHe
CTpaTeryje Ap>KaBa U/HIH MUHHCTAPCTBA KOje IIPeIlo3Hajy 3Hauaj yJIore
Hay4YHHKA Y OUIJIOMaTHjH U jacHO NebUHHUINTY BUXOBe aKTHBHOCTH. Y
HEKOJIMKO ITPEeTXOJHUX FOIMHA CBeJIOLIH CMO OPOjHHUX IIPOMEHA Y CBETY.
On KJITEMAaTCKHX IIPOMeHa IO TEXHOJIOUIKe B AUTHTAIHe PEBOIYIIHje
¥ TI0Tpare 3a HOBUM JIeKOBHMa M BakllMHaMma. Hayke, a mpe cBera oHe
IIpHpONHE, METUITMHCKE U TEXHHUUYKE, HMajy cBe BehH yTHIIaj He caMo
Ha CBaKOIHEBHHU XHUBOT Beh u Ha Moh fp>kaBa. OBoO je ITpocTop I'7ie Hay-
Ka 3ay3HMa II0CedHO MeCTO Ha IT0JbY Capaiihe U MUIIOMATCKHUX OHOCA
usMmel)y npxxaBa. [Tonmasehu on moMeHyTOr, IH/B HaM je Ija y OBOM panay
HCTPaXXHUMO CpIICKa MCKYCTBA Y aHTa)KOBaky HayYHHKA Kao aKkTepa
KYyJITypHe U Hay4YHe JUIIJIOMaTHje y IIPOIIOCTH, Kao U Jja Ha OCHOBY
OBOT Cca3Hama CII03HaMO MOTryhe IpuMepe 1odpe IIpaKce.

ObenexaBame cToroguimuIle Berukor pata (11. HoBembdap 2018),
Crpareruja ®pannycke 3a 3anagHu bankaH (anpui 2019), kao ¥ moceTa
Emanyena MaxkpoHa, ¢ppaHIIyckor IIpencenHuka, Cpduju (jyn 2019)
TOKOM Koje je rmocedHo ucTakHyTa Be3a Opaniiysa u Cpda, 0dOHOBUIH
cy cehama Ha KyJITypHa 3padelka U Ha 3Hadaj GpaHIIyCKO-CPIICKHUX
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oIHOCa. Y OBOM KOHTEKCTY y jaBHOCTH je HCTHLIAH IIepHOf, ,0paTcTBa
10 OpYXjy*“ y Benrkom patTy, anu ce oCHM IOMUBaKa Ia je jedaH Oeo
CpIICKe eJIMTe IMIKOoI0BaH y OpaHIyCcKoj HHje OTHIIIO faJjbe Off Tora [
je, 3axBaspyjyhu BUMa, ppaHIlycKka KyJITypa OHUila BeoMa 3acTyI/beHa
y KpameBunu Cpda Xpsata u CiioBeHana (Jyrocnasuju). Kapa ce aHa-
JIM3UPajy UCTPaXKHUBaka UCTOpHje GpaHIyCKO-CPIICKUX OHOCA HAIIH-
CaH je 3Ha4YajaH OpOj pafioBa KOjU Cy 00YXBAaTHIH chepe TOTUTHIKHUX,
OUIIOMATCKUX, EKOHOMCKHX B KYJITYpHUX ofnHoca (Anexcuh-Tlejko-
Brh 1965; Tep3auh 1990; [TaBnoBuh, HoBakosuh 2004; Sretenovi¢ 2009;
Batakovi¢ 2010; Hosakosuh, Puctith 2015; Kolakovié¢ 2016; Kolakovié,
Markovic 2021a; Kolakovi¢, Markovic 2023). Umtak, aciekT KynTypHe
nunnoMatuje Opannycke y Cpduju, xao u Cpduje y OpaH1yckoj, 1o-
TpedHO je meTasbHUje UCTPAKUTH.

Or 3BaHHYHOT CTyIIaka Ha CHary Pycko-¢paHIyckor criopasyma
3a pelllaBame CPIICKOr ITUTama 1894. roguHe, CpIICKa eIHTA je, IIopen
Pycuje, maxxsy ycMepuia ka @pannyckoj (Konaxosuh 2014: 57-59).
OBo je duiio 1 OYEKHUBAHO, He caMo 30or 3Haudaja PpaHirycke Beh u
cTora IITO je Mel)y HOCHOIIMMa IIOITUTHYKOT XHUBoTa ¥ Cpduju dumio
HeKaalIBUX GPaHITyCKHUX Haka, KOjH Cy 3ay3MMaIH 3HadyajHa MecTa
y MUHHCTApCTBHUMa H BiIafu. PaHHja HCTpaXkHBambka Cy HaM II0Kas3asla
Ila Cy CPIICKH HayYHHIIH UMaJIH 3Ha4ajHy YJIOr'y y IIOJTUTHYKOM H JH-
IIJIOMaTCKOM >XHBOTY Cpduje Ha mpenasy ABa Beka (Hemawuh 2001).
3a Cpbde Tora noda duiia je mpUBIaYHHja Ueja CIT0DOME U jeIHAKOCTH,
Hero aIllColyTH3aM MOHapxHja. HIeonomky OKBHPH U yKIbByYHUBaE
CpIICKe elIUTe Y OPYLUITBEHHU, KYJITYypPHH U HAayYHHU KUBOT MOLEPHE
EBporme yHOCHIIH Cy IIpOMEHE B y CXBaTalkbHMa Ap>KaBe, BEHOT Opra-
HHU30Baka U QyHKIIHOHHCAKA, a IOCPENHO U fuIioMaTHje. Kako je on
Bnanie Ctojana HoBaxoBrha 1895. ronuHe moyersa IIpoMeHa CIIO/BHOIIO-
nutudke opujeHTanuje Cpduje (Bojonuh 1988), yriopemno ca rnojayaHUM
IeJIOBaeM CpPIICKe TUIIIOMATH]e, IIPH YeMY je IUIaHUpaHO U yBehame
yTHIIaja Ha jaBHO MBbewe y OpaHIyCKoj, OIIpelesIUIU CMO Ce Jla OCBe-
TIIUMO ILIHJbeBE, aKTepe U JoMeTe KyITypHe U Hay4dHe NUIJIOMaTHje
rociensux OdpeHoBHha y 3eMIBH KOja Ce CMaTpa KOJIEBKOM KYJITypHE
IUIIIOMaTHje.

Hamra panuja HcTpaXkUBamwa Cy CHCTEMaTH30BaIa KOHTAKTe U Be3e
Koje Cy CPIICKH HayYHHITH U IIpodecopH H3rpanuiu y OpaHIyCcKoj y Ie-
puony 1894-1914. (Konaxosrh 2016a), atu Cy ocTaia OTBOpeHa THTamba
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jacHHjer mepUHKCaka IIW/bEeBa, AKTEPA U IOMETA KYJITypHE TUILIIOMa-
tHje Cpduje Tora noda, Kao U Koje dU TO IOyKe U3 IIPOLITIOCTH, HapaBHO,
y H3MEeBEeHOM U IIpHiIarol)eHoM odIuKy, Ouno Moryhe IpuMEHHUTH U
DaHac y foda yOp3aHOT Memama apXUTeKType Mel)yHapomHUX OfHOCA
U 0e30eJHOCTH. Y aHa/IM3H apXHUBCKHUX JOKyMeHaTa, H3BOPHUX TEK-
CTOBa U JINTEpaType, HACTOJUMO [ja OATOBOPHUMO Ha HEKOIHMKO ITUTamba.
Kaxko je y cl1o)xeHHM OOHOCHMa Hapac/IuX UMIIepHjaTHUX aMOHLIHja
BeJIMKHX CHJIa U IIperpynHucaBambUMa Koja Cy BOOHIIAa Ka KpHU3aMa U
paToBHMa, MaJla ApXXaBa Ha bajikaHy, ca HepelleHUM HallHOHA/THHUM
IIUTakbeM U OPOjHHUM CIIOJ/FHOIIOTUTHYKHUM IIPUTHCIIUMA, fepHHHCATIA
cBOje punomarcke ubeBe? Kaxo je Cpdrja opraHm3oBajia U BOOHUIIA
aKTHBHOCTH KOje y IaHalllkeM CMHUCIY IO pa3yMeBaMo II0f II0jMOM
KYJIType ¥ HayYHe JUIIJIOMaTHje, Kao U KOjH Cy OMJIH JOMETH OBaKBHX
axTuBHOCTH? Ko cy dU/IH, MOIIEpHUM PEYHUKOM pedeHo, akTepH Hayd-
He nuiuioMatHje? OOroBopH Ha OBa ITUTamka OMOryhaBajy ¥ JeTeKTOBa-
Be JIoMeTa KyJITYpHe U HayuHe gunoMaTHje Cpduje y HCTOPHjCKOM
KOHTEKCTY, aJIK K CTBAapajy OKBHP 3a Pa3MaTpame I0yKa U3 IIPOLIIIOCTH
Koje dU Morjle OUTH IIpUMeReHe U Y aKTYeJTHOM IIepHoNy Kpeupama
HOBe apXHUTEKType Mel)yHapomHHUX OGHOCA U De3DeJHOCTH.

dpaHIYCKO-CPIICKH OJHOCH H IIHJbeBH CpPIICKe
nuIioMmaTtHje y @paHI1yCcKoj

Cpbuja je onnmykama bepnunckor koHTpeca 1878. cTekiia He3aBU-
CHOCT, a 1882. mporyalieHa je 3a Kpa/beBHHY, ME)YTUM, HBeH CIIOJBHO-
TIOJTUTUYKH TI0JI0XK3]j je OM0 KOMIITTMKOBaH. AycTpoyrapcka oKyIaryja
Bocue u XepuerosuHe u NOTHNHCHBake TajHe KOHBeHIHje 1881. yTH-
I1ajle Cy Ha IIOJIUTHUYKY U eKOHOMCKY 3aBHCHOCT Cpduje on AycTpoy-
rapcke (Puctuh 1896: 97, Yybpunosuh 1982: 272; Exmeuwnh 1989: 330;
JoBanoBuh 1990: 293-308, 315-327). Cpdu nop KanajeBUM pexxuMOM y
Bocuu u Xepuerosunuy, kao ¥ Ha npocropy Crape Cpduje u Maxkeno-
HHUje, TIe je caduia oCMaHCKa BJIACT, OMJIH Cy HU3/I0)KEHU CHaXXHUM
IIpUTHACLIMa TypCKe, ODHOCHO ayCcTpoyrapcke BiacTH. IOk je yrien
nuHacTuje OdpeHoBHh omanao, cpricka enuTa, BehMHOM IIKOJIOBAaHA Y
€BPOIICKHUM IIpeCTOHHIIaMa, IIoleJbeHa y BHIIlEe CTpaHaka, TpaKuia je
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IIyTeBe HallMOHA/THE eMaHIIUIIAIlH]e, VjenUubena cBUX Cpda y okBHUpe
jeIlHe Ip>XaBe, pa3Boja ApYLITBa U Ap>kaBe. CHaXKaH yTHUIIA] Y IIOTTUTHY-
KoM XUBOTY CpdHje UMaIH Cy pafHKaJIH, yCIle]] Yera ce U TeXXHUILTe
CpIICKe CIIOJbHE ITOJIMTHKe kpajeM 19. Beka IIOCTeIleHO IIpedallyje Ha
Pycujy (Tep3uh 1996: 299-310). Y monutuukoMm xuBoTy Cpduje dumu
CY aKTHBHH U HeKafalImy cTyneHTH CopdoHe U IpyruX GpaHITyCKUX
yYHHUBep3UTeTa. BUo UX je y CBUM CTpaHKaMa, kao ¥ Ha BaXXHUM Me-
CcTHMa 3a kaTernpaMa Bemuke mkose u y MuHHcTapcTBEMa (KoBuh
2003: 125-130.). OHH cy dunu BHIle OITYUBEHU HIejaMa CI0done U
jemHaKOCTH, HETO aIlCOIyTU3MOM AyCTpoyrapcke M HaCTOja/IH CY Jla
CPIICKO NpPYILITBO M OpXKaBYy OCHa)Ke Ha 3aIlaJJHOEBPOIICKUM, IIpe CBETa
bpaHIyCKUM MonienTuMa.

KomnoHwujanHO NUTame, eKOHOMCKa M TEPUTOPHjaTHO-TIOIUTHYKA
eKcIiaHsuja y Gokycy cy uHTepecoBama OpaHIrycke, cTora MehyHa-
pOLHe OKOJTHOCTH Kpaja 19. Beka, a ITocedHO pacT HeMaykKe eKOHOM-
CKe U ITOJINTHYKe MONHU ¥ aclIMpallyja, yTHYY Ha Behe HHTepecoBame
®paHiycke 3a bankan (Anexcuh-TlejkoBuh 1965: 26; Christophe 1991:
141-164; Podeptc 2002:127; Winock 1999:117-119; Winock 2003: 81). Oxn
oBor 100a PpaHITyCKa IONMUTHKA Ha BanmkaHy 0dHKyje ce Kpo3 IpHU3My
€KOHOMCKHX HHTEepeca U ITofielle Ha [1Ba Oyloka cuita. Banque impériale
ottomane (Llapcka oTomMaHCKa daHKa) je jolI off Ile3neceTUX rogHuHa
19. Bexa HHBeCTHpaIa PpaHIyCKH KanuTail y OcMaHCKO 11apcTBo. [To-
crenuIia je duia ppaHIlycKa moppurka BjaacTi OCMaHCKOT ITapCcTBa Ha
Bankany. ®paHIrycka je y mepcrieKTHBH OCMAHCKOT IToB/Iadena ca ba-
KaHa TeXXHa [a pa3BHje eKOHOMCKH YTHIIAj Y MIaJuM DaIKaHCKUM
Iop>kaBaMa, I'fie je rmocedHo Mecto uMaia Cpduja. Y 0BOM KOHTEKCTY
ce MHTepecoBasla 3a CpICKe IIOIUTHYKe IIPUIUKe U YTHUIIAj Ha JUHA-
ctrjy Odpenosuh. Kpars MunaH je duo mkornoBaH y Ilapusy, a Beros
HaCJIeJHHUK je IIPBO HOOHO yuuTesba PpaHIlycKor jesnka Andorca Ma-
rpya (Alphonse Magru), a motToM u mpodecopa HCTOpHje NUIITIOMaTHje
Anbepa Masea (Albert Malet). [lonazak Andepa Maitea y beorpan 6mo
je meo 3BaHMuHe guIIoMaTHje PpaHnycke. Marse onasy y3 yTHIA]
palHuKaJICKUX Be3a U Y BpeMe 3Ha4ajHUX IIPOMEHA Y CPIICKO] CIIOJBHO]
IIOTTUTHITH U GPaHITyCKO-PYCKOT IIPHUOITH)XaBamka, koje je GHHATH30Ba-
Ho notnucuBameM OpaHIlycko-pyckor ciopasyma 1893. ronuHe (3Ba-
HHUYHO CTyIHo Ha cHary 1894) (Komaxosuh 2015: 175-190; Konaxosuh
2016a: 62, 81-87, 175-176; Komaxosuh 2019: 127-151).
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IIpBO mocTeneHo NpUONIMXXaBame Pycuju U 3eM/baMa 3amnafgHe
EBporie, mpe cBera @paHiryckoj y noda Odpenosrha 3amodero je Briagom
Crojana HoBakoBuha, Koju ce y HallHOHAIHOj ITOJTUTHIIM 3aJ1arao 3a
yIyleame Ha pa3BujeHe Hapone — Opannyse, Urtanujane, Hemie (Bojso-
nuh 1988: 153 — 155; BojBomuh 1999: 79; Pajuh 2010: 127-155). Cpricka enu-
Ta je UAeaTUCTUUKH cxBaTuIa OpaHIyCKO-PyCKH cIIopa3yM. BepoBaia
je ma MoXXe IOIIPUHETH peann30Baky CPIICKUX HallHOHATTHUX HHTEpeca.
Y oBoM niepuony, 95% CpIICKe CIIO/bHA CIIOJbHE TPIOBHHE OCTBAPHBAHO je
ca AycTpoyrapcKoM, I1a Kaja je mpeko ContyHa y Mapcers KpeHyo IIpBH
KOHTHHTeHT CpPIICKe CTOKe, U0 je TO U TpeHyTak Beluke Hafe. Mmak,
®paHIrycka 3d0r reorpadcke yoabeHOCTH jOII HHje OHIa 3aHHTEPeCo-
BaHa 3a yBo3 U3 Cpduje. HakoH mTO je u3rnacaH 3akoH 0 KOHBEP3HUjU
IOp>XaBHOT Ayra, T3B. Kapmdancku apaH)XMaH, KOjH je YKIByYHBaO U
ITapcky oToMaHCKY DaHKY, ca KOjoM je CpIICKa Biaja 3akspyduna [Ipo-
ToKoJI jyHa 1895. y KapnoBuMm Bapuma, ocHoBaHa je He3aBucHa yripaBa
MoHonona KpaseBuHe Cpduje. [IpeTBapameM CBUX paHHUjUX CPIICKHUX
3ajMOBa OCHOBAH je M HOBH CpIICKH (oH YienumeHu 4% (Sretenovic
2009: 46-47). Uaxko je oBuM ¢paHITycka daHKapcka noponuiia Hasusm, y
IIpaTHH Ipyrux GUHAHCH]epa, 3Ha4ajHO EKOHOMCKH ITposipia y Cpdujy
rocTojasa je kouHuIa ko O@paHirysa. CpdHja je Ipeko BOjHUX HadaBKHU
y @paHIyckoj HacTojalla Aa OTKJIOHH HelloBepewe OpaHnycke. Bnama
Hopha Cumuha jyna 1897. okoHUYana je mperoBope o0 HadaBIIH OICA-
HHX TolnoBa y OpaHIyCKOj U IIOPYYHIIa PelleTHPKe 3a CPIICKY BOjCKY
(BojBomuh 1999:220). [TomenyTO HemoBepewe OpaHIlycke mpeMa Cpou-
ju MOXXe Ce 00jaCHUTH BHIIETONHIIEBOM ayCTPODHICKOM ITOTHTHKOM
ObdpeHoBHha U CPIICKUX BiIafa, IOTUTHYKOM HectadunHomhy Cpduje,
Kao ¥ HeIOBOJbHHUM IT03HaBalkeM eKOHOMCKHX MoryhHoctu Cpduje.

Crojar HoBaxoBuh je kpajeM 19. Beka yCMepHO CIIOJBHOIIOTTUTHYKH
nporpam Cpouje. [IpaBais cpricke motpare 3a CTHIIalkbeM ITOKPOBUTEb-
CTBa y pelllaBaky HajBXXHHUjUX HallTMOHAIHUX HUTaka Cpouje u Cpda
Bonmo je ka @panuyckoj. Kako je y oBo moda pycka IIOIHUTHKA ITpeMa
Bankany duna odenexxeHa nocnenuiiaMa bepmuHckor koHTpeca (1878),
HaKOH Kora je PycHja cBoje HHTepece Ha basikaHy ocTBapHBasia IpeKo
ynopumTa y bByrapckoj (Joanosuh 2011: 15-16), cTBapao ce IIpocTop He
CaMo 3a eKOHOMCKO Beh U ITOTTUTHYKO IToBe3uBame ca Opannyckom. [u-
JeBH CpIICKe AUIlTIoMaTHje y OpaHIyCKoj OUITH Cy IIpYy>Karbe EKOHOMCKe
U nunyiomarcke roapirke CpdHju ¥ beHUM HallHOHAJTHUM ITU/beBHMa
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Iajber pa3Boja ¥ 09yBama He3aBUCHOCTH. Mmak, kpajem 19. Beka 0o je
rioTpedHo U nipeacTaBUTH KpameBuHy Cpdurjy y ©paHIYCKO], YKIIOHUTH
Hacnehe poOMaHTHYApCKUX IIPENCTaBa, TOKA3aTH [a Ce MOEpHHUYje
U [a IIpHIafia IOPONHULIM pa3BHjeHUX eBPOIICKHX ApXKaBa. YIOpeno,
3a/iaTak CpIICKe JUIIJIOMaTHje KpeTao ce of U31acka Ha [Tapucky depay,
nodujara 3ajMOBa, BOjJHUX HadaBKH, 3aHHTEPECOBAHOCT GPaHIIYCKUX
IIOCJIOBHHX JbyAH 3a IIPOjeKTe Kao IITO je XKeJle3HHUIIa 10 pPa3Boja KyJl-
TYPHHX ¥ HAyYHHUX Be3a pajy CTBapama IIOBOJBHUX yCiIoBa 3a (paH-
LIYCKY IOAPLIKY CPIICKMM HAIlMOHAJIHUM HHTEepecHMa Y KOHTEKCTY
pa3Boja KpameBune Cpduje, a mokasahe ce mouetkom 20. BeKa TELUIKOT
TI0JIOXK3ja, I1a ¥ BeHOT OIICTaHKa IT0J] IPUTHCIIUMA AyCTpOyTrapcKe.

Cpricka KyJITypHa OHILIoMaTHja Y PpaHIIyCKOj:
OpraHH30Bame H aKTepH

Onadup muyHOCTH Koje cy of1 1894. no 1903. roguHe dumne Ha yeny
cprcxor ITocmancTBa y [Tapu3y, kao ¥ BUX0Ba aKTUBHOCT, CBeJIoYe KO-
nuKo je KparseBuru Cpduju dura dutHa Opannycka. Kana je 3amouerno
usrpahuBame pa3BUjeHe TUIIOMATCKe capaame ca OpaHnyckoMm 1894.
rofiMHe, Ha MeCTy CpIICKOT Ioc/IaHuKa y [lapusy Hanasno ce MUy THH
lapamanuH, cuH Unuje lapamanvba v HekafamsHu GpaHIycKH hax
[Tonurtexuuke u Aprumpepujcke mkose y Meny (ITpoganosrh 1939:
16). TTopen dmuckocTH ca GpaHIYCKOM KYJITYpPOM B OpOjHHX II03HAH-
ctBa y [lapusy, mTo je 010 pe3ysTaT IOPOAHUYHHUX Be3a U IIKOJIOBamka,
lapalmraHuH je ¥ 300T CBOT MHTepecoBama 3a IPUBpeNY, TPTOBUHY U
IIPOM3BOAKBY OHO MOTONHA IMYHOCT 3a MeCTO IoclaHuKa y [lapusy.
OBo cy OWIH ¥ BEeTOBH IIPBH 3amanu y [Tapusy y KojuMa je mmokasao
HMHHIHjaTHUBY f1a ce yBeha odum TproBuHe usMelhy Opannycke u Cp-
duje. Odumao je OpaHITyCKy, TOCeDHO HHTEPeCOBake je II0CBETHO MO-
ryhHOCTHMa TProBHHE CBHIbAMa M POraTOM MapBOM (TOBefia H OBIIE).
H3BemTaBao je ¥ 0 HHTepeCcoOBay 33 KOHOIBY M pyAHO doraTcTso Cp-
ouje (lapamanus 1995: 4-7). Y oBo noda, OpaHirycka je KpUTHKOBaIa
ayCTPOUIICKY IIOTTUTUKY Kpasba AjlekcaH/ipa ¥ yTHIIAj Kpasba MunaHa
Ha IHeroBe OJIyKe, IITO Ce OIJIeflajio U Y HeTaTUBHUM HaTIIHCHMA Y
dpanmyckoj mramnu (Batakovi¢ 2010: 294-295, 306).> HermoBepewe

236



CPTICKA HAYYHA OHUITJTIOMATHIAY ®PAHITYCKO] (1894-1903)

koje cy @paHIy3H HMa/lH IIpeMa OBaKBOj CPIICKOj IIOJTUTHIIH OMeTa-
JI0 je pa3BoOje eKOHOMCKHX Be3a, a yAa/baBaslo IIOJTUTHUYKY IIOAPIIKY
®pannycke. PpaHIycKka HUje UMaJla pa3yMeBama 3a CpIICKe HHTepece
Ha bankany, a mocedbHo He Ha mmpocTopy OcManckor 1apctsa. OBo je
bedpyapa 1897. ronune ncraxao I'adbpujen Anoto (Gabriel Hanotaux),
MHHHCTAp CIIOJBHHX ITocjioBa DpaHIlyCcKe, peKaBIlIH [la ce IIpaTH fa
Cpbuja He peMeTH MHp Ha IIpocTopy MakenoHuje.?

Y TakBHM OKOJTHOCTHMa, Ipef MunyTHHOM ['apalllaHHHOM je 10
3aJlaTak [a ce IpHUIIPpEMH CHaXKHHja ITpolaraHja y OpaHIlyckoj. Yde-
mhe KpamseBune Cpduje Ha CBeTckoj u3moxou 1900. 6o je jemaH ox Ha-
YMHa [la Ce pean3yje IIpefCcTaBbakbe 3eMJjbe, BbeHOT PYIHOT DoraTcTBa
Y pa3Boja OpYIITBA, Kao U J1a Ce CTBOPe ITIOBOJBHU YCJIOBH 3a M3/Ia3akK Ha
[Tapucky dep3y u odjacHu nosnoxkaj Cpda u BaH Marutle. [Ipunipeme 3a
Hactyn Cpbduje y [Tapu3sy 1900. 3amouere cy Beh 1897. ronuHe, a jenHa ox
JIMYHOCTH Ha K0jy ¢y ce ObpeHOBHNhY ITOCEdHO OC/Tamaiu OHo je doratu
DaHKap, MelleHa U JbyOUTEh YMeTHOCTH rpod Mowns Kamonmo (Comte
Moise de Camondo), mogacuu koH3y1 Kpamesune Cpduje (dyurkosuh
1995; KomaxoBuh 2016a: 237-241). Mako je 1moBe3aHOCT ca yITIeHHUM
TUYHOCTHMA QpaHITyCcKOr IPYLITBA OMIa 3Ha4YajHa 3a mpomorinjy Kpa-
peBUHe Cpduje y OpaHIyCKoj, HIIaK, HHje dHla AoBosbHA. [TocTarno je
jacHo ma Cpduja MOpa OCMHUCIIUTH U CUCTEMATCKH CIIPOBOAUTH IIpOIIa-
raHJHe aKTHUBHOCTH.

I[Topen HeIOBOJBHOT ITOBepeka Y PpaHIIyCKO-CPIICKUM OJHOCHMA,
y GpaHIIyCKOM IPYLITBY je HOIIJIO O 3HAYajHUX IIPOMEHA U II0CTOojamka
OpOjHHX CTpyja Y IOTTUTHYKOM XHBOTY KOje Cy Memalle U QpOKyC HH-
TepecoBama. OpaHITyCKO MHHHCTAPCTBO CIIOJBHUX ITOC/IOBA je MEBbalo
CBOjy CTPYKTYpY, IoK je adepa [pajdyc y IpBH IIJIaH jaBHOT KUBOTA
rioctaBuiia uHTenekryanie (Prochasson, Rasmussen 1996: 12-13). ITpo-
dbecopu yHHBep3UTeTa U HayYHHUIIH, HOBUHAPHU U KBH)XEBHHUITH CY
IIOKpeTaIH JUCKYCHje U H3HOCHUJIH MHUIIJbeba Koja Cy IIOCTEIEHO I10-
CTajasa yTHIdjHA. YIIOpeno, MITaMIIa ce yOp3aHO pa3BHjajla, HOBHHE CY
300r HUCKUX IleHa U yop3ama IIpolleca IMTaMIle ¥ UTycTpaliyja IIocTae
IOOCTYIIHE U Ba)XKHe IIUPOKUM MacaMa (Andep 1998). CapagHHULIY U ay TO-
PH CIIOJ/bHOIIOJIMTHYKHUX PYOpHKa, Kao ¥ BUXOBH YPeNHHITH, HaCTOjallH
CY [la BHIIIe ITa)Ke II0CBeTe aHaIKM3aMa Mel)yHapomHHX OlHOCa.

Cpbuja je pamuiia ¥ Ha IIOBe3UBaBy ca PpaHIYCKHUM HayYHHITH-
Ma, mpodecoprMa YHUBEP3UTETA, IYOTUITUCTHMA U HOBUHApHUMa. Y
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OBOM KOHTEKCTY, KOPUCTHIIA je Be3e M KOHTaKTe CPIICKHX CTy[JeHaTa
y [Tapusy. Kao mocedHo criocodaH y Kperpawy HayYHUX U ITYOITHUITH-
CTUYKUX Be3a Beh ox 1893. ronuHe uctakao ce I'pryp Jakmuh, ctynenr,
a xacHuje u nokTop ca Copdone (Komaxosuh 2016: 182-184). Fheros
pal Ha HallMOHAJIHOj IIpOIIaraHM IO pa3yMeBao je YCIOCTaBJ/bambe
Y pa3BOj Hay4yHe capaliibe, KOHTaKkaTa y KpyroBUMa IITaMIle ¥ paf Ha
H3paly IIydHKalnHuja. Y CTBapaky OBHX Be3a BEpOBATHO Ce IIOCEDHO
ocitakao Ha Anbepa Mariea, Koju je TokoM cBor dopaBka y Cpduju us-
I'palHo IIpHjaTesbCcke Bese ca MumoBaHoM MuroBaHoBuheM, AHAPOM
Hukonmhem 1 MunytuaoM ['apammaHuHOM, a KacHHje u ca MuneH-
koM Becumhewm, Crojanom HoBakoBuhem u JoBanom LIBujuhem (Ko-
nmaxoBuh 2016a: 199-201).% Jakiuh je y JIaTHHCKOM KBapTy YIO3HAO0 U
npodecope Emuna Omana (Emile Haumant), Buxropa Eepapa (Victor
Berard) u Eprecra Jenuja (Ernest Denis), u omoryhuo ycriocraspame
capanmwe OmaHa u HoBakoBuha (Oman 1927, Crojuh, Komakosuh 2012;
Komaxosuh 2016: 192-197; Kolakovi¢ 2021a: 493-514). Capanma Maiea
u Jakmmrha dmila je HykJleyc KpeHpama HaydHe capanie, Koja ce Ha
IIpesasy ABa BeKa IIPeKJIONH/Ia ¥ YKPCTHIIa ca JUIJIOMAaTCKOM, a Ka-
CHHUje Hajorpahusaa.

Haxon cmptu MunytrHa l'apamannHza 1898. ronvHe, CpIICKH II0-
cnaHuK y [Tapusy rioctao je Iparomup PajoBuh, Hekamanrsy qpykaBHU
CaBETHHK, IITKOJIOBAEM H ITOPOAHYHO Be3aH 3a OpaHIrycky (Jaronuh
2009: 176). Kaxo cy ObdpenoBuhu 3anprxanu aycTpodHICKY ITOTUTHKY,
opHocu Cpduje ca Pycujom u @paHITycKoM HHACY OMITH 3a0BObaBajyhy,
mTo je PajoBuheBrM akTHBHOCTHMA CTBapasio npodneme. HakoH areH-
TaTa Ha kpajba MurnaHa 1899. ronmHe, 3aI104enny Cy IIPOTOHH pafuKala,
KOjH Cy y GpaHIIyCKOj INTaMIIN HAaUIIIH Ha ocyny. Kako 0u ce rorpaBu-
na cnuka nuHactuje OdpeHosrh u Cpduje, Pajorh je koprcTHO Bese y
KpyroBuMa Imramire. AQUpMaTHBHO CY, Y3 HOBUaHY HaKHALY, ITHCATIH O
Obpenosrhuma u Cpduju muct Le Paris u meceuruk La Revue d’Europe.
OBaj noky1laj HHje ©Mao BEJIHKOT yCIleXa jep Ce joIl HUCY U3rpaliuie
Be3e ca OUTHUM HOBHHapHMa M ypegHHUIIHMa. [IpolieHe cy Ouite U na
je y ®paHITycKoj ToTpedHa HeKa yIIeIHHja TUYHOCT ca BehuM JHUIIIo-
MaTckHuM uckycTBoM. Crora je dpedpyapa 1900. 3a cprickor rociaHHuKa
y ®paHnyckoj ¥ belruju uMeHoOBaH OUIZIOMaTa U Hay4yHHUK CTojaH
HoBaxoBuh, koju je mipe oBora 1oBydeH u3 Llapurpaza IITO TOBOPH O
3Ha4ajy kojH je [Tapu3 cTexao 3a CpIICKy OTUILIIOMATH]y.’
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On HoBaxosrha, xao yriieqHOr HayYHHUKA M IIPBOT CPIICKOT I10-
JIUTHYapa KOjH je Y CBOjCTBY IIpeficefHHUKA BiIajle 3aII049e0 ITOTUTHKY
IIOJTUTHYKOT M eKOHOMCKOT IIpHOIMXXaBama Pycuju u OpaHITyCKoj,
OYEKHBAJIO Ce Jla CIIPOBeZie y NeJI0 3aMHUCAO0 YCIIEITHOT IIpeCcTaB/bakba
Cpbuje Ha CBeTCKOj U3TIOXKOH, YyTUUe Ha IIOAH3alke Kypca CPIICKUX
IOpXXaBHUX XapTHja koxg OToMaHCKe DaHKe 1 OMOTI'YhH Kperpare I1031-
THBHe cituKe 0 CpOuju y GpaHIIyCKOM jaBHOM MBeRY, KaKo OH Ta 3aWH-
TEpeCcoBao 3a CPIICKO ITUTake U CTeKAO IONPIIKY 3a pa3Boj KeJle3HUIle
u TproBuHe (BojBomuh 2007: 171; BojBopuh 2012). [lenumMudaH ycrex
je TIoCTHUTao y TPrOBHHCKOM IIOBE3MBABYy U IIpeBa3HIaXKewy IIpodie-
Ma OKO 3ajMa. [JoroBopHo je HOBH LIMKJIyC IIPETOBOPA Y BpeMe IIOCeTe
kpassa Anekcarapa CBeTckoj u3noxdu y ITapu3y, mo xana je mocrojehu
3ajam xon OToMaHCKe daHKe ocTao 1o mocrojehum ycinosuma.® Kapa
je ped o mompasmpawy cnuke OdpeHoBrha y dpaHITyCcKoj IITaMITH, a
rocedHo Kpasba AnekcaHnpa, HoBakoBuh je y u3BemTajuma mmucao fga
IITaMIIa HYje HaKJIOkheHa HU fUHACTHUjU HU CpOUjU U, y TOM KOHTEKCTY,
IIpeiJIOKHO YKUIalke CyOBeHIIHja Koje Cy JaBaHe JHCTOBHMa OCHM
arennuju L'Havas.” Kako cy pelraBame 3ajMa U Kperpamwe [I03UTUBHE
cnuke o CpdHjH 3aBUCHIIH Of IOJTUTUYKHUX ofHOoca Cpduje ca Pycujom
u OpaHIyCKOM, kao U mpolueHoM OpaHIlyCcKe 0 HECTaDMIIHUM IIpH-
mHKaMa Ha bankaHy, OIHOCHO Hepa3yMeBambeM CPIICKOT IHTaba U
cTpaxa QUHAHCHjCKUX U IOTUTHYKHUX KPYTOBa Ia OH 3ajMOBH OMIIH
HCKOpHITNeHH 3a Haopy»Kame U paT? 0BHM je CBeTCKa U310kda IIocTana
BHIIECTPYKO 3Ha4ajHa.

Cpricku IaBHJBOH, KOjH je BU3yeslHO noncehao Ha ['pavaHuIly, Ha
Cetckoj u3noxdu 1900. y Ilapu3sy ca meHTpasIHOT MecTa CJIao je Io-
pyky ma je Cpbuja mprkaBa ca IyTOM HCTOPHjOM U TPAAHIIHjOM ca KO-
joM Tpeda pasBHjaTH capaamky. HacTao Ha OCHOBY capambe apXUTeKTe
Munana Kaneranosnha, mpodecopa HanpTHe reoMeTpyje Ha TexHHY-
koM dakynrteTy Benuke mxose y Beorpany, u mosHaror ¢ppaHIycKor
apxuteKkTe AMOpoasa Bonpuja (Ambroise Baudry) ITaBurson Cpduje je
NIPUBYKAaO BEJIMKY IaXKBy U CPIICKH U371aradi JOOHIIH Cy yKyITHO 220
Harpapa, of Jera ceilaM I'paH IIpHja, 35 37IaTHUX U 53 cpedpHe Mena-
pe. UHAyCTpHjCKH, IOJBONIPUBPESHU U PyAHHU €KCIIOHATH, IIPOU3BOLH
HapopHe U oMahe pafHHOCTH, pyZe, IYBaH, XXHUTAPHIIEe, THPOTCKH Te-
IIMCH, KOCTUMH U3 Pa3INYUTHX KpajeBa CpOHje U BaH MaTHIlE U3 CBUX
kpajeBa bankana rxe cy sxuBenu CpdH, Kao U [iefia caBpeMeHe CpIICKe
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yMmeTtHOCTH (BHoxa JoBanoBuh, ITaja JoBanosuh, beta Bykanosuh) u
Hay4YHHUX oTKpHha (xunmponHTerparop Muxawuina Ilerposrha Arnaca,
KojH je Harpal)eH dpoH3aHOM MenarEoM) IIPENCTaBIbEHY CY C LIHJBEM a
pa3dujajy penpacyne U 3aUHTepeCy]jy IIOCeTHOIIEe 32 HOBE €EKOHOMCKE U
IIOTUTHYKE OTHOCE PpaHITyCKe U CPIICKe CpefHHe U npxkaBa. Ha ocHoBy
cauyBaHUX JoKkyMeHara [lociancTBa y [Tapu3y MosxeMo 3aK/byYUTH Iia
je TokoM Tpajama MaHHdecTaIuje (on anpuia no okTodpa 1900.) 3Ha-
4yajaH Opoj HOBHHApA, ITOCIIOBHUX JBYOH U IpPXXaBHHUKA, Mel)y KojuMa U
bpannycku npencenuuk Emui JIyde, mocetwo [TaBumon Cpduje nopen
mocta Anma (Komaxosuh 2016a: 234-240).° ITaBussoH Cpduje u meros
YHYTpaIIBH HU3IJIel IPUMep Cy HOBHX OKBHPA [e/IoBaka CPIICKe AU-
moMatyje y @pannyckoj. Capanma IPU3HATUX CTPYYBbhaKa, Oc/Iambambe
Ha JIOKaJIHe aKTepe, rmoper Beh ycrarseHUX U mocTojehux akTepa mokas
Cy Ia je CpIICKa Ap>XaBa cilenuna odpaclie BeTUKHUX CHIa, HApaBHO Y
0dUMY CBOjUX PUHAHCHjCKUX MOTYNHOCTH.

Kapa je mpen xpaj 1900. roguHe cprckor nociaHcTsa y [lapusy
Crojana HoBakoBmha 3amermo Muxawuio Byjuh, pagukan u cTpydmax
3a puHaHcH]e, Beh cy ce ocehanu MO3UTHBHY e(peKTH IIpefCTaBbabka
KparmeBune Cpduje Ha CBeTckoj H3nm0xkdU. Pynmapcku nnxemep u3s Ila-
pu3a Illapn ne Puxap (Charles de Ricaris) 3aunTepecoBao ce 3a rpaheme
3amafHUX Xese3Huna y Cpduju, uito je duso y Be3u u ca ByjuheBum
IJIaBHUM 3afjalliMa fa ce o PpaHITycke N0OH]jy KOHIECH]e 3a TIEO XKe-
JIe3HHIlEe ITpeKko ocMaHCcke TepuTopHje (Bojonuh 1999: 155). Byjuh ce
KpaTKO 33/Ip>Kao Ha MeCTY CPIICKOT IIOCJIaHHKa, a/IH Ce IIpe IOBpaTKa
y Cpdujy, y mposehe 1901. aHTa)X0Bao y IIperoBopuMa ca GbpaHIyCKHUM
duHaHcHjepuMa u OTOMaHCKOM DAaHKOM Kako OM ce moduiia KOTa Ha
IIapHCKOj Dep3H, U y TOMe je ycreo. Moxe ce 3aK/byYHUTH fa Cy HOBH
OKBHPH [leJIOBama CPIICKe KY/ITYpHe npomnaranae y ®paHuyckoj, mpen-
craBpame Cpduje Ha CBETCKOj U3TT0XKOH, Kao U IIPHUOIHIKaBamke Kpaba
Anexcannpa Odpenosrha Pycuju pe3ynTHpaIy U3IacKOM CPIICKHUX
XapTHja Ha [TapuCcKy dep3y.

®panIycka je moxasana Behy samHTepecoBaHOCT 3a Cpdujy kaza
ce kpasb Anexcarnap OdperoBrh ocodonuo yTHIIaja o11a, a T0OpH ofi-
Hocu Cpduje ca Pycujom 1900. ronuHe yTHIIATH CY a Hohe Ko H3pakaja
TProBaYKO-TIOIUTHUYKHU HHTepec. CpdHja je, mopell eKOHOMCKHX UHTe-
peca 300r Kojux ce mpHOIMXKaBana OpaHIlyCKoj, KMala U IIOTUTHYKH
KOjH Cce y OBOM IIEpHONY OJHOCHO Ha Ioapmky OpaHIyCKe CPIICKUM
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nHTepecuma y Crapoj Cpduju, nocedbHo y Makenouuju. @paHirycka
nuIiomMartyja, ca Teobumom Jenkaceom (Theophile Delcassé) na geny,
OHMJIa je CyIIPOTHOT CTaBa. 3ajaraia ce fa OCMaHCKO LIapCTBO U3BeJie pe-
bopMe de3 TEPUTOPHjaTHUX [IOfleTIa U I'yOJbeha CyBEPEHHUTETa BIIACTH
cynraHa (Renouvin 1965: 114; Tejlor 1968: 356; Bojsoguh 1999: 224). To
je odbnmukoBaino u 3amarke Aunpe Hukonwha, panukana ca omIHYHEM
Be3aMa y OpaHIyCKoj KOjH je Ha 4esIo CPIICKOTr IIOC/IaHCTBA AOIIA0 Y
[Tapusy 1902. ronuse. Kako je cprickum guIioMmaTaMa OHJIO jacHO [ia ce
He MO>Xe OCTBAapHTH BeJIUKH JIOMeT YTHIIdja TUPEKTHUM KOHTaKTHMa
¥ npeko mramie, Hukonuh je 3amoyeo HOBY IIponaraHAHy aKIIHjy
y KOjy je YK/By4HO IIpodecope ¥ HAyYHHUKE, a KoOja je CPIICKO ITHTAHhe
IoBe3uBasla ca HHTepecuma OpaHITycKe.

Kaxo du ce ppaHIIyCKH IIOTUTHYAPH (/IH U LIHPE, jep je dpaHIly-
CKH je3uK OUIIJIOMaTHje) yIIO3HAJIN Ca CPIICKUM ITUTamkeM Ha bankany
3aII04eo je IMydIUKoBamke HayYHO apr'yMeHTOBaHHUX Opollypa U KBHTa
Ha ¢paHITycKoM je3uKy. OBa aKTHBHOCT je, ITOpe]] OC/Iambaka Ha CPIICKe
Hay4HUKe, Tpodecope u cryneHTe y paniryckoj u Cpduju, mogpasyme-
BaJIa ¥ Capaniky ca PpaHITyCKUM IpodecoprMa B HayYHUITUMA. Tako
je CBetucnaB Cumuh, mydmUIIKCTa U AUIITIOMATa, CTPydYmak 3a Ctapy
Cpbdujy 1 ocoda ca [odpuM KOHTaKTHMa Y PpaHITyCKOj IITaMIIH, HallH-
cao dpourypy [Tutame o Ct. Cpduju, koja je mpeBefeHa Ha GPaHIIYCKH
(La question de la vieille Serbie) u, ox iceynorumoM ITasne Opnosrh
(Paul Orlovitch), mydmukoBaHa mocpenctsoM Andepa Martea Kao usma-
’e IpecTkHe u3naBauke Kyhe Hachette (Komaxosuh 2016a: 241-245).
Ba’xHo je HarmacuTH fa ce XUsbany IIpUMepaKka, IIpeKko Kiumxape, 1903.
TOMHE ITONEIHIIO NPXKaBHUIIMMA, IIOTUTHYApHUMa, IIpodecopuMa |
,CBUM BH)EHH]UM IOTUTHYKHUM JTHEBHUM JIUCTOBHMA M YaCOITUCHMA
y ®pannyckoj, Earneckoj, Pycuju, Hemaukoj, Ayctpuju u Uranuju®,
Iakie U BaH rpaHuna OpaHIlycke, fa ce II0CA0 Ha KOME Ce palHiIo
TOINHUHY NaHa CIIPOBeO Y HajBehoj TajHOCTH U a HUKO HHUje 3HAO [1a H3a
OBe DpolIype CTOjU CpIicka Biiana.”

[Topern Maitea, y kora je cpricka Biazga Mehy bpaHIyCKHUM IIpo-
decopuMa ¥ HayyHHIIMMa UMaJla BEJIUKO IIOBepeme, HapaBHO jep je
duo u O;mHM3aK ca CpricKUM KpabeM AnekcaHnpom OdpeHoBuheM u
Annpom HukonuheMm, mocpencTBoM Kora je momrao y Cpdujy, jour jenHy
0cody ITpero3HajeMo Kao Ba)KHOT aKTepa CpIICKe fHUIIoMaTHje Y OpaH-
1yckoj. Peu je Ilapmy Jloasoy (Charles Loiseu). OH je, ka0 HayYHHUK,
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IIyOJIUIIUCTA, IIPOTEPUBAH U3 AyCTpoyrapcke U 3eT IIpOjyroCIOBeH-
cke nopoputie BojuHoBHh, d10 yKIByUeH y BaXkKHE aKTHBHOCTH CPIICKe
nurioMatuje. buo je capanuuk Le Revue hebdomadaire v La Revue de
Paris, roe je mucao TeKCTOBe yIlepeHe IIPOTHUB AyCTpOyrapcke M OIl-
craHka BiacTu OcManckor rapersa y EBporin. MoryhsocT na mohe no
certecuje CioBeHa Ha jyry AycTpoyrapcke ¥ BUXOBOT yjelHBbema ca
.cBojoM dpahom y Cpduju u LlpHoj ['opu” 1o mpBH Iy T jaBHO je U3HEO
[Tapsn Jloaso y winauky ,La Hongrie et 'Opposition Croate” (,Mahapcka
¥ XpBaTCKa ONO3UIIHja"“) mydmuKoBaHoM ¥ La Revue des Deux Mondes
1895. rogune (Loiseau 1895: 101-128; Komaxosrh 2016a: 92-97). JIoaso
je y3 Marea, 010 KOHCYJITOBaH IIPHUITUKOM CBaKOT BaXKHHjeT Kopaka y
abupmanuju cprckor nutama.! Komuko je meros 3Hadaja 3a CpIICKY
OUIUIOMAaTHjy CBe[joYe U OIVIMKOBama. [Ipe Hero mto he HamucaTu cBoje
Haj3HavajHHuje neno Le Balkan slave et la crise autrichienne (bankaucku
CrnoBeHnH 1 aycTpHjcka kpusa) (Loiseau 1898), iipHoropcku kHe3s Hukomna
[TeTpoBuh omnmukoBao ra je opaerHoM Krasza Javuna I uettispiiol cilie-
tieHa 1895, a xpam Anexcannap Odpenosuh 1897. ronune TakosBckum
Kpciiom tpehel pega.'?

Ba)xHO je HarymacUTH fa HU IIpOMeHa Ha CPIICKOM IIPeCTOoIy HHje
yTHIIaja Ha TO Jla Ce OBaj BUJ [le/loBama U OC/Iamkamka Ha IIpodecope,
Hay4YHHKe U ITYOJIUIIUCTE HAIIYCTH, Beh je Yak IoOHO U HOBH 3aMax.
®panxodwun u yrinenHu HayuyHuk CrojaH bBomkosuh, xoju je Hacrte-
ouo Aanpy Hukonwha nmpemomue 1903. ronuHe 3a CPIICKY UCTOPH)Y
¥ nuHactHjy OdpeHOBHN, HACTaBHO je fa OpraHU3yje aKTUBHOCTH Y
CPIICKOM IIOC/IAaHCTBY Ha C/IMYaH HauMH."” JoI jenHa dpomrypa, cliuyHe
TeMaTHKe kao CuMHheBa, I10jaBHU/Ia ce Ha GpaHIIyCKOM je3uKy. Ped je o
neny La Probleme macédoinien et sa evolution, uuju je aytop L. V. Povolni,
a y BbeHy IIpUIIpeMy U DUCTPHOYIIH)Yy OHO je yKipydeH I'pryp Jakmuh.
ApxuBcKa JOKyMeHTa CBeJoUe Ila je pa3feibeHO 247 IIpuMepaka, y
®pannyckoj jour 96, y benruju 38, y llIBajuapckoj 32 IpEMepKa M joLt
66 mprMepaka y ocTaJIUM 3eMJbaMa.
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HomeTH Ky/ITypHE H HayYHE OHUIJIOMAaTHje
KpameBuHe Cpduje y PpaHIryckoj

HJoMeTH cpIicKe KyJITypHe U Hay4dHe guIioMaTtdje y OpaHiy-
CKoj KpajeM 19. 1 mouyeTkoM 20. Beka II0Ka3yjy HaM [a CY pasBHjeHe
KyJITypHE H Hay4YHe Be3e U capaliiha IIpeayCcyIoB yCIellHe He CaMo
IIpOMOITHje Op>KaBe Beh ¥ peann30Bama CTPATEIIKHUX JUIITIOMATCKHUX
¥ HaIlMOHAJIHUX ITHUJbeBA Ip>KaBe. Brcoko odpa3oBaHe AUIITIOMATE, KOje
npencrtasajy Kpamesuny Cpoujy y [lapusy, monase U3 pasmuIUTHX
npodecHja, a 3ajeTHUYKO UM je IIa II0Ka3yjy dorary epynunujy. OHu
OIJIMYHO II03Hajy UCTOPH]jY, KYITYPY, HOTUTHYKH )XUBOT U aKTyeJIHe
rpodiieMe 3eMibe. [0BOpe paHIIYCKH je3UK Kao MATEPHH, Kao H jOII
Heke CTpaHe jesnke. BehnHoM uMajy 1 usrpaheHa mpujaTerscTBa U pa-
3BHjeHY MpeXXy KOHTaKaTa U IIpe CiIy>kdeHor dopaBka y OpaHIIYCKOj.
Hexu cy ce mkosioBany, a HeKH ycaBpllaBain y OpaHIyCKoj, IOK CY
IOpyTH BeOMa YIJIeIHHU Yy cBOjuM podecujama. [IpuMeTHO je 1 a 3Ha-
YajHU IIpeJIO3H U HHHUILIHjaTHUBe [JoJ1a3e of OUIlIoMaTa. OBO rOBOpH U
0 BHXOBO] 3aHHTEPECOBAHOCTH, ay TOPHUTETY H JKEJbH [la CBOJUM [I€JIO-
BalkeM OCTaBe Tpar y HCTOPH]jH.

JenHa o KJbyYHUX KapaKTepHUCTHKa CpIICKe NUIIoMaTHje y Opan-
IIyCKOj Ha IIpejia3y OBa BeKa je oclamame Ha JIMYHOCTH IIO3HaTe y
JIOKQJTHOj CpefHHH, Mel)y KOojuMa Cy II0CedHO BaXXHH ITYOIHITHCTH,
nipodecopu 1 HayuHuIH. [lIkomoBame cpricke enute y OpaHIyCKoj U
capanma Hay4YHHKa, BUXOBe KOHTAKTH U Be3e MMajy BeJIMKH YTHIIA]
y bopMHpamy OHIITIOMAaTCKHUX aKTHBHOCTH M OCTBapHBAY ITH/BEBA.
Baxxue mehyHaponHe norahaje u Mmanudecraiyje, Kao mTo je YHUBEp-
3anHa usnoxda y ITapusy 1900. rogune, KpasseBrHa Cpduja Bunena
je kao mpocTtop mmpoMoliyje. ITokasanu cy ce ¥ kao fodpa IIpHUIHKa 3a
yCIIOCTaB/bakhe eKOHOMCKE M IIOJTUTHYKeE capajme (M3/1a3ak Ha [Tapucky
0ep3y, 3ajMOBH, ITIOJIUTHYKO IIPUOIMKaBame). Cplicka OUIZIOMaTHja
ce IIPHUJIMKOM peajlu30Bamka CBOjHX [H/beBa Y OpaHIyCKOj OcIama Ha
Hay4YHHKe, Hay4YHY Capaj’by U Be3e U KOHTAaKTe Hay4YHHKa KOjH ce
mKoJyjy y ®paHIycKoj, Kao LITO je Ha IIpUMep aKTHBHOCT ['prypa
Jaxmuha. Yropeno, akTepu KyJITypHe M Hay4YHe NHUIIIOMAaTHje Cy U
bpaHnycky HayyHHULIH, Ha TpuMep Andep Maie, [lapn Jloaso, a xa-
cHuje he uM ce mpunpy>xutH ¥ Bukrop Bepap, Oruct ['oBeH, kacHuUje
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Epnect lenn u EMun Oman. Ha npenasy nBa Beka IlocTaBrba Ce TEMETb
Ila Ce Be3a U capalma GpaHIYCKUX U CPIICKUX HayYHHKA KOPHUCTH 3a
npefcTaBbambe CpdHje Mpeko MTaMIle, IyOIHMKallHja B IpefaBama.
HapasHo, oBe kOHTaKTe je kopucTHIa B OpaHIlyCKa 3a CBOje HHTepece
y Cpduju. HajsHauajHH]e je TO IITO Ce, ca pa3BojeM Hay4He U KyJITypHe
capanwe nsMehy @panirycke u Cpduje, cTBopriia da3a HayYHHKA KOjH
cy capahuBanu y npecynHuM roguHaMa 3a Cpoujy (AHEKCHOHA KpH3a,
dankaHckH patoBH 1 Bennku par) (Kolakovi¢ 2012: 199-212; Kolakovic¢
20166:13-29; Kolakovi¢ 2017: 330-352; Kolakovi¢ 2018: 83-106).

Kaxo je mocTojasio BHIlle IIpodiieMa 3a CTUIalkbe eKOHOMCKE H II0-
cedHo mmonmuTHUKe ronpurke OpaHITycKe, a Iponop y GpaHIIyCcKy IITaM-
1y OMO TeXxak HMIM HeMOryh, HayYHHIIH Cy Y JUIUIOMATHjH IIOCTaTH
Ba)XXHHU aKTepH 3a Inpomouujy Cpduje u peannsoBame HalTHOHATTHUX
LIMJbeBa U aJbU pa3Boj OIpXKaBe U ApyuTBa. KpamseBuHa CpdHja je cBO-
jEM IIpHUCYCTBOM Ha YHUBep3aJiHOj u3110x0du 1900. rogyHe ycrena fia ce
M3IBOjH Kao Ba)KHa Ip>kKaBa Ha bankany. [ToceTta dppaHIryckor mpencen-
HUKa, [TIOCJIOBHU KOHTAaKTH U Be3e U U3j1a3ak Ha ITapUCKy dep3y IodeTax
Cy eKOHOMCKOT IToBe3uBama Cpduje ca OpaHIiryckoM. PoMaHTHYapcke U
opHujeHTasnHe npencTaBe 0 CpdHjU U CPIICKOM APYLITBY HUCY ITOTIIYHO
YKJIOKeHe, CTOTa je HajBehu moMeT Ky/ITypHe W HaydHe IIpollaraH/ie
Cpbuje y @paHITyCKOj TOBOheme ¥ MUTake paHUjUX ITpefAcTaBa o Cpduju
¥ CTBapae IIpeyciioBa 3a ahHpMaTHBHe CIIHKe IpXXaBe U Hapopa. [1o-
pern mpoMeHe ciiuke Cpduje, moBe3uBamke ca HayyHUITuMa OpaHIirycke,
CTBapame OpUTHHAJTHOT JOIIPUHOCA Y HaykaMa KOjHMa Cy ce DaBHIIH y3
Ipey3uMame Hajoossux Mozena GyHKIITHOHHCaka OpXKaBe U IPYIITBa,
yodaBaMOo Jia Cy CpIICKe JUIIOMaTCKe aKTHBHOCTH y [lapu3y ycmene fna
bpaHITyCcKka IOTHUTHYKA, IIOCJIOBHA B TUIIZIOMATCKa €TUTA BUIIIE ITa)KIbe
(a mocTelleHO U pasyMeBama) II0Ka3yje IIpeMa CPIICKOM ITHUTay.

3akJpy4ak

Hcrpaxxyjyhu myTeBe menmoBama CpICKe OUIIOMATHje IIpe BHUIIIe
oIl CTO TOIMHA, Takol)e Tparamo H 3a Ioykama UcropHje. CBeCHH [ia Cy
IIpoMeHe y Mel)yHapoIHHUM OIHOCHMaA CTaJIHe, a II0CEOHO M3a30BHE
HaKOH H3dHjama IaHIeMUje KOpOHABUpYyCa U paTa y YKpajuHu 2022.
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rof¥He, He MHCIUMO [a Ce IIPUMEPH U3 UCTOPHje MOT'y yIIOTPEOUTH Y
OUPEKTHOM, Beh y H3MeHBeHOM U ITpHIaro)eHoM ODJIMKY U OHOj MEPH
KOJIMKO MM aKTYeJTHH ITU/bEBH U CTPATerHje, Kao B GHUHAHCH]je IpXKaBe,
no3BosbaBajy. Mmak, BepyjeMo na roncehame Ha ycrexe ¥ fodpe mpaxce
y IPOLLJIOCTH, Kao IITO je IIPUMED AeJloBama CPIICKe NUIJIOMaTHje Y
®paHITyCcKOj Ha pa3Mehu nBa Beka, MOTy HOIIpHHETH pahamy HOBHUX
Hlleja 1 HHHUIIMjaTHBa. HelaBHa HCTpajkKHBama Cy IoKasasa na 73,3%
HayyHHKa y Cpduju HuKafa HUje OHUII0 yKIbyYeHO Y 3BaHUYHO Of] CTpaHe
Ip>KaBe OpraHU30BaHY KYJITYpHO-OHUIITIOMaTcKy. Takohe, 76,7% aHKeTH-
paHUX HayYHHKa OM y4eCTBOBAJIO Y OBAaKBUM aKTHBHOCTHUMA, a Off YKYII-
HOT Opoja aHKeTHPaHHUX YaK 35,6% Oe3 xoHopapa (Komaxosrh 20215:
189-190). [ToTeHITH]jaI 32 CHCTEMaTH30BaHO OpraHHU30Bakhe HayYHe H-
IJIOMaTHje, HaKJiie, IIOCTOjH, a IOTPeDdHO je pafyuTH Ha CTpaTerkjaMa.

Kaxko ce o 2019. ronxHe MO>Xe TOBOPHTH O IIOBPaTKy MHTEPECOBa-
wa Opannycke 3a bankaH, BeHOj cBe Behoj EKOHOMCKO]j YII03H, Kao U
y noxpmny CpdHju y mpolleCHMa eBpOHHTerpallkja pa3Boj KyJATypHe
Y Hay4He JUIIIOMaTHje ce IojaBibyje kao nmocedHo BaxkaH. KynTypHu
ueHTap Cpouje y [Tapusy jecTe k/bydHa TauKa peasin30Bama KyITypHE
nurioMaruje Cpduje y Opannyckoj. He ymasehu, 3dor oduma mucky-
CHje, y OlLleHe HeroBoT GYHKITMOHHCAka U MOTYNHOCTH OCHa)XKHBakba
IoMeTa yTHII3ja, U Y HapenHoM Itepuony KyntypHu nieHtap Cpduje y
[Tapusy duhe okocHHIIa fenoBama. Mak, Cprickoj KyaTypHOj IHUILIO-
Maruju y @paHyckoj Moryhe je, a ¥ TOTpedHO, TOJATH HOBE UMITYJICE.
OHu 64 Ha OCHOBY HCTOPHjCKOT HCKYCTBa U CaBpeMeHHX OJJHOCa MOTJIH
dutu npoHaleHH y OKBHpHUMa HayYHe TUITTIOMaTHje. Y 0BOM KOHTEKCTY
je mocedHO 3Ha4YajHa Hay4Ha capafma ca PpalyckoM Koja ce oCTBapyje
Kpo3 BHIIle IIaTHOpMHU 3a PUHAHCHpake HayYHHUX IIpOjeKara, o KO-
jux Beh mBanmeceT romqrHa OfJIMYHE pe3ysITaTe IIoApa3yMeBa IIporpam
dunarepante capanme Opanirycke u Cpduje ,[laprHepcTBo Hubert
Curien ITaBne CaBrh""”

3HadajaH Opoj Hay4YHHKa y [IHjacIIOpH, HayYHH TUMOBH y CpOHju
KOjH KPeHpajy IpojeKTe U pa3BHjajy Me)yHapoOHY HayuHY Capanmy,
jecy ocHOBa 3a HayuHY nuItoMarwjy. [loppika pa3Bojy mehyHaponze
Hay4He capalie, Kao U KYJITypHe capafibe, Mel)yHapomHHM IIPOjeKTH-
Ma U IydyIMKalyjaMa BaXkHa je OCHOBA U 3a AUIIJIOMATCKe HHUIIHjaTUBE.
[Topen mompuIke pa3Bojy Hay4yHe capalibe, Kao jefaH of OUTHUX dak-
TOpa 3a Na/bH pa3Boj quiioMaTHje CpdHje Ipeno3HajeMo U Kperupame
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CTpaTeruja Hay4YHe AUIIOMaTHje. Hako, TepMHH HayYHe AUIITIOMaTH]e
He IIOCTOjH y JOKYMeHTHMa CpIIcKuxX MUHHCTapcTBa (Komakosuh 20210:
182), mocToje akTUBHOCTH KOje ce MOTY IO BECTH II0[] TEPMHUH KYJITypHe
Y Hay4He quIioMaTHje. Ha ocHoBy akTuBHOCTH POHMa 3a HAayKy U Mu-
HHCTapCTBa HayKe TeXHOJIOUIKOT pa3Boja U MHOBAIlHja IIPEIIO3Hajy Ce U
[IOTEHITHjaI HayKe Y KOHTEKCTY CaBpeMeHUX Mel)yHapomHUX OfHOCa.
Crora je 1 0Baj HayYHH 4IaHaK IIOTPeOHO IOCMATPATH Kao HHULIHjaTH-
BY [a Ce ¥ KpO3 Hay4He IIpojeKTe OPYLUITBEHO-XYMaHUCTHUKHUX HayKa
nepUHHUITY CTpaTeryje HayYHe nuiioMmaruje Cpouje.

10

11

12
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Muornl [ IpXUR

AXo KyNTYpHY DHIIOMATHjy AePHUHHUIIEMO OHAKO KaKO TO HYIHU
ispionline.it (2021) y mpe3eHTaIuju Kypca U3 KyJITypHe TUIIOMATHje,
octahe OTBOpeHO IHTame 3Ha4Yaja KBUXKEBHOCTH, HAPOUYHUTO OHE ITy-
tortucHe. [To Toj mebuHUITHjH, KYITypHA OUIIZIOMaTHja IOAPa3yMeBa
jenHy

o[l HajpasBUjeHUjuX bopMHU THXe MONH (soft power): TTOEIOM U pas-
MEHOM H]Ieja, BpeOHOCTH, je3HKa U YMeTHHYKe IIpaKce, IIOCIellyje ce
IIPOMOIIHja OHjalIora, IO TOBaka Pa3IHuIUTOCTH, Te Mel)ycodHo pasy-
MeBawe Mehy HapomuMa M HaIlHjaMa, Kao IONPIIKa ITHPOj IOTUTHYIKO]
U eKOHOMCKOj Capanmhy Ha Mel)yHapooHOM HHUBOY.

Kaxo ce jenHa TakBa akTyesnHa OeHUHHIIHja OBOT II0jMa He OH
ondanuia, pasMeHy uHpopMariuja Tpeda pa3yMeTH U 00jaCHUTH KpO3
npu3My Kojy Hynu Iletposuh (2011), a OHA YBECTH Iy TOITHC Kao II0-
TOlaH KIHMXKEBHH XKaHp 3a 0By odiacT. A. [lerpoBrh mojam kynTypHe
IHUIIJIOMaTHje IIocMaTpa Kpo3 allpHOPHY HCTOPH]Y K IIOCTHCTODH]Y.
3acHOBaHa Ha ITIOHaB/babHMa, IIOTPedH 3a ITIOHAB/bAKEM HIIH ONCTY-
Malky Ol THX IIOHAaB/baka, allPHOPHA UCTOpH]ja, kojy yBonHu E. KaHT,
peaTuBHO je Majo pa3MarpaHa (Ilerposuh 2011: 11). OHa HYIH OATOBOP
Ha IUTaBe IITa je IoCcTUCTOpHja. OdjallkeHa je Ha IPUMepY jeBpejCKHUX
IIPOPOKa KOjH CY, pa3yMeBIIH pa3yIor 300r Kora he mpomacTu craposa-
BeTHa jeBpejCcKa Ip)KaBa, Ty IIPOIacT MOIVIH [la [IPOPHYY [I0 y JeTasbe.
Ha ocHOBY H3HeTHX ITpHMepa, pedIeKTOBaHHUX KPO3 CIIABHY PEBOITYIIH-
jy 131688, 1 ,XyMaHHUTapHY peBOIyLHjy  doMdaprmoBama Cpduje 1999.
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kao npecenaH, A. IleTpoBuh yBoOu 1ojaM IOCTHCTOPHjCKe KYJITYpHE
nunnoMatyje. Kako du1 ce Taj KOHLEIT YOIIIITE MOTao ITPUMEHHUTH,
onpeheHu TekcT Tpeda HEKOMIIOHOBATH ,Ha HETOBe CYIIPOTHOCTH CJIe-
nehwu onapHe on3uBe Ha cpricky KynTypy” (HMctuo: 12).

TakaB dumosapaH Of3UB HA jeqHY KYJITYPy HajCTUKOBUTH]E Ce
MOXKe 0DjaCHUTH KpO3 IIyTOITHCE, Ka0 TEKCTOBe KOje Tpeda AEKOMIIO-
HOBATH U TAaKBUM IIPUCTYIIOM 00jaCHUTH BHUXOB OIHOC IIpeMa CPIICKO]
KYJITYPH, Te BUXOBE YHYTpallke U MelycodHe dumonapHocTH. OBakaB
IIPUCTYII MOTao OU ce IPUMEHUTH Ha CBe KEHIKEBHE )KaHPOBE, Ha CBe
>KaHpOBE Koje je Moryhe IpoyJYaBaTH y OKBUPY KYITYPHUX CTYOH]a,
aJTH IIYTOIIHC je 3a TO IIOTOfaH 300r CBOje IIPBOOUTHE JTUTEpapHe U
Hay4He HaMeHe. Llusp mmyTomuca je ,Oa IIOy4YH, a IIOOYIOHU UCTPa‘KH-
BAauKy HJIM aBaHTYPUCTHYKY CTPACT [1a 3adaBH, 3aJ0BOJBU pallo3Ha-
noct” (ITexoBuh 2001: 17). To 3Hauu na he myTomucall, Mare WITH BUIIIE
CBECHO, TeXXUTH [ja BeNUHY CBOjUX 3aIla’katha U3HECe KPO3 UIEHTUTET
Y aJITEPUTET, YUYHUTABIIHU TO ¥ OHO IIITO je BeroBo, U CIIECTBEHO TOMe
IIpHUIazia HEroBOM HIeaTHOM YHUTAOIy HJIH IIPHUMAOLy ITHUCMA, H TY
TI0jaBy IIpHKa3aTH Kao CIMYHOCT UIIH Kao IpyrocT. [la Huje Te duro-
JIAPHOCTH, Iy TOIIUC He OU OMo HU IToyYaH HU 3adaBaH, pelerniiyija OBOT
>KaHpa duia O MHHOPHA, TAKO [1a OBaKaB IIPUCTYII, Y Mawoj Uiu Behoj
MepH IIPUMEBUB KOJl CBUX ITyTOIIHCA, YUHHU OBaj )KaHpP ITOTOOHUM A
ce pa3MaTpa Kao YHHHIIAL KyITypHe OUIIoMaTtHje. Takohe, cBecHH
CMO ,J1a je pa3roBop Mehy KyaTypaMa HE3aMHUCIUB De3 IoCpenHUKa”
1o peuuMa B. 'Bo3mena (2005). [To3usajyhu ce Ha Teopujy Kru>keBHO-
ctuu Oparwuire XXuskoBuha, ['Bo3meH momaje ma ,, MHUCAIl Y MY TOIIUCY
He U3MUIIBA T10jaBe u norahaje, Beh 00jeKTHBHO ¥ BEpHO H3HOCH OHO
mITO je Bumeo u noxxuBeo” (Gvozden 2005). Texxehu na dynme odjexTrBaH,
IIyTOIIMUCAl] Ce TPYOH [Ia U3Hece odpe U JIOIle CTpaHe Hapora H(J1u)
KYJIType Koje omnucyje. tberoBa mpUIagHOCT OIPyroM Hapony U IpY-
T0j KyJITypPH Yy TOMe Ta OIpaHHYaBa, ajlk Ta PACcIeTOCT u3Mel)y nBejy
PEaTHOCTH YMHHU CTPYKTYPY IYTOIIHCA UHTEPAKTUBHOM, 103BOJbABA
YHUTAOIY IJa OCTBApH IHjasIor ca TEKCTOM, I1a YaK U Ca ayTOPOM, MOXIIa
1 D0Jbe Hero ca ayTOpoM HEKOT YKaHPOBCKH ApyTradHje ofgpeleHor Tex-
CTa, YTOJIMKO IITO je ayTOp IIyTOIIHCA U HEeTrOB IVIaBHHU JIUK, & TO TEKCT
YHHHU ayTeHTUYHH]UM.

CBa Tpu nyTONHCIIa O KOjHUMa je Yy OBOM pany ped, KpeHyJla Cy
Ha IIyT 110 DaJIKaHCKUM KpajeBHUMa M3 Pa3IUYUTHX 110dyna. AndepTo
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®opruc (Alberto Fortis) mMao je HeKoIHMKO 3amaTaka: fa 3a padyH
Mrnetauke penydnuke rpoHahe do/pH HauMWH eKcIIyioaTaliyje puoe y
JampaHckoM Mopy oko 3afpa H II0 T3B. MyIeTaukoj JlayiMaliujH, Aa ofpe-
IOV MHUHepaJIOUIKe KapaKTepHUCTHKeE NaIMaTHHCKOT Kpaja (Pizzamiglio
2010), xao u fa 3a cBoje ,,OputaHcke prHaHCHjcKe ToKpoBUTemBe” (Ko-
ctuh 1988, 1998) nponahe cTuxoBe jemHOr ,IPUMHUTHBHOr Hapona
kojuMa he moTBpAUTH ayTeHTHYHOCT OCHjaHOBHX ITeCaMa U IIpefpo-
MaHTHYapCKUX IPUMUTHBUCTHYKHUX TEOPH]ja, ITo he Hahwu y dananu
o XacaHaruHunu. bpyHo bapunu (Bruno Barilli), takohe Uranujan, us
Beh yjenumene Uranuje, Hahu he ce y Cpduju 3 mpuBaTHHUX pasiora
(Montefoschi 2010: 114). 1a he meroso mpucycTBo OUTH HCKOPHIITNEHO
Ila 32 HEKOJIMKO UTAIHjaHCKUX JIMCTOBA IIOCTY>XKH Kao PaTHU IOIIUCHHUK.
[Mpun1 Boxxunap Kapahophesuh, ¢ npyre crpane, Hahu he ce y Cpduju
jeIHOM Kao M3THaHUK, Ha IIYTy 3a ATOC, IIOJI JTa)XHUM MMEHOM H ca
TIacoIeM CBOT IipHjarersa (AroBuh 2018: 20), a IpyTrH My T Kao YWiaH Kpa-
mmeBcke moponuile Kapahopheuh Ha kpyHHCcawmy cBor pohaka Kpampa
[TeTpa. ITopen ynmeHHUIe fa cy oda HMTanujaHa cBOj Iy TOIIHC IIHCaIa
Ha CBOM je3MKy, HHTEePeCAHTHO je [a je IIyTOIIHC IIpuHIa boxxunapa
cacTaBJbeH Off HEKOITHKUX TeKCTOBA Ha dppaHITyckoM. [Tok je DopTHCOB
IIYTOITHC Y TPALUIIHOHAITHOj, EITUCTOIAPHOj POPMHU KaCHHje 00jaB/beH
3a TPy YHUTATIAUKy ITyOITuKy, bapumnujes je y GopMy HOBHHCKHX Yila-
Haka, a IyTOIIHC IIpHHIIa boxkunapa odjaB/pHBaH je Kao JTHEBHUUKH
3aIIHCH Y PasHUM QPaHIIyCKUM JIHCTOBHMA.

Kaxo du ycrienrHo odaBHO CBOj 3a/ilaTak IIOTBphHBaka IIPUMUTH-
BUCTHUKHUX TeopHja, PopTHC je Tpedaso ga UCTpaku odudvaje /bynou
KOjH Cy >KHBeJIM Ha TepUTOpHjH JanMariuje. Mopraliy, kKako Cy UX
BenernujaHIiu HasuBasIH, OUIN Cy HellO3HAHHUIIA MJIETaYKOM Hapo#y,
a IOBOJBbHO Oimu3y na du PopTHC Morao fa 0daBH CBOj 3aaTak. Fberoso
ucmo yryheno Llony Ctjyapty epny on BjyTta (John Stuart earl of
Bute) HacoBmbeHO je yrpaso ,O odruuajuma Mopnaka” (De’ costumi de’
Morlacchi). To mucmo, ¥ KaCHHje TO IOTJIaBJbe ¥ LIeJIOKYITHOM ITy TOITHCY,
IIPHUIIMYHO je IpyTadHje Ol OCTaIHX Koja Cy OpHjeHTHCaHa Ka IPyTUM
DopTHCOBHM LIMJ/bEBUMA M, CAMHM THM, IMCaHa BHIIle HAyYHHUM HETo
TUTEpapHUM CTHIIOM. HIlak, BeroBo gHUB/beme IIpeMa Mopnanuma
jecTe HeIITO IITO, YUHU Ce, HU CaM HHUje OUYeKHBa0, Ka0 HU HETOB HJe-
anmHu yuTanau. Mopmary, duso narusckor (i Morlacchi di fede latina)
wnu rpukor (i Morlacchi di fede greca) odpena, modpu cy, roctorsyduBH
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pynu, mpemaa Mehycodro 3aBahenu. [lpupehrBady jenuHOr HHTETpa-
HOT ITpeBOJia Ha OBUM IIPOCTOPHMa, Jocun Bpatynuh, He moMuba na
6u oBU Mopianu rpukor odpena mornu d6utu Cpdu. QopTHc, ¢ Opy-
re CTpaHe, Hako romuse CpdHjy kao ocedHy ApXKaBy, cMaTpa Iia Cy
Mopraiiu Hapof KOjH >KHMBH Off NaJIMaTHHCKOT cpefjo3eMiba [o odaile
,JlemeHor okeaHa’, Te 1a je CJIOBEHCKH je3UK paclIpOCTpakeH CByIa 10
TOj OOJIACTH.

MebhyTHM, Yak U HETOBH TEKCTOBH YCMEPEHH Ha ApYyTe ITHU/bEBE
ONUINY OUB/bEeHEM IIpeMa MoprnaiuMa. Y jeqHOM off BUX, TTie TOBOPH
o Bomorany Benuke I'ydaBulle y3 koju ce ¥ caM I1eo, HarjallaBa Kako
je moduo moxBaiy of jenHor Mopiaka. Fberosy he pusmuky cripeMHOCT
Taj MeLITaHWH IIOXBAIUTH peuruMa koje QopTHC 3aIIUCYje y OpUTHHAITY
aJTH TI0 UTAJIHjaHCKOM H3T0oBOpY ,Gospodine, ti nissi Lanzmanin, tissi
VIah! " (Fortis 1984: 202). OBne Basba HarmacuTH na opTHC Hally ped
,Brax” IpeBOIH BeHEIIHjaHCKOM pedjy ,Morlacco”, a M. R. Leto (2011),
ucnutyjyhu peHoMeH MopiakKu3Ma KojH je ykopeHHo PopTHCOB Iy-
TOITHC, Y BykoBoM PjeuHuky Ha/la3H fa CTAaHOBHULIM [layiMaliyje caMHU
cede Ha3uBajy Bracuma. Ilopen cBe cBoje pamosHanocTH, PopTHC He
yCIleBa Jia Ce IIOTIIYHO OTPrHe CTEPEOTHUIIMMA U IIpefpacynaMa O OBOM
Hapony. Tako Moprnakume, kaxxe QopTHC, Ioje Helly A0 BHUXOBe YETBPTE,
Ila ¥ mecTe ronuHe. ,Ilocnuje cBera oBora He Tpeda cMaTpaTH dajkoM
OHO IITO Ce IIpHYa O Yy[IeCHOj NY>KUHHU cHca y Mopiakumka Koje MOry
IIOjUTH Ojelly cTpara IIpeko paMeHa Uiu ucrof rmasyxa’ (Fortis 1984: 77).

Pentennitinja @opTHCOBOT Iy TOIIKCA Y CBETY YMHOT'OME je Apyradrja
HETo Ha HaIllUM IIPOCTOpUMa. Beh cMo Buzeny ma mocToju caMo jeiHo
IIpeBeleHO HHTEr'PaIHO U3fame, HacTano y COPJ, TaunHje y XpBaTCKOj,
Tek 210 TonrHa HaKOH 00jaB/bHBakba OPUTHHAJIHOT TeKcTa. [IToMeHyTH
benomeH Mopraku3Ma oriiefahe ce y MucTHQHKALIIHH DaTKaHCKHUX
CrnoBeHa Kpo3 Hajpa3IH4YHTHja KBH)KeBHa flefla, HapounTo y OpaHIly-
ckoj (ITaBnoBuh 2006). Bammupu, ByKoIaliy, BEIITHIIE, Orhe OCHOBHHU
eJleMeHT OBe KIM)XeBHOCTH, IIpe Hero NodpH AuBJbak 0 koMe QopTHC
MHOTO BHIIIe TOBOPH Y CBOM ITyTonHCy. IIprMep je pomaH [lona eBarna
(Paul Feval) Bamtuiupipag (La Ville vampire, 1875) ,4uju ce jemas neo
panbe mellaBa y HallTUM KpajeBUMa, IIouITo je ,['pan” cmenrten usmehy
Beorpana u 3emyHa, a BaMIupH rosope cpricku” (ITaBmosuh 2006: 622).
Mosxe ce, gakile, c1odonHO pehH fa je Mozia MOpIaKHM3Ma 3ac/Iy>KHa 3a
POMaHTHYapCKy QacIIMHAIIH]Y PaHTACTHYHHUM. HaK U OH/Ia Kafia HeMa
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daHTacTHKe, KPBHA OCBETA K OCBETOJBYOHBOCT, O K0joj roBopH dopTHC,
OHTaH je eleMeHT Yy HEKOM KBH)XEBHOM [IeJTy, Kao IITO je TO Yy pOMaHy
rycie (La Guzla, 1827) [Tpocriepa Mepumea (ITaBnosrh 2006: 615). To-
Opa HaMepa ITyTOITHIIIYeBa OCTalla je Y CeHIIM BosiTepoBUX peuH fa cy
Moprnan¥ ,HajOouB/BHjH Hapoy Ha CBETY, II0 OCBETO/BYOUBOCTH PaBHHU
Kop3ukanuuma” (ITaBmosuh 2006: 616).

Hewro Bume of jenHor Beka mnocie dopruca, bankaroMm nyTyje
npuHi boxxunap Kapahophesuh. Usrnanuk 3dor npunansoctu Ka-
pahopheBuhuma y BpeMe Brnactu guHactuje Odpenosuh, npuHIl bo-
>kupap nonasu y Cpdujy ca mmacolneM U IIoJl KMeHOM CBora IIpHjaTerba
YKoprxa Kuptena. UctoBpeMeno, CpOHH U CTpaHall Y BheMY He JIoj1a3e y
KOHQIIHKT, aJTH Ce MOT'Y TYMAauHUTH Kao [IBa IIOJIApUTETA, Y OUIIONIapHO]
Cpduju koja ra c moyeTka Hehe HU [T0O3HABATH, a OU I'a, CAMO HEKOITHKO
rofuHa KacHHje, I7leflala Kao 4jlaHa KpasbeBCke ITOponHulle, kan Kapa-
hopheBuhu onet mpey3my Biacr. [Tornen U3 yria cTpaHIia [03BO/baBa
My [a carviefla ¥ OIIHIIe KYJITypy COIICTBEHOT Hapoma ca (pOpTHCOB-
cxoM paposHasorrhy. To YHHH, HapaBHO, U 300T YHIbEHHIIE [ ITHIIE
Ha QpPaHIIyCKOM je3HKY, Te je BeroB UIealHH YHUTajIall 00pa3oBaHH
EBporsanus. ITpuHi je cBecTaH na EBporssaHu pennaTUBHO Marsio 3Hajy
0 KYJITYypH BeroBor Hapona 1 bankaHa yormrte. AjTi 9ak ¥ OHIA kajia
OIIHCYje Hapo[l, KpajoIkKe U CBE OHO LITO Ce Y jeTHOM ITyTOITUCY MOXXe
OYeKHBATH, He IIPOITYIITa [1a IIOMeHe OCBajayke IIpeTeH3H]je IIPUCYTHe
kpo3 yuTaBy ucTopHjy Cpda u bankaHa. ,CBelTeHHK, kojH je CIIOBeH,
HasuBa ra bpau 1 onduja na ocTpBo 30Be UTanHjaHCckUM UMeHOM™ (Ka-
pahophesuh 2018: 45).

[Tponasehu xpo3 Cpdujy Ha nyTy 3a CBery [opy, IpUHI IPOCTO
Mopa [ia moceTu rpod cBora mpanene Kapahopha. Homasmu y ceno
nyHo Tajuux npucranuia Kapahophesrha, duBa nodexaH ca papourhy
U ofyuieBbeeM. [a mu d0u Cpdou npyror CpduHa fodeKany Tako, HIIH
ou, bapeM y To moda, Makap C ro4yeTKa CeJbaHU CyMBballt ia Ce Pafy O
KakBOM 00peHOBHheBckoM HINHjyHY? [IprHYeBa ,Macka’ oBle meMa-
cxupa Cpbde KojH Cy, joII jelTHOM Y UCTOPHjH, OUIIH IIPUMOpPAHH [la CTaBe
MacKy IIpUTBOPHOCTH. To y BeMy caMo I10jadaBa pafiocT OHIa Kajia ce
’erOBU CYHapOJHUIIH Becesle. Tako, [OK OIHCYje CBafdy y TOM Cely,
IIpHHI] Kaxke: ,Mmnahu dpat ucnpomrenuie 30Be ce boxxunap, xao ja, u
ocBpheM ce xaf rof] ra HEKO OCJIOBH, CACBUM 3adopaBibajyhu fa mpema
MoM macoury HocuM uMe JKopx” (Kapahophesuh 2018: 34).
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TonepaHIyja ¥ MyJITHKYIITYPAITHOCT, KAPAKTEPUCTHIHE OCODHHE
Cpba, BeoMa cy HarmaeHe kox Kapahophesuha. Hak u kap je 0da3pus
mpeMa AOaHITHMA, KaJja Ce Yy BUXOBOM [TOHAIIAY, HHjeTHOM ped-
jy He HUITOMANITaBa Taj Hapon. HUnak, u on u PopTHC noase y CIuYaH
CyK0D Ha CBOjUM ITyTOBAKHMA.

Bpar BpaTap npemnpeuyje mu nyT. HckyimaBam CBOj TPUKH H3 JIHIIEja,
MOJIMM TI'a [ja IIpefia MOjy BU3UTKAPTY IIPETIIOCTAB/LEHOM, K HOOHjaM
caMo OXH, He, HajlIpe HUMaJIO Jbyda3Ho, a ITIOTOM BeoMa JyTUTO. U ja
oIlycTajeM oOff IIOCeTe, Y3 jeNUHY YTeXY [1a BpaTapy CaoIlIITHM CBe OHO
yera caM Ce IIPHCETHO Off IIPOCTaKkiIyKa Ha cTaporpukoM (Kapahophe-
Buh 2018: 101).

Taj HerocTo/pyOMBY ¥ CYMBHYaBH YOBjeK aIlCOIYTHO je 0fdHjao OTBO-
PHTH LIDKBY U HHje XTHO ITOITYCTHTH MOJIdaMa Koje Cy My Ce y3aCTOITHO
ynyhusaie c Hajehom Moryhom norusHomhy. Huje ogroBapao Humta
npyro ocum ,Hehy* [non voglio], r1a mto rox My BOLHY TOBOPHO HUITH ja
My1ao. 350r Tora KpaTKor IIOCTYIIKa U3TYOUX CTPII/BUBOCT; HUCAM Ce
BHIIlEe CKaFkhHUBa0 TOBOPUTH HIUPCKH, Te IPOBATHX Y Hadpajame Tako
OIIIIMpHA IIOIHCa HAcJIoOBa IIPOTHUB TOTa HEIOIYCT/bHBA YOBjeka Ia
BjepyjeM Kako caM y B yDallHo He CaMO MYIIKe IICOBKE HEro U IpAme
mITO ce roBope >xeHaMa (Fortis 1984: 186).

T'ocTorsyOMBOCT U 10OPO OmXOlere IpeMa CTPaHITy HITaK Cy KOI
000jHIIe IPOTKaHU HEINIOBEPeHeM, U TO Dalll Kafla Cy Y IUTaky IPUKHU
IIPaBOCJIaBHH M NAJIMAaTHHCKH PHMOKATOTHYKH XPaM.

[Tpuun Boxxupap je Kof Hac IIO3HATHjH Ka0 YMETHHK Kora Kapak-
Tepulile ap HyBo cTui (Art Nuoveau) Hero kao Iy TOIIMCAll HIIH IIPEBO-
nunai, o yeMmy rosopu Anosuh (2018: 15). [Topen Anosuha o mpuHIlY
Boxxupmapy mucao je u CreBan K. [Tasmosuh (2012). MoHorpaduja je
IIMCaHa Ha GPaHITYCKOM, a IIOCTOjH U CPIICKH ITPEBOJ, KOjH je KOpHIIheH
3a moTpede oBor pafa. OHa YHTaoIly IIpeficTaB/ba BeoMa JIeTa/bHy OHO-
rpadujy npunia boxxunapa ca Bpio cTynuo3Ho odpaleHOM HCTOpH]-
CKOM, TIOJIUTUYKOM, IIOPONUYHOM M YMETHHUUKOM IT03aITUHOM pazfa u
>KHBOTa IIpHHIIAa boxxumapa.

Ynaunu Bpyna Bapunuja Hactajy y moda [IpBor dankaHcKor U
ITpBor cBeTckor para. [IpBH WiIaHIIK U3 DaIKaHCKOT paTa IIMCAaHH CY Y
BpeMe Kanla Utanwja Huje rajuia HajIIpHjaTe/bCKHje IIpeTEH3H]je IIpeMa
Cpbuju, Hapo4yHuTO y jagpaHckoM Iprodassy. Kao u xon ®optuca, roe
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WIeaJTHU YHTAJIAll He OU 0ueKHBao naMdrieTe o0 JOOPUM OUBIbALIIMA,
TEIIKO je [a OM YHTAOLlM HOBHHA 3a Koje je bapuiu nucao mornu na
0YeKYjy ITOXBaJIHe peud o cTpanawy Cpda, a oH he orucuBaTu cTpana-
’a CpIicKor Hapoxa cpieM u ayiom” (I[TormoBuh 2014: 135). CMmatpajyhu
Cpde crlacuTesMa XpHIThaHCTBa Ha KOIIHY y3 BeHelujy Ha Mopy
(Bapunu 2014: 74), Bapunu BHllle Ty Ta IIOHaBIbA!

Xwurpagy rofHHa yaa/beHH Of] HacC II0 KyJITYPH H Of, HallleT MEIIOBHTOT
XyMaHHTeTa y3Bpaha HaM ca curypHoirhy ebukacHomhy u3pasa mMar-
HeTHYHOT IIaToCa, BAHPELHOT CMHCIIa, KOPEHHTOT CMHCJIa IIPUBIa4HO-
CTH 1 9yJIeCHOCTH KOjH U3BHPY U3 I peBHOT, TOTOBO YTaIlleHOT, H3BOPHOT,
odaMpJIOT aTaBH3Ma KOjU BeHe y Haloj KpBH (bapunu 2014: 74, 107).

O nosHaro 3anmarame Hranuje 3a cTBapame ApxXaBe AnbdaHalia, 30or
Beh MOMEeHYTHX IIpeTeH3Hja Ha UCTOYHY 00any JampaHa, Bapumu xao
Ila Cce OTMyIIYje OMHUCYjyhu IIOCIIOBHYHA ITOHaImaka Cpda 1 AndaHara.

Jyde, Ha rpaHHIIH KOofl Meprapa, IIojaBHIIe Cy ce BeJIUKe rpyIle ApHayTa,
ca beyIoM 3aCTaBOM; CPIICKH OQHIIUPH YHM CY YIVIeLATH CTAHOBHHKE
crape Cpduje andaHcke HallTHOHATHOCTH, ITOTPYAIIle UM y CYCPeT Kako
du ux dparcku sarpnunu, mehyTum, denna 3actaBa ApHayTa CKpUBaja
je HajIIomMYKITHjY OABaTy. YUM ce IPUOTHIXHITO HEKOJTHKO OQHUIIHpA
u BojHKKa Cpda Kpyry ApHayTa, OHH Cy M3HEeHa/la UCIIAJIUIH OpYXKje
Ha BUX, Macaxkpupajyhu ux (bapunu 2014: 25).

OBo ce Buau U y ornrcuma CKoIspa.

Xereo cu ga nocetum ApHayTa Y BUXOBHM YeTBpTHMa? HaxoH mTO
CH Ce IyXOBHO IIPHUITPEMHO KPEHYO CH, 33 CBaKH CJIy4aj, Ca HabHjeHUM
IIMIITOJbEM Y 1IEIly, HU3 TaKO3BaHe oIlacHe IIyTesbke [lenaa, a Halrao
CH Ce IIpe[] TY)KHUM H IIYCTHM IIpenesioM, TIyHUM HacaheHux, pa3duje-
HUX demepa, IPEKPUBEHUX CHEXXHO-OEITUM IIPEKPUBAYEM; CBEKOTTHKH
MUHapeTH I'yOUIIH Cy Cce Y MaryIH, HU jeHO JIUIle, HU jeflaH IVIac, HUTH
WjenaH jayk ma mpousule u3 oBe tuirHe (bapunu 2014: 70).

Hox je Bapuinu cBoj ogHoc mpema CpduMa yHaIIpenuo, y mopehemy
ca QOpTHCOBHUM, TI€ TO BHIIIE HUje ONHOC ITHBH/IM30BAHOT YOBEKA IIpeMa
OUBJbAKY, IpeMia ¥ Bapuimu cMaTpa fa IIOCTOjH OIPOMHA Pa3iikKa 300T
IOpyradujer UCTOPHjCKOT pa3Boja, werosa Besa ca Kapahopheruhuma,

256



CPTICKA HAYYHA OHUITJTIOMATHIAY ®PAHITYCKO] (1894-1903)

Ila CAMHM THM M IIpHHIIOM boxxumapoM, jecTe onumsuBHja. [Jok cy
nytonucu bpyHa bapunuja u mpuHna boxxunapa BpeMeHCKH OITUCKH,
BaJba HAaIJIACHUTH M IIOflaTaK [a je cynpyra bpyHa bapunuja ouna JaHu-
11a [TaBnoBuh, Hehaka kpassa [Terpa Kapahophesrha, unje xpyHHuCamE
NpHHI boxkugap onucyje y Apyrom Iejy CBOT IIyTOIIHCA.

Bpyno Bapumnu je, MehyyTiM, Kof Hac 0CTao y CeHIIH cBoje Khepke,
BenuKe cinukapke Musene [TaBnosuh bapunu. Y Utanuju je petemniiuja
’BET0BOr [lejla KOHIIeHTPHCAaHa Ha BeroBe My3H4Ke KPUTHKE, a lbeTOBO
PaTHO IOIIMCHUIITBO, HaKO XBaJ/beHO Kao KHBHXKEBHO BeOMa BpPeNHO,
CaMo je yCIIyT IOMHUBaHO. [berose paTHe TEKCTOBE CKYIIHO je U IIpHpe-
nwo Hopho Ilenerpunu (Giorgio Pellegrini 1993), Te HamHcao mpenrosop,
a HaKOH TOra Ce BaH KOHTEKCTa IIpoyYaBakba HTaIHjaHCKO-0AIKAaHCKHUX
KYJITypHHUX Be3a bapuiu peTko nomume.

Cae 1ITO je OBIe U3/I0XKEHO, IIHCAHO Y TOKY TPH BeKa, TPH paszio-
07ba, MOIJIO DM Ce Ca’XKeTH y HacyoB kibure CeTor Binaguke Hukomaja
Benumuposuha H3Hag uctioka u 3atiaga. BUIonapHOCT KakBe, YHHU
ce, Opyrhe HeMa U He MOXKe OUTH, ITOKa3aHa je Ha IIPUMepPY DaIKaHCKOT
M, HApOYHTO, CPIICKOT KyITypHOTr Hacneha. Paceto u3melhy mporpe-
CHCTHYKe Pa/JO3HAJIOCTH U IeCTPYKTHBUCTHYKe CTEPEOTHUIIH3AIIH]e,
HM3BOPHILTE HEIIO3HATOT M CJIMYHOT, CTpaxa M CIIOpaJHYHOT IHBJbeha,
OHO OIICTaje U pas3BHja ce. lIBera yak u kana CpduH u bankaHar 3ay-
mrHO IpuMajy jegHor Kapahophesuha kxao crpaHIia a ogdartyjy ra kao
CpbuHa. Ay, fa 14 IBeTa Kafja ofdallyje CBe OHO NOOPO LITO APyTrH
KO[I ’era yodaBajy?

Mo a du dorpa pereniija y Cpduju U Hpe IOo3HABaKkE ayTopa
Ierna pa3MaTpaHHUX Yy OBOM pafy HoBesa IO IIOMHUP/BUBHjHX CTaBOBa
U MameT 3a3upama UCTOPHjCKUX HenpHjaTerba Cpduje. AnexcaHmap
[TlerpoBuh, Ha 4Hjy ce nePUHUIH]y IOCTUCTOPHjCKE KYITYpHE OH-
IJIOMaTHje oclaka Halll pall, MOXK/1a je IIpeBHIle 3aDpHUHYT 3a OIICTa-
HaK CPIICKOT Hapoda y KYJITYpPHO-IUIIOMAaTCKHUM OJHOCHMa KaKBe
npencrasspa. Pasyor 3a 3adpuHyToCT, MehyTuM, joir je Behu xana ce
carJiefia Halll OAHOC IIpeMa OHUM CTpaHIIUMa, UJIH HaTypaJIn30BaHUM
CTpaHIIMMa, KOjHU Cy KpO3 HCTOPH]jY NOKYIIaBaJIy, Ha OBaj UJIH OHAJj
Ha4uWH, aMae UJIH BHIIIe CBECHO, la HETIO3HaTe, er30THYHe Da/IKaHCKe
HapoJle HHTErpHIIy Y CaBpeMeHe [IUBHIN3allHjcKe ToKoBe. [Ippmepom
cnade peneniuje QOpTHCOBOT Iy TOIHCA, YCTYIIHUBIIH XPBATCKUM TY-
MadHMMa CaB XepMeHeyTHYKH MaHeBapCKH IIPOCTOP, of1daIlyjeMo [eo
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CBOT Hacjeha Ha IIPOCTOpPHMa jafpaHCKOr ITprodassa. [lotuckyjyhu
Bapunuja y cTpaHy UTHOPHILIEMO BeroBe IIaHeTHpHKe HallleM Hapony
KaKBe je peTKo Ko BaH Cpduje mucao. OBnanr mocMarpajyhu npuHma
Boxxupapa, MoX/la caMo 3aTO IITO je IIHCA0 Ha je3UKY KOjH HHje CPIICKH
MJIM 3aTO IITO je ,M3BeCHO fa boxxupap HUKaa HUje Tajuo IHHACTHYKe
IIpeTeH3Hje, Yak HU y Hajayosso] uHTHMH (Anosuh 2018: 13)!, a Moxia
II0 MHEPILIHjH CTpaxa y KOMe je XXHBeJIO HEKOIIMKO TeHepaliyja, OfjIa3H-
MO y IIOCTHUCTOPH]Y 0 kK0joj roBopH [TeTpoBuh (2011: 18). ITIpuxBaTHBIIH
Tyhe mornene oHAKBUM KaKBH CY, OIIPOCTHBIIH II0KOjy I'PELIKY KOja
ce OBJle-OHJIe jaBH, OIeT ODMCMO HCIIO/BUIIN IIOCIIOBUYHY KYITYPHY
TOJIEpaHIIHjy KOjy IIpOIarupajy Halllk 3allaJHA KOHTPAIIOHEHTH, Koja
je Ha BankaHy jBeTasia MHOTO paHHje Hero IITO je I10jaM MYJITHKYJITY-
panu3Ma JOOHO CBOje NaHalllbe 3Hauewe, Te KOjy, Kao CPIICKY OCOOHHY,
HalJlalllaBajy CBa TPH pa3MaTpaHa IIyTOIIHCIIA, U THMe jOIll jeHOM
cedH H CBeTy IOKa3alIX KO CMO, Te OTPAHHUYMIN MOI'YNHOCTH HOBe

CTEpEOTHUIIN3alIH]E.

Hanomene
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KULTURNA DIPLOMATIJA U ODNOSIMA
JUGOSLAVIJE I ALBANIJE NAKON DRUGOG
SVETSKOG RATA, 1945-1948.

Icor VukaDINOVIC

Uvod

Specijalne veze Jugoslavije i Albanije nakon Drugog svetskog rata
zasnivale su se na saradnji koju su komunisticke partije dveju drzava
uspostavile tokom 1941. Tada su ¢lanovi Oblasnog komiteta KP] za Ko-
sovo i Metohiju Miladin Popovi¢ i Dusan Mugosa presli u Albaniju, gde
su angazovani kao savetnici Centralnog komiteta KP Albanije (HodzZa
1981:19-22; Mugos$a 1973: 28—-44; Pljaku 1984: 29-30, 34-36; Fevziu 2016:
66-79; Prifti 1978: 13-14; Fischer 123-125). Istovremeno, ¢lanovi komu-
nistickog pokreta u Albaniji su 1941. dosli na podrucje Jugoslavije koje
je okupirala Albanija i preuzeli vode¢u ulogu u upravljanju Oblasnim
komitetom KPJ za Kosovo i Metohiju (Vukadinovi¢ 2021: 73-74).

Posto su tokom jeseni 1944. komunisticke partije preuzele vlast u
obe zemlje, otvorena je nova faza u bilateralnim odnosima. Jugoslavija
je bila jedina socijalisticka zemlja koja se granicila sa Albanijom i ujedno
najvazniji oslonac u ekonomskoj i spoljnoj politici novog rezima u Tirani.
Pored uputstva da Jugoslavija razvija intenzivnu saradnju sa svim soci-
jalistickim zemljama u Evropi, odnosima sa Albanijom poseban pecat
davala je namera Politbiroa Centralnog komiteta Komunisticke partije
Jugoslavije (CK KPJ) da ostvari ujedinjenje sa Albanijom u ,Balkansku
federaciju” (Petranovi¢ 1991: 136-142). Time bi polozaj Komunisticke
partije Jugoslavije i njenog vodstva dodatno ojacao u evropskom soci-
jalistickom bloku. Planirano je i da se unutar nove federacije Kosovo i
Metohija izdvoje iz sastava Srbije i pripoje Albaniji (Dimi¢ i dr. [ur.] 2010:
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181; Dilas 1986: 82; Imami 2017: 26—27). Hrvatski i slovenacki komunisti,
koji su politicki i brojcano dominirali u Politbirou CK KPJ, na ovaj nacin
su nastojali da dodatno oslabe srpski uticaj u novoj drzavi (Vukadinovi¢
2021: 194-198).

Plan za dvostruku promenu granica odredio je posleratne odnose
dve zemlje. Nova jugoslovenska vlast je preuzela ulogu zastitnika alban-
skih interesa na medunarodnom planu. Prva je priznala Vladu Envera
HodzZe, insistirala je na tome da se Albaniji dodeli status ,Zrtve fasisticke
okupacije” i da joj se isplate ratne reparacije (Stojni¢ 1945: 23-25; Dedijer
1949: 147-153; Petranovi¢ 1991: 143-144).* Iako je i sama bila pogodena
ratom, Jugoslavija je pocela da u Albaniju upucuje znacajnu vojnu i eko-
nomsku pomo¢ (Babi¢ 1981: 55-62; Plasari, Malltezi [eds.] 1996: 531-533).
0Od 1945. do 1948. iz Jugoslavije je u Albaniju isporucena pomo¢ od 1,908
milijardi dinara, odnosno 38 miliona tadasnjih dolara (Vukadinovi¢
2021: 204; Dedijer 1949: 173-181; Slavkovi¢ 2012a: 144-148). Oko 700 jugo-
slovenskih stru¢njaka i radnika je tokom 1947. 11948. boravilo u Albaniji,
gde su ucestvovali u podizanju njene privrede, dok su kulturni delatnici,
glumci, knjiZevnici i umetnici dobili zadatak da rade na kulturnom
uzdizanju Albanije. Zauzvrat, ¢lanci albanske Stampe i programi radio-
stanica u Albaniji bili su ispunjeni sadrzajima posvecenim izgradnji
kulta li¢nosti Josipa Broza, kao i velicanju jugoslovenskih partizana i
posleratne jugoslovenske privrede (Méhilli 2017: 40-41).? Jugoslovenska
politika prema Albaniji je u osnovnim crtama podsecala na odnose Sov-
jetskog Saveza sa zemljama Istocnog bloka. Status politicke i kulturne
dominacije nad manjim saveznicima u bloku socijalistickih zemalja bio
je placen upuéivanjem bespovratne vojne, ekonomske i kulturne pomo¢i
tim zemljama.

Ucenje srpskog jezika i Sirenje jugoslovenske
literature u Albaniji
U septembru 1945. u Tirani je formiran inicijativni odbor za formi-
ranje Drustva za kulturnu saradnju Albanije i Jugoslavije. Za predsed-

nika drustva izabran je Ramadan Citaku, ministar finansija Albanije,
koji je kasnije preuzeo duznost ambasadora u Jugoslaviji. Ovo drustvo
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je priredilo brojne kulturne manifestacije, a posebne svecanosti je or-
ganizovalo povodom rodendana Josipa Broza, kada su u Tirani gosto-
vali umetnici iz Jugoslavije.> U Beogradu je 24. marta 1946. osnovano
Kulturno drustvo Jugoslavija-Albanija. Clanovi drustva bili su visoki
partijski funkcioneri poput Petra Stamboli¢a i oficiri Jugoslovenske
armije Savo Drljevi¢, Velimir Stojni¢, Vojo Todorovi¢, Dmitar Vlahov
i drugi.* Drustvo je obelezavalo znacajnije albanske praznike i organi-
zovalo kurseve albanskog jezika za svoje ¢lanove u Beogradu. Potom je
i svaka jugoslovenska republika formirala svoje drustvo za kulturnu
saradnju sa Albanijom.®

Krajem 1945. pokrenuta je inicijativa za organizovanje kurseva srp-
skohrvatskog jezika u Albaniji. Albanske vlasti su podrzale ideju, a kao
kandidat za ucenje srpskohrvatskog javio se i predsednik Vlade Enver
Hodza. Albanija je potom ukinula italijanski jezik kao obavezni predmet
u srednjim Skolama i uvela ucenje ruskog i srpskohrvatskog jezika, to je
bio odraz nove politicke klime. Albanska vlada je od Jugoslavije zatraZzila
da posalje najmanje deset nastavnika koji ¢e predavati srpskohrvatski
jezik u albanskim Skolama. Kako bi se procedura ubrzala, naredenje
Ministarstvu prosvete FNR] da ,hitno* pristupi trazenju adekvatnih
profesora dao je li¢no Josip Broz.® Pored strucnosti, od kandidata se
zahtevala i politicka podobnost (Slavkovi¢ 2012: 116). Do leta 1946. u
Albaniju je otputovalo deset jugoslovenskih profesora, medu kojima i
Vojislav Dancetovi¢, jedan od prvih srpskih albanologa i profesor al-
banskog jezika i knjiZzevnosti na Filozofskom fakultetu u Beogradu.’
Kurseve srpskohrvatskog jezika su, uz Envera HodZu, pohadali i drugi
vodeci albanski rukovodioci Nako Spiru, Mehmet Sehu i Dali Ndreu.
Planirano je da srpskohrvatski postane obavezan $kolski predmet od
Skolske 1947/1948. godine.®

[ ucitelji iz Albanije su nakon rata upucivani na rad u Jugoslaviju,
ali iskljucivo sa zadatkom da predaju u albanskim Skolama u Srbiji i
Makedoniji Masovno slanje ucitelja iz Albanije na podrucje okupira-
ne Jugoslavije zapocele su 1941. fasisticke vlasti (Vukadinovi¢ 2021a:
111-120). Nakon zavrs$etka rata, na inicijativu Oblasnog komiteta KPJ
za Kosovo i Metohiju, ovi ucitelji su zadrZani u nastavi, a zatraZeno je
da se posalju dodatni kontingenti ucitelja iz Albanije. Vode¢i albanski
komunista u Jugoslaviji Fadilj HodZa je tim povodom u aprilu 1945. u
Tirani razgovarao sa predsednikom Vlade Albanije Enverom HodZom.
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Rezim u Tirani je izasao u susret molbi kosovskometohijskih komunista
i uputio nove grupe ucitelja (Fevziu 2016: 191; Vukadinovi¢ 2021: 154;
Vukadinovié¢ 2021a: 125-129).°

Koliko se jugoslovensko-albanska prosvetna saradnja odvijala u
specificnim okolnostima pokazuje to Sto srpska nacionalna manjina u
okolini Skadra u to vreme nije uspela da izdejstvuje pravo na skolovanje
na maternjem jeziku. Iako su predstavnici srpske manjine upucivali
molbe da im se omogucdi ovo pravo, Albanska vlada je odbacivala nji-
hove inicijative, a jugoslovensko poslanstvo u Tirani nije pokazivalo
nikakvo interesovanje za reSavanje ovog problema (Vukadinovi¢ 2021:
214; Petranovic¢ 1991: 144-145). Tokom 1946. i 1947. godine uspostavljena
je situacija u kojoj su srpski jezik ucili funkcioneri Komunisticke partije
Albanije i albanski ucenici Sirom Albanije, ali ne i deca iz srpske naci-
onalne manjine u toj zemlji.

Predmet srpskohrvatski jezik se tokom 1946/1947. ucio u gimna-
zijama i uciteljskim i srednjim stru¢nim skolama u Tirani, Elbasanu,
Dirokastri, Kor¢i, Valoni, Beratu i Skadru (Slavkovi¢ 2012: 117). Jugoslo-
venski profesori u Albaniji imali su razlicita iskustva. Pored primera
uspesno obavljenog posla, bilo je i profesora koji su usli u konflikte sa
Albancima, a neki su, poput profesora Vojislava Dancetovica, ostvarili
previse bliske odnose sa ljudima iz albanskog Ministarstva prosvete,
medu kojima je bilo i onih koji nisu bili naklonjeni Jugoslaviji, $to je
zasmetalo jugoslovenskom poslanstvu u Tirani.??

Paralelno sa radom u skoli, dvoje jugoslovenskih profesora je to-
kom boravka u Tirani angaZovano i na pisanju srpskohrvatsko-alban-
skog re¢nika. Ovaj zadatak je Ministarstvo prosvete Albanije poverilo
Naucnom institutu u Tirani. Vojislav Dancetovic je bio ¢lan redakcionog
odbora, koji su jo ¢inili lingvisti Eérem Cabej, Aleksandar Dzuvani
i Kosta¢ Cipo. Saradnici u izradi re¢nika bili su Zagorka Filipovi¢,
Mark Ndoja, Aleks Buda, Pasko Geci i Ivan Brabec. Nauc¢ni institut u
Tirani je u junu 1947. objavio prvo izdanje srpskohrvatsko-albanskog
re¢nika (CprckoxpBaTcKo-aidaHCKH pedHHK 1947: 7-8). Sredinom
1946. u Tirani je otvorena jugoslovenska knjizara pod nazivom ,Jugo-
slovenska knjiga“, preko koje je u Albaniji pocela da se $iri literatura
iz Jugoslavije. Kao primarni zadatak knjizare ,Jugoslovenska knjiga“,
Komitet za kulturu i umetnost je naveo ,vrsenje propagande®, a potom
i prodaja knjiga i razmena literature.* Na molbu Ministarstva prosveta
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Albanije, Jugoslavija je u Albaniju pocela da $alje skolske programe za
srednje strucne skole, kao i programe nastave sa pravnih, ekonomskih
i tehnickih fakulteta.’?

Saradnja na polju umetnosti

Kulturna delatnost u posleratnoj Jugoslaviji bila je pod strogim
nadzorom drzavnog i partijskog aparata, koji je usmeravao kulturne
akcije u skladu sa ideoloskim i politickim interesima KPJ (Dimi¢ 1988:
36-71; Doknié¢ 2021: 42-51; Cavogki 1990: 198-212). Razmene i upucivanje
umetnika u inostranstvo organizovali su i nadgledali ¢inovnici Mini-
starstava inostranih poslova i drugih resora Vlade FNR]. Prvi gostujuéi
koncerti umetnika iz dve zemlje odrzani su tokom 1946. godine, kada je
Centralni drzavni hor Albanije nastupao u ve¢im gradovima Jugosla-
vije i organizovao turneju u hrvatskim gradovima duz jadranske obale
(Slavkovi¢ 2012: 109-127).2 Naredne godine, grupa od 71 jugoslovenskog
umetnika, pretezno horista, solista i plesaca iz Ljubljane i Zagreba, izvela
je 17 priredbi i 3 radio-emisije u Albaniji.* Jugoslovensko poslanstvo u
Tirani je zakljucilo da je turneja ,od albanskog naroda bila primljena sa
odusevljenjem"” i da je ,uspeh grupe bio potpun®. Poslanstvo je predlozilo
da se ubuduce $alju manje grupe umetnika zbog problema sa njihovim
smestajem, snabdevanjem i transportom.®®

Jugoslavija je pruzila stru¢nu i finansijsku podrsku za formiranje
prvog profesionalnog Narodnog pozorista u Albaniji. Na ovom poslu je
1945. bio angaZovan glumac i reditelj Narodnog pozorista u Beogradu
Bozidar Nikoli¢ (Babi¢ 1981). On je u Albaniji boravio osam meseci sa za-
datkom da od diletantskog pozorista napravi prvo profesionalno pozori-
Ste u Albaniji. Nikoli¢ je bio visegodisnji predsednik UdruZenja glumaca
Jugoslavije, a ucestvovao je i u stvaranju mreze banovinskih pozorista
tokom tridesetih godina. Sa ovim iskustvom, u Tirani je izdvajao naj-
talentovanije amaterske glumce, koji su potom izvodili srpska i svetska
pozorisna dela. Prva izvedena predstava u novom pozoristu bila je ,Dido*
srpskog knjiZzevnika Janka Veselinovi¢a. Na Nikoli¢evu inicijativu, na
albanski jezik je prevedeno delo Branislava Nusica ,Narodni poslanik®,
koje je potom izvodeno u pozoristu u Tirani (Slavkovi¢ 2012: 110).
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U Tirani je 1946. godine otvoren Umetnicki licej, koji je imao mu-
zi¢ki odsek za klavir, violinu i solo pevanje, zatim teorijski, vajarski i
slikarski odsek. Usled nedostatka stru¢nih kadrova, Albanija je uputila
molbu Jugoslaviji za slanje deset muzicara koji bi bili angazovani u Umet-
nickom liceju, kao i u Albanskom drzavnom orkestru — dva profesora
violine, i po jedan profesor viole, kontrabasa, violoncela, flaute, klarineta,
fagota, trombona i harmonike.’ Jugoslovenskim vlastima nije bilo lako
da pronadu ljude za ovaj poduhvat zbog otpora muzicara da se presele
u Albaniju, kao i zbog kadrovskog deficita u samoj Jugoslaviji. Najveca
briga jugoslovenskih umetnika kojima je ponuden odlazak u Tiranu
odnosila se na materijalni aspekt angazmana, izdrzavanje njihovih
porodica u Jugoslaviji i o¢uvanje radnog mesta po povratku iz Albanije.”

Dirigent opere i filharmonije u Subotici Milan Asi¢ je poetkom
maja 1947. otputovao u Albaniju sa zadatkom da organizuje mesoviti hor
Drustva Albanija-Jugoslavija u Tirani i odrzi kurs za dirigente. Asi¢ je
uspeo da formira hor od nekoliko desetina ljudi, ali planirani kurs za
dirigente nije organizovan. Asi¢ je odlucio da se angaZzuje u reSavanju
problema nedostatka kadrova za orkestar Radio Tirane. Neki od njegovih
predloga su podrazumevali da Jugoslavija Salje umetnike u Albaniju, ¢ak
i po cenu da njihova mesta u jugoslovenskim kulturnim ustanovama
budu popunjavana umetnicima iz Centralne i Isto¢ne Evrope (Petrovic¢
2002: 81-82). Po povratku u Jugoslaviju 1947. postigao je dogovor sa
osmoro slovenackih i hrvatskih muzicara koji su potom angazovani u
Albaniji. Asi¢ je predloZzio i da se u Albaniju posalju svi jugoslovenski
S$kolski planovi za muzicko obrazovanje, od osnovnih muzic¢kih skola
do akademija.®

Slovenacki dirigent Bojan Adamic boravio je u Albaniji radi procene
stanja i kvaliteta albanskih muzic¢ara.’® Njegovi utisci su bili negativni:
smatrao je da je nivo znanja muzicara u simfonijskom orkestru u Tirani
bio nedovoljan i da je u orkestru bilo i muzickih analfabeta koji nisu znali
da citaju note. (Slavkovi¢ 2012: 118).% Od jugoslovenskih vlasti je trazio
da se posalje profesionalni violinista koji bi naucio albanske violiniste
tehniku sviranja. Zalio se i na li¢ni tretman i na nisku platu koju je
dobijao od jugoslovenskog poslanstva, kao i na ukus hrane u hotelu u
kojem je boravio.

Izvestaj Bojana Adamica je bio toliko negativan prema Albani-
ji da se jugoslovensko poslanstvo u Tirani, koje je izvestaj prosledilo
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Ministarstvu spoljnih poslova Jugoslavije i Komitetu za kulturu i umet-
nost, ogradilo od njegovih stavova i porucilo da je Adamicev odnos
prema Albancima bio nadmen i potcenjivacki. Poslanstvo je zakljucilo
da se jugoslovenski kulturni radnici u Albaniji ubuduée ne smeju od-
nositi prema albanskim kulturnim delatnicima na nacin na koji je to
¢inio Adamic.?

Nakon pregleda stanja muzicke kulture u Albaniji koju su izvrsili
Adamic i Asi¢, jugoslovensko-albansko drustvo za uvoz-izvoz dobilo
je uputstvo da iz Jugoslavije u Albaniju prebaci trideset muzickih in-
strumenata, ukljucujuéi klavire, violine, violoncela, klarinete, flaute,
trombon, obou, gitare i bubnjeve.?® Komitet za kulturu i umetnost Vlade
FNRJ je izmedu maja i decembra 1947. doneo preko trideset akata koji su
se odnosili na isporuke slikarskog i umetnickog materijala u Albaniju.*
Tokom septembra i novembra 1947. u Tirani je boravila jugoslovenska
koreografkinja Agata Zic, koja je albanskom Komitetu za kulturu i umet-
nost pomagala u organizovanju grupa narodnih plesaca.?

Prosvetna saradnja

U maju 1946. albanske vlasti su otvorile pitanje skolovanja alban-
skih omladinaca u jugoslovenskim srednjim stru¢nim Skolama i pre-
duzec¢ima. Nakon $to je primio molbu od Vlade Albanije, jugoslovenski
poslanik u Tirani Josip Perda je predlozio da sav trosak za skolovanje
albanskih omladinaca preuzme Jugoslavija, odnosno ministarstva poljo-
privrede, industrije i rudarstva njenih republika. Uskoro se ispostavilo
da ova ministarstva nemaju dovoljno sredstava da pokriju sve troskove
omladinaca i da nedostaje novca za nabavku odece, knjiga i pribora.?
Ministarstvo inostranih poslova zakljucilo je da bi odustajanje od fi-
nansiranja albanskih omladinaca ,Stetilo jugoslovenskom prestizu u
saveznickoj Albaniji“, zbog Cega je zamolilo Predsednistvo Vlade da ipak
pronade izvor finansiranja za ovaj poduhvat.?

U decembru 1946. u Jugoslaviji se nalazio 391 albanski omladinac,
od kojih je najveci broj bio angazovan u resoru ministarstva rudar-
stva (170), a potom poljoprivrede (129) i industrije (75). Sest Albanaca
se usavrsavalo u sektoru saobracaja, trojica su bili zaposleni na Radio
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Beogradu, a osmorica u PTT-u. Uenici koji su imali do 20 godina bili su
smesteni u domove ucenika, dok su starijim omladincima preduzeca u
kojima su radili obezbedila privatni smestaj.?

Tokom 1946. zapoceti su pregovori, a potom i pripreme za upisivanje
albanskih drzavljana na jugoslovenske fakultete. U decembru 1946. or-
ganizovani su prvi prijemi albanskih studenata i njihovo rasporedivanje
u univerzitetske gradove. Dok je za struc¢no usavrsavanje omladinaca
celokupne troskove snosila Jugoslavija, za stipendiranje albanskih stu-
denata postignut je dogovor da se troskovi podele. Jedan deo studenata
finansiralo je Ministarstvo prosvete Albanije, a drugi deo Komitet za
Skole i nauku FNRJ i jugoslovenske republike u kojima su se univerziteti
nalazili.

U statistickom pregledu studenata albanskih drzavljana u Jugo-
slaviji, koji se odnosio na $kolsku 1946/1947. godinu, navedeno je da je
u Beogradu studiralo 48, u Zagrebu 94, Ljubljani 26, a u Sarajevu 16
studenata iz Albanije.? Studenti iz Albanije su najvece interesovanje
pokazivali za medicinske fakultete, industrijsku inZenjeriju, filozofske
fakultete, gradevinske i ekonomske fakultete.*® Albanski studenti su
1947. poceli da izlaze na ispite, na kojima su postizali relativno slabe re-
zultate. Ipak, albansko poslanstvo u Beogradu je bilo zadovoljno prvom
godinom studija Albanaca u Jugoslaviji, a slabiji rezultati na ispitima
su objasnjavani nedovoljnim poznavanjem jezika i ¢injenicom da su
studenti u Jugoslaviju stigli tokom decembra i januara, kada je skolska
godina uveliko bila u toku.*

Naredne 1947/1948. dogovoreno je upucivanje 335 albanskih stude-
nata, od Cega 235 kao stipendista Albanije, a 100 kao stipendista Jugo-
slavije.®? Konacan raspored stipendista albanske vlade bio je sledeci:
Visoke skole i fakultete u Zagrebu upisala su 83 studenta, 78 je upuc¢eno
u Beograd, 61 u Ljubljanu, a 13 studenata je upisano na Medicinski
fakultet u Sarajevu.® Studenti iz Albanije koje je finansirala Jugoslavija
rasporedeni su na slede¢i nacin: 35 studenata je poslato u Beograd, 25 u
Zagreb, 32 u Ljubljanu, a 8 na Medicinski fakultet u Sarajevu.*
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Stipendisti Stipendisti Ukupan broj
albanske vlade| jugoslovenske | Albanaca $kolske
vlade 1947/1948.
Univerzitet u Beogradu 78 35 113
Univerzitet u Zagrebu 83 25 108
Univerzitet u Ljubljani 61 32 93
Univerzitet u Sarajevu 13 8 21
Ukupno 235 100 335

Tabela 1. Pregled studenata iz Albanije upisanih na jugoslovenske
fakultete 1947/1948.

Fakultet sa najvisSe upisanih studenata bio je Tehnicki fakultet u
Ljubljani, koji je upisalo je 85 drzavljana Albanije, dok je Tehnicki fakul-
tet u Zagrebu upisalo njih 66. Sledeéi po popularnosti bio je Ekonomski
fakultet u Beogradu sa 40 upisanih studenata iz Albanije, kao i Poljo-
privredno-Sumarski fakultet sa 30 studenata.®

»-Kulturna diplomatija“ u uslovima pogorsanih
politi¢kih odnosa

Konvencija o kulturnoj saradnji Jugoslavije i Albanije potpisana
je 9. jula 1947. Obe strane su se obavezale da ¢e na visokim obrazov-
nim ustanovama osnovati katedre za jezik, knjiZevnost, istoriju i druge
predmete u vezi sa kulturom druge drzave potpisnice.* Konvencijom je
dozvoljeno da drzave ugovornice na teritoriji druge drzave organizuju
trajne izloZbe, biblioteke, ¢itaonice i arhive. Predvidena je razmena
istrazivaca, profesora i studenata, medusobne posete istaknutih knji-
zevnika, slikara, muzicara i glumaca, kao i predstavnika sindikalnih,
omladinskih i Zenskih organizacija.*

Da su, uprkos saradnji dveju zemalja u gotovo svim oblastima kul-
ture i privrede, na relaciji Tirana-Beograd postojale i nejasnoce svedoci
pismo koje je 22. jula 1947. Komitetu za Skole i nauku uputio Drago
KoS$mrlj, savetnik u jugoslovenskom poslanstvu u Tirani. On je poru-
¢io da je ministarstvom prosvete Albanije dugo upravljao ,trockista“
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Sejfula MaleSova, poznat po neprijateljstvu prema Jugoslaviji. Naveo
je idaje novi ministar prosvete Fadilj Paré¢ami neprijateljski nastrojen
prema Jugoslaviji. Prema tvrdnjama Ko$mrlja, Par¢ami nije pokazao
interesovanje za konvenciju o kulturnoj saradnji, i naredio je da se tekst
konvencije ne §tampa u Albaniji.*®

Protivrecnosti u jugoslovensko-albanskim odnosima dosle su do
izrazaja 1947. godine. Na politickom polju ispoljavale su se u tome $to
je predsednik Vlade Albanije Enver HodZa pred Staljinom kritikovao
jugoslovensko rukovodstvo u godini u kojoj je 56% albanskog budzeta
trebalo da se obezbedi kroz pomo¢ iz Jugoslavije (Hodza 1981: 135). Na
prosvetnom planu kontradiktornost se ogledala u tome da je, i pored
sveobuhvatnih programa kulturne i prosvetne saradnje dveju zemalja,
jugoslovensko poslanstvo u Tirani o albanskim ministrima prosvete
izvestavalo kao o ,neprijateljima Jugoslavije®.

Nesporazumi su se produbili u prvoj polovini 1948, kada je save-
znistvo Jugoslavije i Albanije pocelo ubrzano da i§¢ezava pod pritiskom
hladenja jugoslovensko-sovjetskih odnosa (Dimi¢ 2014: 117-119; Kardelj
1980: 111-119). Medutim, dok su politicka rukovodstva dve zemlje uve-
liko iskazivala nepoverenje prema drugoj strani, kulturno-prosvetna
saradnja Albanije i Jugoslavije bila je u svom zenitu. U februaru 1948.
jugoslovensko poslanstvo u Tirani radilo je na slanju nove grupe jugoslo-
venskih muzic¢ara u Albaniju. Ministarstvo spoljnih poslova Jugoslavije
je tada zategnute politicke odnose sa Tiranom navelo kao razlog zbog ko-
jeg Jugoslavija treba da posalje stru¢ne muzicare u Albaniju, bez obzira
na problem njihovog kadrovskog deficita u Jugoslaviji.*® Jugoslovensko
rukovodstvo je u tom periodu pokusavalo da kroz povecanje ekonomske
i kulturne pomo¢i Albaniji prevazide politicke nesporazume sa alban-
skim rukovodstvom.

U martu 1948, Albanija je uputila molbu Jugoslaviji da za narednu
skolsku godinu obezbedi petnaest profesora srpskohrvatskog jezika za
gimnazije, Sezdeset dva ucitelja za nastavu srpskohrvatskog jezika u
osnovnim $kolama i jednog univerzitetskog profesora za nastavu na
ViSem pedagoskom institutu u Tirani.*’ Istog meseca, na Filozofskom
fakultetu u Zagrebu osnovan je lektorat za albanski jezik, a usled nedo-
statka kvalifikovanih kadrova u Hrvatskoj, molba za slanje lektora upu-
¢ena je Ministarstvu prosvete Albanije. U Tirani je pocela da se Stampa
nova, korigovana verzija srpskohrvatsko-albanskog re¢nika. Komitet za
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gkole i nauku FNR] se 18. maja 1948. pretplatio na tri albanske revije —
~Shqiperi - Jugosllavi®, ,Arsimi popullor” i ,Literature e jone“.*

U kulturnoj saradnji dve zemlje javljao se slican problem kao i
u privrednoj saradnji, a on je proisticao iz preambicioznih obecanja
pripadnika jugoslovenskog poslanstva u Tirani. Upucivanje profesora,
naucnika i umetnika u Albaniju predstavljalo je proceduralno zahtevne
poduhvate, tako da neretko nisu ni ispunjavani.

Jugoslavija je sacinila predlog plana kulturne saradnje sa Albanijom
za 1948. i 1949, kojim je bilo predvideno da se Ministarstvu prosvete
Albanije Salju materijali o organizacionoj strukturi jugoslovenskog skol-
stva, nastavni planovi i programi, udzbenici, i literatura. Planirane su
posete arheologa, ekskurzija etnografa Jugoslovenske akademije znano-
stiiumetnosti iz Zagreba, koncerti jugoslovenskih muzicara u Albaniji,
izvodenje jugoslovenskih predstava u Tirani i druge manifestacije.*?
Grupa muzicara sa Cetinja je u aprilu 1948. izvela priredbe u Skadru i
Tirani, a u maju je koncert u Tirani organizovala i grupa umetnika iz
Maribora. U Tirani su 25. maja 1948. odrZana tri koncerta jugosloven-
skih umetnika u ¢ast Brozovog rodendana.”®

Jugoslovenske drzavne sluzbe i ministarstva nastavili su da vode
politiku kulturnog zbliZavanja sa zemljama Isto¢nog bloka sve do 28.
juna 1948. kada je objavljena rezolucija Informbiroa o situaciji u Komu-
nistickoj partiji Jugoslavije. Ve¢ sutradan zabeleZen je niz incidenata u
Albaniji, Brozove slike su izbacivane iz prostorija mesovitih drustava,
a dolazilo je i do fizickog nasilja nad jugoslovenskim radnicima i struc-
njacima. Albanski MUP je 30. juna naredio zatvaranje knjizare ,Jugo-
slovenska knjiga“ u Tirani i zabranu prodaje lista Borba. Po naredenju
ministra industrije, zabranjeno je slanje nafte za Jugoslaviju, a ministar
saobracaja naredio je obustavu izgradnje pruge od Skadra do jugoslo-
venske granice. Pojedini lekari u Albaniji su tih dana odbijali da prime
bolesne i povredene jugoslovenske radnike (Vukadinovié 2021: 306).

CK Komunisticke partije Albanije je 1. jula porucio da je KPJ poku-
Sala da Albaniju pretvori u koloniju i unisti njenu nezavisnost (Slavkovi¢
2020: 328). Albanska vlada je jugoslovenskom poslanstvu predala dve
note sa porukama da svi jugoslovenski radnici i stru¢njaci moraju napu-
stiti Albaniju u roku od 48 sati i da albanska strana napusta sve ugovore
i konvencije potpisane sa Jugoslavijom (Vukadinovi¢ 2021: 307). Za samo
tri dana, celokupna konstrukcija jugoslovensko-albanskog saveznistva
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srusena je do temelja. Komitet za kulturu i umetnost jugoslovenske vlade
je jos neko vreme slao odredene materijale u Albaniju u skladu sa ranije
postignutim dogovorima. Medutim, Komitet za kulturu i umetnost Al-
banije odbacivao je svaku dalju saradnju sa Jugoslavijom. Iz drZzavnih bi-
blioteka u Albaniji izbacene su sve jugoslovenske knjige, ukljuc¢ujuci cak
i srpske prevode Staljinovih dela.* Albanske kulturne institucije dobile
su uputstvo da programe saradnje sa Jugoslavijom zamene kulturnom
saradnjom sa Rumunijom, Bugarskom, Madarskom i Cehoslova¢kom.*

Zakljucak

Kulturna saradnja dveju zemalja, kao i nacin na koji je Albanija
prekinula diplomatske odnose sa Jugoslavijom 1948. godine, otkrili su
prednosti, ali i ogranicenja u koriséenju kulture i umetnosti kao sred-
stva u medudrzavnim odnosima i diplomatskoj praksi. Pokazalo se koli-
ko angazman naucnika i umetnika u inostranstvu moze biti nezahvalan
posao ukoliko se odnosi dve zemlje ne temelje na istorijskoj, kulturnoj
i identitetskoj bliskosti, nego iskljucivo na trenutnim odnosima dva
rezima.

Iskustvo jugoslovenske pomo¢i Albaniji nakon Drugog svetskog
rata pokazalo je slabosti modela kulturne diplomatije u uslovima autori-
tarnog uredenja zemlje. Nedemokratski karakter jednopartijskih rezima
u dve zemlje ogranicavao je poziciju kulturnih radnika u zajednic¢kim
projektima. Kulturna i spoljna politika posleratne Jugoslavije bile su
podredene partijskim i ideoloskim ciljevima Komunisti¢ke partije Ju-
goslavije i njenog rukovodstva. Intenzivni kontakti jugoslovenskih i
albanskih umetnika i nauc¢nika bili su gotovo iskljucivo rezultat par-
tijske direktive, $to je na kraju dovelo i do njihovog naglog prekida.
Koliko god da su kulturni radnici iz Jugoslavije imali iskrene motive
tokom boravka u Albaniji, albanska strana je u njihovom radu neretko
prepoznavala nadmen odnos, a u jugoslovenskom prisustvu je umesto
proklamovanog ,internacionalizma®, prepoznavala crte politickog i kul-
turnog hegemonizma. Ovi nesporazumi su ¢esto dovodili do konflikata,
povlacenja umetnika iz Albanije i umanjivanja efekata jugoslovenske
kulturne diplomatije.
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ARCADIAN AND YUGOSLAY - (RE)SHAPING
CULTURAL IDENTITY IN THE STATE ART
COLLECTION IN BELGRADE

JELENA ToDOROVI¢ AND BirjaANA CRVENKOVIC

When discussing cultural diplomacy in connection with govern-
ment or state art collections, one is usually focused on the embodiments
of soft diplomacy and the compilation of artifacts that were acquired as
diplomatic gifts, acquisitions and commissions over the course of time.
The government art collections usually function as dual mirrors, those
that reflect the history of diplomatic relations through the exchange of
gifts, while acting as looking glasses through which the notions of the
ideal state are envisioned.!

However, the State Art Collection of the Royal Compound in Bel-
grade (SAC) had different patterns of development and a rather remark-
able history. It was created to be an idealized presentation of the state
and throughout its history represented three different political entities,
two completely opposing regimes while remaining a notable art col-
lection in its own right. We present the specific role that the State art
collection played in the cultural diplomacy of the Kingdom and later the
Republic of Yugoslavia, and to show how its universal artistic vocabu-
lary was reshaped through different regimes.

When it was founded in 1929, the State Art Collection of the King-
dom of Yugoslavia was not envisaged with the complex and turbulent
future that lay in front of it. From 1929 until late 1970s when the last
artefact was added to the collection, it symbolically stood for all three
Yugoslavias that evolved during this period: the Kingdom (1929/1941),
the FNRY (1945/1963) and SFRY (1963-1991). Its artworks perpetually
reflected universal and encompassing concepts of cultural diplomacy
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that could be best divided into three main subjects: the ideal state, the
new Arcadia and the land of the Yugoslav nations.

The SAC had a rich and a curious history, which is an integral,
albeit neglected, part of the European cultural history of the 20" cen-
tury. It was symbolically founded in 1929 with the proclamation of the
Kingdom of Yugoslavia (previously it was the Kingdom of Serbs, Croats
and Slovenes), and the last works were added to it in the late 1970s prior
to the death of President Tito. Although by its contents and its historical
importance the SAC formed a notable part of the European and Yugoslav
cultural heritage, this collection was never fully researched and was
virtually unknown outside, and even within the borders of Yugoslavia.
It was for the first time in 2014, that a complete Catalogue of the fine arts
collection of the SAC in Belgrade was printed and its artworks protected
as national heritage, and finally made available to the wider local and
European audience.?

From the very foundation of SAC, two elements were made remark-
ably clear — the methodology of its formation, and the dual course of
its development. While similar institutions, as noted at the beginning
of this paper, were customarily created through diplomatic gifts, the
SAC was formed solely by acquisitions and commissions that aimed at
reflecting the ideals that first Kingdom, and later the Republic of Yugo-
slavia, stood for. Therefore, the founding of the SAC did not resemble
the usual founding of art museums in the first half of the 20" century,
(like the pattern that was followed in the creation of the Museum of
Modern Art in Belgrade in 1927) it was, in its concept, much closer to
the establishment of the princely collections of the past. For that very
reason, the SAC cannot be viewed in the framework of the public state
collections of other European capitals (e.g. National Gallery in London
or Ireland, or the Museum of Fine Arts in Budapest or Louvre...) On the
contrary, it should be perceived in the context of princely collecting of
the early modern era, and the formation of the state and government
collections that symbolically embodied the cultural diplomacy of a par-
ticular realm. Consequently, the SAC was envisaged with a particular
audience in mind - it was not a museum opened to the general public,
but the state art collection established to be the part of the ceremonial
space of the state in the new Royal palaces that were completed in 1929
and 1936. Although created to present the monarchy its concepts, as we
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shall see later, were easily translated into the ideology of the republic
of Yugoslavia under President Tito. The same collection became the
scenery of many important state visits: from the kings of Bulgaria and
Romania, in the 1930s to Anthony Eden, Willy Brandt, Sukarno (presi-
dent of Indonesia), Seku Ture, Naser (president of Egypt), Indira Ghandi,
Haile Selassie and Queen Elizabeth II...

The artifacts displayed, had to convey, to the state dignitaries and
official visitors the real and desired image of the state: its place in the
grand continuum of the European cultural history as well as its newly
constructed identity of the Yugoslav nations.?

On the other hand, from the very first acquisition the dual course
of cultural diplomacy was manifest: as the virtual alter ego of the newly
proclaimed state, the State Art Collection strove to be the personifica-
tion of the ideals that shaped European cultural history as well as to
represent the most excellent contemporary artists from all corners
of the Yugoslav realm. Despite the radical change of the regime after
WWIIL, the new republic of Yugoslavia only continued along this highly
valued conceptual trajectory, equally aiming to position itself as both
European and Yugoslav through acquisitions of some esteemed artifacts.
Despite the fact that this division to the European and Yugoslav is best
reflected in the formation of its fine art collection, the same pattern, is
discernible in its architecture, its interior decoration as well as in the
applied arts collection.

Constructing the palaces

Two main edifices of the Royal Compound that house the State Art
Collection, the Royal and White Palace also reflect this duality. Begun
in 1925, and ceremonially opened on the day of the proclamation of
Yugoslavia on 1t December 1929, the Royal Palace was erected to be
the main residence of King Aleksandar Karadordevi¢. Its architects
Zivojin Nikoli¢ and Vladimir Lukormiski aimed to reflect the spirit of
the joint Slavic past in its architecture. It was designed in the peculiar
Serbian/Byzantine style a current architectural hybrid that strove to
amalgamate the legacies of the medieval Serbian past with the current
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architecture. The White Palace, constructed from 1934 to 1936 by the
architect Aleksandar Pordevi¢, was created in the Neoclassical style in
order to echo the French and English palaces of the Neoclassical age.
Initially designed to be only one of the residences, it became the main
residence of Prince Paul during his regency until WWII and after the
war continued to be used as one of the key ceremonial spaces of the
republic of Yugoslavia. This carefully crafted distinction in the architec-
tural styles fulfilled the same aim of the cultural diplomacy that would
conceptually shape the State Art Collection. A deliberate creation of
the Royal Palace in the unmistakably national style, displayed the need
to bridge the temporal gap and connect the noble Medieval past with
the new Kingdom of the Slavs. The materials used in its construction
of Royal Palace were purveyed from all corners of the country, (the
marble from Bra¢, onyx from Pe¢, sandstone from Biha¢, and glass from
Rogaska Slatina) thus symbolically linking all regions of Yugoslavia
in the joint ideal of pan Slavism. On the other hand, the design of the
White Palace in the style of neoclassicism was to present the symbolic
and cultural belongingness of the young state of Yugoslavia to the great
European past. This same idea would be further elaborated in the fine
and applied arts of the SAC, thus creating a particular ceremonial space
for the presentation of the new country.

Founders of the SAC

Despite the pivotal, both governing and financial role, that King
Aleksandar had in the formation of the SAC, the real founder, and
the main connoisseur, was his cousin Prince Paul Karadordevié¢, who
devoted much time and great knowledge, and more importantly, all of
his valuable contacts into this endeavour. A notable collector himself,
Prince Paul was well connected in the art world of the 1920s and 1930s.
Despite his own collection, and his subsequent ascent to the level of
Regent (after the assassination of king Aleksandar in 1934) he always
carefully separated his own purchases from that of the state.

Both with his education and his career as collector, Prince Paul per-
fectly fulfilled the role of the main initiator of the State Art Collection.
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Although he was interested in art history during his studies in Oxford,
particularly the collection of the Ashmolean Museum and the National
Gallery in London, he found great interest and, one could freely say, his
essential vocation, in the research and connoisseurship of early modern
and modern European art. During his time in Oxford Prince Paul made
acquaintance that would grow into friendship with then keeper of the
Ashmolean museum, Kenneth Clark, ¢ I who would later become one of
the directors of the National Gallery in London.

At the same time in Oxford, Prince Paul made another great ac-
quaintance, with Bernard Berenson, that would leave a lasting mark
both on his career as a collector and a creator of the State Art Collection.
Often referred to as the ‘patriarch of Renaissance Art’, Bernard Beren-
son was one of the most, if not the most important figure in the research
and market for Renaissance art in the first half of the twentieth century.
Berenson greatly helped Prince Paul during the creation of the State Art
Collection, often advising him what to purchase and recommending
some favourable deals at the art market.” Upon his advice, some of the
key Renaissance works for such as: SAC were purveyed: two tondos by
Biaggio D’Antonio (inv. no. 58-01) and Maestro di Tondo Campano (inv.
no. 57-01), as well as the masterpieces by Palma Vecchio.?

The third collaborator and friend would prove to have the most
decisive role in the creation of the SAC - one of the most important art
dealers of the age, Joseph Duveen.? Often called the prince of dealers Jo-
seph Duveen had a pivotal role in the making of the State Art Collection
acting as one of the main purveyors and advisors for the acquisitions
of early modern art. Prince Paul had such great confidence in Joseph
Duveen, that he often asked Duveen to act in Prince’s name at an auc-
tion or to be a councillor in the case of important acquisitions.

It is with Duveen’s help that Prince Paul purchased for the SAC
some of its most important paintings, primarily the Renaissance works
from the notable Benson collection’® (Palma Vecchio’s Holy Family with
St. John, St. Cathrine and the Donor and Portrait of the Young man (inv.
n0.56-01 and inv. no.119-01), Domenico Becafumi’s Flight of Cloelia
(inv. n0.120-01) Veronese's Rape of Europe (now attributed to his son
Carlo Caliari (inv. no.235-01) and Biaggio d’Antonio), as well as the
masterpieces of the French Baroque classicism (Nicolas Poussin’s Three
Monks (inv. no.241-01) Sebastien Bourdon’'s Landscape with ruins (inv.
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no.123-01). This fruitful collaboration between Prince Paul and the
prince of dealers, grew into lifelong friendship that profoundly con-
nected two families.

The Pursuit of Arcadia

In the establishing of the SAC its founders respectively desired to
acknowledge the long European tradition of princely collecting, and to
appropriate it for the representation of their young state. However, the
works collected, in particular the Old Masters and some artefacts in
the applied arts collection, had another function: They were meant to
symbolically emulate their Renaissance predecessors by appropriating
the Renaissance notions of an ideal state, and of the Arcadian abode.
Through such subtle means King Aleksandar presented himself as con-
tinuing the legacy of the Renaissance princes, while giving his newly
proclaimed kingdom of the Slavs prerequisites of the ideal state, the one
envisaged in the works of Renaissance humanists and depicted in the
works of Renaissance masters. Carefully acquired works of Old Masters
in the SAC, particularly those by Palma Vecchio, Veronese (as then at-
tributed), Biaggio d’Antonio, Bernardo Licino or Altdorfer, exemplify not
only a discerning taste of'its collector, but a vision of the glorified age of
statehood, the time of flourishing of the arts and patronage that early
modern era stood for. Despite their diverse subject matters (religious,
classical and portraiture) these works ought to give the impression to
its beholder, a state official visiting the Royal courts on Dedinje, of the
country deeply embedded in the long tradition of European culture,
statehood, and princely patronage.

Analogous to the concept, the works from the SAC European collec-
tion transmitted another important ideal of the early modern ideology
of rule - the notion of the state as the new Arcadia. It was particularly
manifest in the grand Arcadian landscapes by the masters of French
classicism — Nicolas Poussin, Francisque Millet, Sebastien Bourdon,
Gaspard Doughet, Nicolas Chaperon, that all project the images of a
perfected nature and the lost golden age. From the serene lakes and
calm rivers, from lush trees and golden fields where shepherds ramble
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with their flock; these canvases envisaged the early modern dream of
the ideal land, the one that never was.

Both notions were further underlined in the interior design of
the Royal Palace, of which a great part is still visible nowadays. While
the White Palace was decorated in the contemporary art deco style,
the furnishing of the Royal Palace was to project a rather different
image, the one that associated the new state with the glory of the Eu-
ropean past. Its decoration was commissioned from the most esteemed
company of master carpenters and decorators from Vienna, Bernhard
Ludwig, the courtly firm of the Austro Hungarian Empire responsible
for the decoration of many European palaces and stately homes from
1860s onwards." By the excellence of their designs and the refinement
of its pieces, Bernhard Ludwig company not only received the imperial
warrant of the Habsburg emperor Franz Joseph, but established itself
as the interior decorator of choice of the royal houses of Europe.* The
virtuosity of their craftsmanship was so exceptional that they not only
survived the economic crisis in the Empire, followed by the first world
war, but they outlasted Austro-Hungarian Empire, and were still in busi-
ness decorating the princely courts during 1920s and 1930s. However,
their style was not one of the austere lines of art deco — Bernhard Ludwig
offered a much grander vision, the one exemplified in the neo-Renais-
sance and neo-Baroque fashions of thel800s. It is this specific feature
that made it the ideal choice for the decoration of ceremonial space of
the new Royal Palace of the Kingdom of Yugoslavia. The entire ground
floor, that functioned as piano nobile of the Royal Palace, as well as the
first floor of the building, were transformed into an imposing tribute to
the Renaissance culture, with appropriate furniture, coffered and gold
plated ceilings, inlayed parquetted floors resembling great 16" century
interiors and the wrought iron decorations echoing palaces of Medici
or della Rovere. Despite a partial destruction of the interiors of the first
floor in WWII the remaining abundant neo-Renaissance decoration of
the ground floor, where nowadays the paintings by Renaissance masters
are kept, could help us envisage the grandeur of the original ceremonial
space projected by the founders of the SAC.

In the early 1930s an important purchase in the field of applied
arts was made to complement this vision of everlasting princely ideals.
On 26" June 1935, acting in the name of Prince Paul, Joseph Duveen
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acquired at the sale at Jean Charpentier gallery in Paris, an impressive
set of Sevres porcelain created for count d’Artois (brother of the French
king Louis XVI) between 1779 and 1782.1 This set was so admired by
Prince Paul that he commissioned a special display case in the White
Palace for its presentation in 1936. There are documents that this mas-
terpiece of Sevres production was not only displayed, but also used for
great state occasions.”

Painted in conspicuous shade of blue green and adorned with rich
gilding, this particular dessert set from Sevres offered a unique set of
images: it represented a veritable encyclopaedia of birds in porcelain.’”
The main decoration of all the dishes are carefully depicted images of
diverse ordinary as well as exotic birds, carefully copied from the first
encyclopaedia of the species written by Georges Louis Leclerc the count
of Buffon’s Histoire Naturelle des Oiseaux in 1749. While embodying the
spirit of enlightenment in its choice of subject matter, this Sevres set
was also a prized artifact of both the early modern courtly culture and
of the history of cultural diplomacy. It was originally commissioned by
count d’Artois as a diplomatic gift of the French crown to the Spanish
court upon the occasion of the birth of Spanish infanta Marie Louise in
1782.1 Due to its opulence, and the vividness of its avian protagonists,
the set became the model for manufacturing of similar sets in Sevres
in decades to come. Over subsequent centuries, this set had a rather
long and turbulent history but it remained always known as a “Spanish
diplomatic gift”. Considering the particular history of this artefact, and
the prestigious princely tradition of porcelain collecting at the European
courts of the early modern age, it is possible that by its acquisition for
the White Palace in Belgrade Prince Paul wanted to emulate those very
qualities.

Although the main purchases for the European part of the fine arts
and applied arts collection were conducted prior to WWII, this part of
the SAC, and the concepts it conveyed, still figured importantly in the
cultural diplomacy of the Republic of Yugoslavia. Several purchases of
the early modern art were made during the 1960s and 1970s (Melchior
d'Hondecoeter, Ackeringe, Francesco Furini...) Only it was not inter-
preted in the framework of strictly princely and court culture, but much
more in the context of belongingness, through great early modern col-
lection, to the shared European cultural heritage. In the period following
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WWII greater emphasis was given to the enrichment of the collection of
Yugoslav art, aiming to represent the most conspicuous achievements
in the field of the contemporary fine arts.

The Unity of the Slavs

The other direction of cultural diplomacy exemplified in the fine
and applied arts collections of the SAC, from its very foundation, had
to recreate, albeit in the symbolic form, the imaginary artistic space
of the new Yugoslav identity. It was created parallel to the European
part of the Fine Arts collection and it offered the idealized vision of
Yugoslav nations.” Regardless of its undisputed complexity, this part
of the collection was much more straightforward in its representation.
By acquisitions and commissions from the renowned Yugoslav artists,
both in the pre and post WWII Yugoslavia, an imaginary portrait of the
new land was being perpetually constructed.

Despite a great number of acquisitions and commissions from Yu-
goslav artists that both King Aleksandar and Prince Paul made in late
1920s and 1930s, one particular body of work perfectly embodied the
symbolic identity of the new state of the Slavs. The appointment of the
key Yugoslav sculptor of the period, Ivan Mestrovi¢, would mark the
nodal point in the process of the mythologization of Yugoslav identity.!®
His works would truly define the cultural diplomacy written out in the
Yugoslav part of the State Art Collection and up to this day remain its
undisputed masterpieces. Even before the foundation of SAC MeStrovic’s
work was the visual embodiment of the concept of integral Yugoslav-
ism (the unity of all the nations in one entity) — the same ideology upon
which the image of the Yugoslav state was built upon. Hence, when
king Aleksandar commissioned him to create monumental sculptures
for the ceremonial space of SAC (both for the palace and its gardens)
Mestrovi¢ fused some of his preexisting ideas with the needs of the
state presentation. His main task was to construct an imaginary virtual
past that connected all Yugoslav nations into one inseparable entity, the
past that was deeply rooted in Slavic mythology as well as in the folk
epics and medieval myths. In search of this joint mythology, the artist
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turned to the folk epics and its two key protagonists, Milo§ Obili¢ and
Marko Kraljevi¢, that would inspire some of the grandest sculptures he
executed for the State Art Collection.’

Portraits in canvas stone and bronze by renowned artists were also
meant to emphasise the national, Yugoslav, context in the State Art Col-
lection. This is most discernible in the acquisitions of such works as the
two busts of Petar Petrovi¢ Njegos (bishop and poet of Montenegro) by
Toma Rosandi¢ and Ivan Mestrovic’s Self-portrait or The History of Croa-
tia. By displaying the Montenegrin Bishop as a ruler and poet together
with the self-portrait of a most eminent Yugoslav artist construed a
nucleus of an imaginary Yugoslav spiritual and cultural pantheon.

Another important mechanism for the creation of an integrated
Yugoslav identity in the SAC was the purchase of paintings that depicted
landscapes and scenes everyday life of the Yugoslavs. (such as works by
Matija Jama, Nicu Enea, Alexei Hansen, Anton Kos, Petar Lubarda, Lojze
Dolinar, Vjekoslav Para¢, etc). Although these were not necessarily the
paintings with an outstanding monumental subject matter, the pieces in
the Yugoslav collection were grand in their concept. All of the artifacts
perceived together envisaged an image of ideal unity of all peoples of the
new Republic of Yugoslavia. They presented the cultural diversity uni-
fied by the notion of the collective identity and mutual cultural heritage
both Yugoslav and European.

After the death of President Tito, and furthermore after the dis-
solution of Yugoslavia, SAC lost a great part of its primary function. The
country it was composed to represent had vanished,and consequently
it ceased to be developed with new commissions and acquisitions. Nev-
ertheless it remained the ceremonial space of the state; and also turn
into a particular complex monument as well as memento of Yugoslav
countries that shaped it. Although it is still occasionally used for grand
state occasions, the future role of this important state collection is still
to be determined.? It is our hope, as scholars, curators and research-
ers that SAC would become the museum and that its treasures would
become accessible to the wider local and European public.
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Notes

As other state art collections they were composed also through acquisitions,
commissions and more often than not theft but such instances are not going to
be focus of this paper.

For the catalogue of the SAC see Todorovi¢, Crvenkovi¢ 2014.

Todorovi¢ 2014:14-41.

Archive of Yugoslavia AJ 74, Balfour, Mackay, 1980, Suboti¢ 2011: 137-155.

See Todorovic 2014: 14-41.

About the correspondence between Kenneth Clark and Prince Paul, see ,Kenneth
Clark Archives®, kept in Tate Britain in London. It was upon Clark’s expert advice
that Prince Paul acquired in 1921 the first important work of art for his own
collection — Piero di Cosimo’s Forest Fire. In another interesting proof of their
close friendship, and in a curious twist of faith, when Prince Paul decided to sell
this painting in 1933 he sold it to Ashmolean museum and its director — Kenneth
Clark. Piero di Cosimo ’s The Forest Fire (Inv. No. WA1933.2) still presents one of
the important masterpieces of museums’s colletions.

Prince Paul's legacy Archive of Yugoslavia, A] Fund 74.

Berenson’s famous house in Florence, Villa I Tatti that up to this day serves as
a centre for research of

Renaissance culture. See Getty papers, Duveen Brothers records, 1925-1940, box 497,

9
10

11
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13

14
15
16
17
18
19
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roll 352.

Todorovi¢ 2020: 211-225.

Joseph Duveen bought the entire Benson Collection in London in 1927 for 500,000
pounds only to sell its contents to some of his most valued clients including Prince
Paul. See Getty Research Institute, Duveen Brothers records, 1925-1940, box 351,
reel 207.

For the primary sources of the Bernhard Ludwig company see Private Archive
of Bernhard Ludwig in Vienna and Archive of Yugoslavia Marambo fund, AJ
335-5.

See Windisch-Graetz, Ludwig, Bernhard Hieronymus 1972, 347 and Tomoposuh/
LpBenkosuh, 2013: 263-278.

For the primary sources see Getty Research Institute, Duveen Brothers records,
1925-1940, box 497, reel 352; documents of the Gallery Jean Charpentier for 1935
19-22. For the more extensive analysis see Biljana Crvenkovi¢ 2013: 45-55; as well
as her excellent monograph Biljana Crvenkovi¢ 2017.

See Crvenkovi¢ 2013: 53.

See Crvenkovié¢ 2017.

See Crvenkovi¢ 2017.

See Biljana Crvenkovi¢ 2014: 18-45.

See Biljana Crvenkovi¢ 2014: 18-45.

The works were meant to be synonyms with the ideology of integral Yugoslavism,
despite the fact that by early 1930s they were already outdated and far removed
from the current artistic practice. See Crvenkovi¢ 2014: 18-45.
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20 At present the SAC is still the part of the larger entity of the art collections of
the republic of Serbia under the control of the body responsible for National col-
lections with the headquarters in the Palace of Serbia (former SIV), while the
artifacts kept in it are under supervision of the National Museum of Serbia and
the Museum of Applied Arts of Serbia.
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KULTURA KAO MANIFESTACIJA:
MEDUNARODNO POZICIONIRANJE SRBIJE
KROZ KREATIVNE INDUSTRIJE

MARINA SiMi¢ 1 MiLo§ Nic¢i¢

Savremeno videnje pojma kulture
Rejmonda Vilijamsa!'

Pojam kulture je jedan od centralnih pojmova antropologije i u
antropoloskom shvatanju, jos od Edvarda Tajlora, od sredine 19. veka,
kultura obuhvata ,znanja, verovanja, umetnost, moral, zakon, kao i sve
druge sposobnosti i navike koje covek stice kao ¢lan drustvene zajed-
nice” (Tylor 1958 [1871]: 1). Kultura, dakle, predstavlja nesto ,obi¢no* i
obuhvata celokupnu ljudsku delatnost. Medutim, ¢ak i u antropologiji
ta ideja se dugo primenjivala na kulture ,drugih®, dok je kultura Zapada
bila neobeleZena, neutralna oznaka koja je u isto vreme oznacavala i
kulturu uopste (,normalnu“ meru svih drugih) i zapadnu specifi¢nost
(u smislu evropskih dostignuca u sferi nauke i umetnosti).>? Ova prva
ideja napustena je prilicno brzo, dok je specificnost evropske kulture
dugo ostala van sfere interesovanja antropologa.

Donekle sli¢no idejama u antropologiji, u studijama kulture brzo
je uspostavljena ideja da je kultura ,obi¢na“, ali simbolicka sfera.’ Ova
sada ve¢ anegdotalna ideja, koja se obi¢no preuzima iz eseja Rejmonda
Vilijamsa istog naslova iz 1958. godine*, oznacice pocetak proucavanja
popularne kulture u okviru studija kulture.

Rejmond Vilijams je britanski, odnosno velski teoreticar kulture,
pisac, kriticar i teatrolog, jedan od ,oceva osnivaca“ Centra za savremene
studije kulture u Birmingemu i jedan od utemeljivaca studija kulture
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kao discipline - Zarista ideja i aktivizma koje ¢e u pojam kulture uvesti
celokupno iskustvo zivota (cf. Duda 2002, Bordevi¢ 2009, Simi¢ 2014).
Teza Rejmonda Vilijamsa da ne postoje mase, ve¢ samo pojedinci, koji
se upotrebom diskursa kulture kao koncepta za oznacavanje proizvode
masama®, znacajno je uticala na osporavanje autonomnog i privilegova-
nog videnja kreativnosti i umetnosti.

Studije kulture ¢e preokrenuti uobicajene postavke zapadne teorije,
koje su kulturu drzale u domenu duha i izvan domena svakodnevnog,
legitimisuéi nove poglede kako na procese stvaranja, tako i na nacine
kori$¢enja svih elemenata kulture, koja se $iri da obuhvati sve one for-
me, fenomene i odnose koji karakterisu savremeni svakodnevni Zivot.
Tako ce stripovi, televizijske serije, prakse konzumacije alkohola, nose-
nje iscepane odece biti podjednako domen kulture, koliko i produkcija
novih ili tumacenje postoje¢ih sadrzaja u domenu vizuelnih umetno-
sti, muzike i knjizevnosti. Kultura postaje celokupan nacin Zivota, $to
automatski znaci da se na ispit stavljaju i ona videnja kreativnosti koja
su nastala u periodu prosvetiteljstva i romantizma, a koja su kulturu
drzala podalje i od svih ljudi, i od trzista. Kultura podrazumeva ,sve
Sto se ticalo ljudi, i ¢emu su ljudi, pripadnici razlicitih klasa, davali
odredeno znacenje” (Dordevi¢ 2009: 47). Popularnu kulturu ¢e tako,
prema DZonu Fisku (2001), stvarati pojedinci kreativnom upotrebom
industrijski proizvedene masovne kulture, a ta kreativna upotreba
upravo znaci stvaranje znacenja u odredenom socijalnom kontekstu,
a na osnovu globalne ponude proizvoda koju stvara transnacionalni
kapitalizam.

Implikacije ovakve promene i prihvatanja stava da je kultura obi¢na
bile su znacajne, ali i neophodne za odgovarajuce razumevanje razlicitih
dinamika u savremenom, post-drugosvetskoratovskom, pluralistickom
drustvu, u kojem se mnoge odlike prethodnih vremena, politickih i so-
cijalnih odnosa menjaju iz temelja. Ove promene idu u dva pravca - prvi
se odnosi na razumevanje da ,obi¢no“ ne znaci nuzno i manje vredno,
odnosno da svi drustveni staleZi, ne samo visoki, svojim aktivnim
ucestvovanjem u drustvu stvaraju kulturu. To je automatski za sobom
povlacilo znacajno Sirenje opsega pojma kulture, u koje se sada ukljucuju
sve sfere ljudskog Zivota, navika, obicaja i, $to je najvaznije, proizvoda i
praksi iz domena masovne kulture. Ovakvo prosirenje stvara koncept
kulture kao ,celokupnog nacina Zivota”, Sto podrazumeva da se svi
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segmenti zZivota, ukljucujué¢i materijalne odnose, seksualnost, porodicne
odnose, ali i nacin na koji se provodi slobodno vreme, odnos prema
autoritetu, prakse potrosnje i provodenja slobodnog vremena jednako
tretiraju i akademski analiziraju. U ambijentu snaznog zamajca glo-
balne industrije, sposobne da proizvodi i zadovoljava potrebe sve veteg
broja ljudi koji, izgubivsi pejorativni epitet masa, postaju fragmentarne
nestalne grupe fluidnih identiteta ® nastaje fenomen kreativnih indus-
trija. Drugim re¢ima, nase razumevanje sebe i okoline sve viSe se stvara
iizrazava kroz potro$nju i slobodu izbora, koju koncept kreativnih in-
dustrija, kao posebnog oblika popularne kulture odnosno stvaralastva
i kulturnog izrazavanja, postavlja na poseban nivo.

Kultura kao manifestacija (display)

Rejmond Vilijams je u ovakvoj intelektualnoj klimi, u kojoj se ra-
zume da kultura obuhvata najrazlicitije oblike simbolickog izrazavanja,
a ne samo visoku umetnost, 1984. godine formirao pojam kulture kao
manifestacije (display) kako bi opisao poseban savremen odnos izmedu
kulture i drzave, a narocito aktivnosti drzavne upotrebe umetnosti i
kreativnosti ¢iji je cilj osnazivanje, slavljenje i prezentacija ekonomske i
simbolicke snage odredenog politickog sistema. U svom kratkom tekstu
,Drzavna kultura i izvan [nje]” (State culture and beyond), Rejmond Vili-
jams (Williams 1984: 3-5) pokus$ava da sagleda razlicite oblike odnosa
izmedu drzave i kulture, odnosno kulturne politike na strateskom nivou.
Od pet odnosa koje Vilijams navodi’ dva se vezuju za pojam manifestaci-
je, a to su drzavnicka kulturna politika (stately sense of cultural policy)
i kultura kao manifestacija.

Prvi tip je drzavnicka kulturna politika, olicena u politikama sla-
vljenja nacionalnog/ drzavnog poretka. Drzava je, prema Vilijamsu u
ovom kontekstu, ne samo centralni organ moci, ve¢ i manifestacije te
iste moci. Za svaki rezim, manifestacija mo¢i, odnosno kako Vilijams
kaZe ,javna pompa odredenog drustvenog poretka* (Williams 1984: 3),
podjednako je vazna za odrZavanje tog poretka kao i sama ta mo¢. Re¢
je o bukvalnim ,manifestacijama odredenih aspekata drzavne mo¢i®
(Williams, 1984: 3) i ukljucuje razlicite kulturne i umetnicke prakse
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utkane u politicke rituale (cf. Pordevi¢ 1997), koji svedoce o velicini i
snazi drzave/rezima/poretka. Tako ¢e u Britaniji odgovaraju¢i primer
za to biti ceremonija krunisanja novog monarha ili pocetaka zasedanja
parlamenta, u Srbiji ceremonija promocije novih oficira ispred republic-
ke skupstine, ali i mnoge druge prilike kojima se konsoliduje i povecava
priznanje i vrednovanje drzave u o¢ima lokalne javnosti i medunarodne
zajednice. Vilijams smatra da je ova manifestacija nepravedno zaposta-
vljena kao oblik sprovodenja kulturne politike, jer ovakve ceremonije
sadrze sijaset elemenata kulturnih i umetnickih performansa. Prema
Vilijamsu, razlog za to je $to je upotreba kulture i umetnosti u praksama
manifestacije drzavne moci odvise duboko ukorenjena kako bi uopste
bila prepoznata (Williams, 1984: 3). Ovakva neraskidiva veza manife-
stacije kulture i manifestacije mo¢i toliko je duboko povezana sa samim
poimanjem drzave i prakse iskazivanja modi, da se razliciti elementi
kulture koji se u njoj uzimaju kao ,navika, norma ili ritual, sve samo
ne kao predmet kulturne politike” (Karvelyte 2021: 145).

Drugi tip manifestacije, prema Vilijamsu, a u formulaciji Kristine
Karvelajt (Karvelyte 2021) je instrumentalni oblik manifestacije. Rec¢ je
o sistematskoj i strateskoj upotrebi kulturnih i umetnickih elemenata u
razli¢itim oblicima i domenima javnih politika, narocito ekonomskih i
reprezentacijskih. Njima se, recimo, osnaZuje osecaj drustvene pripad-
nosti (raznorazni lokalni festivali i druge kulturno umetnicke priredbe)
aliiradina ostvarivanju meke mo¢i (programi kulturne razmene i sl.).
Na ovom mestu, Vilijams opisuje savremenu javnu mo¢ kao ,mo¢ drzave
koja ima biznise i turizam, koja ima privredne interese i medunarodne
interese prilikom razmene poseta sa drugim drZzavama i njihovim pred-
stavnicima“ (Williams 1984: 3). U ovom smislu, a u kontekstu globalne
trziSne povezanosti i transnacionalnog kapitalizma, delovanje kulture
kao manifestacije javlja se prvenstveno kao instrument proizvodnje i
promocije prostora, kao element privlacenja stranih investicija, turista
i kvalifikovane radne snage (odnosno kreativne klase kako je definise
Ricard Florida [2012]), koja zauzvrat povecava pozeljnost prostora i
njegovu ekonomsku vrednost.?

Jedan od najznacajnijih komentatora ove Vilijamsove ideje bio je
Dzim Makgvigan, koji se posebno osvrnuo na sistematizaciju navedenih
pet tipova odnosa koje navodi Vilijams. Prema njemu, Vilijams pravi
sustinsku razliku izmedu kulturne politike kao manifestacije i prave
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kulturne politike (cultural policy proper). Kulturna politika kao manife-
stacija se, zapravo, odnosi na sve one prakse instrumentalizacije razli-
¢itih formi kulture i stvaralastva i saCinjavaju je prakse ,nacionalnog
uzdizanja“ (national aggrandizement) i ,ekonomskog redukcionizma*
(economic reductionism), dok prava kulturna politika podrazumeva dr-
Zavnu patronazu umetnosti, medijske regulative i formiranje kultur-
nog identiteta (McGuigan 2004: 64).° Prakse nacionalnog uzdizanja
se direktno vezuju za sve javne spektakle ceremonijalnog karaktera,
kojima se proizvodi pomenuta javna pompa drustvenog poretka, dok je
ekonomski redukcionizam povezan sa raznorodnim poslovnim podu-
hvatima koji ,sve vise dolaze do izraZaja u racionalizaciji javnog ulaga-
nja u kulturu® (McGuigan 2004: 62-63), a gde diskursi o ekonomskom
napretku i povoljnom poslovnom okruzenju zauzimaju centralno mesto.

Ipak, u doba neoliberalnih ekonomskih i politickih nacela, cesto se
prakse nacionalnog uzdizanja i ekonomskog redukcionizma stapaju u
jedno, o cemu svedoce razliCite drzavno organizovane manifestacije ciji
je (krajnji) cilj poboljSana ekonomska (i medunarodna) pozicija drzave
i njenog vladajuceg poretka. Najbolji primer za to, navodi Makgvigan,
jesu velike izlozbe i svetski sajmovi, koji nisu nista drugo nego ,ekstra-
vagantni prikazi promovisanja nacionalnog biznisa u sloZenoj interakciji
sa drugim nacijama i u kontekstu trgovinskog rivalstva* (McGuigan
2004: 91). Ipak, kultura kao manifestacija nije iskljuc¢ivo okrenuta ka
medunarodnoj sceni i internacionalnom biznisu, ve¢ i razli¢itim unutar-
drZzavnim agendama i ciljevima. U tom smislu Karvelajt takode uzima
za primer svetske izloZbe kada navodi kako su ,takvi megadogadaji [...]
osmisljeni ne samo da promovisu naciju domacina u svetu ve¢ takode
imaju za cilj jacanje osecaja pripadnosti i ponosa medu lokalnim stanov-
nistvom" (Karvelyte 2021: 145).

U ovom smislu kulture kao manifestacije, nije re¢ o posebnom obli-
ku kulturne politike namenjene umetnostima, ve¢ je rec o politikama
kulture namenjenim ,ulepsavanju, predstavljanju, ¢injenju delotvornim
odredenog drustvenog poretka ili jednog njegovog preferiranog dela®
(Williams 1984: 3). Na taj nacin razliciti oblici tradicionalne i savremene
umetnosti, ali jo§ vaznije celokupne kulture shvacene kao nacina Zivota
- $to ukljucuje kulturu svakodnevice, potkulture i kontrakulture, i po-
pularnu kulturu — ucestvuju u privrednoj i politickoj promociji zemlje.
Svakodnevna kultura se na taj nacin inkorporira u sistem reprezentacije
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zemlje, njenog medunarodnog predstavljanja i politickog, ali i ekonom-
skog, pozicioniranja.

Manifestacije kulture, kreativne industrije i
nacionalna platforma Srbija stvara

Vilijamsova teorija kulture kao manifestacije pretpostavlja stav u
kojem je centralni akter manifestacije drzava, koji u savremenom neo-
liberalnom poretku zahteva dopunu. Takva dopuna dolazi kroz koncept
kreativnih industrija, koji moZe biti krovni (drzavni) koncept sa top-do-
wn okvirom, ali se njegovi elementi nuzno sastoje od mnostva hetero-
genih aktivnosti, inicijativa i interpretacija razli¢itih formi stvaralastva
lokalnih i inostranih aktera. Upravo se u kreativnim industrijama Siro-
ko, heterogeno i neelitisticki shvacena kultura najefektivnije i efikasnije
pretace u manifestacije kulture. Na taj nacin dolazi do preklapanja onih
aktivnosti koje svedoce o velicini i snazi drzave i onih manifestacija koje
sluZe promovisanju turizma, lokalne ekonomije i industrije stranim
investitorima, ali i lokalnim akterima. Manifestacije kulture stoga vode
ka manifestaciji mo¢i (i nazad, principom povratne sprege) i koriste se
za zadovoljenje politickih, ekonomskih, drustvenih i drugih potreba.

Kreativne industrije predstavljaju spojnicu izmedu kulture shva-
¢ene u najsirem smislu i svakodnevnog Zivota ispunjenog kompleksnim
¢inovima potrosnje i diskurzivnim praksama drustvenog pozicionira-
nja; spojnicu koja omoguéava komercijalizaciju (novih) stvaralackih
ideja i na taj nacin, njihovu integraciju u savremeno drustvo zasnovano
na ekonomijama znanja i usluga (cf. Castells 2011). Kreativne industrije
sluZe kao platforma za komunikaciju aktivnih potrosaca sa stvaralackim
sadrzajem, putem koje se vrsi ne samo ekonomska razmena, vec¢ i ona
simbolicka i estetska (Frey 2003, 2008; Throsby 2000). Drugim recima, u
kreativnim industrijama stvara se vrednost kroz stvaralacke delatnosti,
bilo da je ona materijalna (finansijska) ili nematerijalna (simbolicka).

Ovakvo videno spajanje obe verzije kulture kao manifestacije (dr-
Zavne i instrumentalizovane) posebno je evidentno u koncepciji krea-
tivnih industrija kakva postoji u Republici Srbiji, u kojoj se ovaj pojam
koristi kao svojevrsni krovni koncept koji ukljuc¢uje promociju najboljeg
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i najkreativnijeg Sto Srbija poseduje, ali i razvija, prvenstveno za plasi-
ranje na medunarodnu politicku, ekonomsku, diplomatsku i umetnicku
scenu. Manifestacije kulture se u Republici Srbiji uglavnom zasnivaju na
konceptu kreativnih industrija i nacionalne platforme ,Srbija stvara® i
na taj nacin prilagodavaju politickim i socijalnim zahtevima savremenog
doba, a to je, kako se u okviru platforme navodi — ,pozicioniranje Srbije
kao zemlje kreativnih, inovativnih i autenti¢nih ljudi i ideja“ (Srbija stva-
ra 2021). Nacionalna platforma ,Srbija stvara“ je krovno, meduresorno
telo zaduzeno za medunarodnu promociju Srbije kroz izvozni potenci-
jal iz oblasti kreativnih industrija, inovacija i ekonomije zasnovane na
znanju. Iz tog razloga su slogani i koncepti platforme ,Srbija stvara“:

- Srbija je inspirativna i moderna zemlja, stabilnog poslovnog i
kreativnog okruzenja u kojoj je sigurno Ziveti i razvijati posao.

+ Kreativni ambasadori - Mreza medunarodno prepoznatljivih tal-
entovanih pojedinaca, koji inspiriSu svojim dostignuéima i ideja-
ma, i na najbolji nacin promovisu Srbiju u svetu.

- Stvaraj u Srbiji! — Otkrij zasto je Srbija mesto susreta talenata i
radanja novih ideja - Silicijumska dolina Balkana.

- Zivi u Srbiji! Srbija — zemlja dinami¢nog Zivota u kojoj uzburkane
strasti, spokoj i duhovnost idu ruku pod ruku.

- Investiraj u Srbiji! — Pristup talentima, povoljan poreski okvir i
makroekonomska stabilnost ¢ine Srbiju prvim izborom za po-
slovanje regionu.

Ovi primeri pokazuju u kojoj meri se najrazlicitiji elementi kultu-
re svakodnevnice, Zivotnog stila, biznisa, religioznosti i stvaralastva
nalaze u sredistu strategija promocije saremene Srbije na lokalnom i
medunarodnom planu. Savremene fenomene kreativnih industrija,
kulture kao manifestacije, ali i svih aktivnosti koje iz njih proisti¢u ne-
moguce je razumeti bez prihvatanja osnove na kojima se ovi fenomeni
zasnivaju, a to je Sirenje pojma kulture koje se dogodilo tokom druge
polovine 20. veka, na takav nacin da ukljucuje sve one setove diskurziv-
nih praksi kojima se pojedinci i grupe sluze u savremenom globalnom
kapitalisticki uokvirenom svetu. Kultura svakodnevnog Zivota, kulture
otpora, nepristajanja i pregovaranja sa dominantnom kulturom, visoka
umetnost, ali i estetika ruznog, kica, performansa, antiplesa i drugih
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oblika postmoderne kulture (pa i njenih stalnih kanonizacija u domen
visoke kulture), kulture Drugih, transnacionalne, globalizovane kulture
stalno mobilnog stanovnistva... zajedno ¢ine okvir kreativnih industrija
danas, pa samim tim i okvira kulture kao manifestacije, kao njihovog
sastavnog dela.

U tom smislu, posebno je indikativno ucesée Srbije na EXPO 2020,
svetske izlozbe koja je 2021. i 2022. odrZana u Dubaiju, UAE. Kreativne
industrije predstavljale su Zizu medunarodnog umetnickog, poslovnog i
diplomatskog predstavljanja Srbije na toj svetskoj izlozbi, prilikom kojeg
je naglasavano kako se upravo eklekti¢nim nastupom zasnovanom na
kreativnim industrijama uspes$no razbija ,mit da jedna ‘mala’ drzava
poput Srbije, ne moZe da parira velikim zemljama“ (Blic 2021). Ta eklek-
ticnost, zasnovana na razumevanju da se pod kulturom uzima $irok
spektar individualnog i kolektivnog stvaralastva, osnova je za efektivno i
efikasno predstavljanje Srbije na ovoj svetskoj izlozbi, na kojoj se promo-
visu ,svi vidovi kreativnih industrija i umetnosti, od grafickog dizajna,
gejminga, dizajna softvera, preko slikarstva i vizuelnih umetnosti, do
performativnih, scenskih, filma i muzike* (Vecernje novosti 2021).

Pomenuta moguénost ,pariranja velikim zemljama“ direktno upu-
¢uje na pojam simbolicke mo¢i, koju Karvelajt (Karvelyte 2021: 146)
preuzima od Pjera Burdijea i uzima da se nalazi u sredistu kulture
kao manifestacije. Naime, upravo je kultura, a putem instrumentalnog
oblika manifestacije ta koja omoguc¢ava drzavi ostvarivanje odredenih
komparativnih prednosti u odnosu na druge medunarodne entitete
na bazi ,priznanja i postovanja stecenog kroz razne simbolicke prakse
kulture kao manifestacije” (ibid). Za Burdijea simbolicka mo¢ jeste svo-
jevrstan kredit, odnosno ,mo¢ dodeljena onima koji su stekli dovoljno
priznanja da budu u moguénosti da nametnu priznavanje” (Burdije 1998:
156). Uzimajuéi u obzir pomenutu vezu manifestacije mo¢i i kulture,
sticanje simbolickog kapitala jeste jedna od osnovnih ciljeva kulture
kao manifestacije, jer upravo simbolicka moc¢ ,daje tu posebnu sposob-
nost da se utice, a ne samo sposobnost da se bude primecen* (Karvelyte
2021: 146). Ova simbolicka mo¢, steCena koris¢enjem razlicitih oblika
kreativnih industrija, zasnovanih na savremenom konceptu kulture,
dalje se upotrebljava za ostvarivanje mnogih diplomatskih, ekonomskih,
socijalnih i drugih ciljeva. Ovakva postavka postaje posebno jasna kada
se uzme u obzir da je cilj predstavljanja Srbije na EXPO 2020, izmedu
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ostalog, bilo i ,podsticanje trajnog i odrzivog napretka za gradane nase
zemlje, razvijanje poslovnih prilika i privlacenja stranih investicija i
turista“ (Nedeljnik 2021).

Jasno je da turizam igra posebno znacajnu ulogu i za kulturu
kao manifestaciju, i za kreativne industrije; Makgvigan cak smatra
kako se na polju turizma spajaju sfere ekonomije i kulture, a koje jesu
osnovni ¢inioci svake kulturne politike (McGuigan 2004: 92). Stoga
je i Vilijams, iznose¢i ideju kulture kao manifestacije, primetio da se
,cesto prilikom diskusija o javnom finansiranju umetnosti, turizam [kao
argument] pominje prilicno rano* (Williams 1984: 3), te da se upravo
za potros$nju u turizmu, dakle kroz plasiranje stranim posetiocima,
pripremaju razni oblici kulture kao manifestacije. Promocija Srbije koja
proizlazi iz delovanja platforme ,Srbija stvara“ to i pokazuje — cak i
kada je neposredno turisticka, ona je politicko-ekonomska. Preklapan-
je elemenata kreativnosti, meke moci, turizma, izuzetnih pojedinaca
(kreativnih ambasadora) i slike zemlje koju vredi posetiti nalazi se u
sredistu aktivnosti koje proisticu iz aktivnosti ove platforme.

Zakljucak

Koncept kulture kao manifestacije Rejmonda Vilijamsa pruza zna-
¢ajan teorijski okvir za razumevanje savremenog pozicioniranja drzava
u domenu medunarodnih odnosa i kulturne diplomatije, posebno kada
se obogati ukljuc¢ivanjem kreativnih industrija kao odgovarajuceg okvira
savremenog stvaralastva. S tim u vezi, znacaj kreativnih industrija kao
dela kulture kao manifestacije je viSestruk. Na prvom mestu, manifestni
sadrZaj omogucava inkorporaciju znacajno Sireg dijapazona stvaralastva
koji izlazi iz okvira etabliranih oblika visoke umetnosti. To prvenstveno
podrazumeva da se, naporedo sa tradicionalnim repertoarom sadrzaja
koji se plasira kanalima kulturne diplomatije, u domen medunarod-
nih odnosa mogu (i treba) ukljucivati elementi popularne kulture i
savremenog, svakodnevnog popularnog stvaralastva (bilo da je re¢ o
rekonceptualizaciji tradicionalnih estetskih motiva u formi pozadina za
mobilne telefone, video-igrama ¢iji delovi ukljucuju elemente kulturnog
nasleda ili neceg trec¢eg). Na drugom mestu, to omoguéava znacajno
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Sirenje i diverzifikaciju potencijalne publike za sadrzaj koji se u okviru
kulturne diplomatije plasira, a koja je zainteresovana za stvaralastvo
izvan opsega savremene i/ili tradicionalne umetnosti®®. Na taj nacin se,
prosirenjem opsega kulture koja se preko kreativnih industrija plasira
kanalima kulturne diplomatije, Siri vokabular stvaralastva kojim se
gradi pozicija zemlje u medunarodnim odnosima. Konacno, ovako konci-
piran model kulturne diplomatije na raspolaganju uvek ima sadrzaj koji
karakteriSe znacajna fleksibilnost, relevantnost i izrazena moguénost
intertekstualnosti u odnosu na sadrzaj iz relevantnih globalnih okvira.

Upravo se na takvim osnovama (u odredenoj meri) zasnivaju
raznorodne aktivnosti platforme ,Srbija stvara“, koje omogucavaju da
se navedeni smer medunarodnog (re)pozicioniranja Srbije kao zem-
lje kreativnih pojedinaca postiZe instrumentalizacijom najrazlicitijih
domena stvaralastva, od tradicionalnih umetnosti i visoke nau¢no-
tehnoloske aktivnosti, do muzickih izvodaca iz domena dens-pank
muzike. To rezonira sa Cinjenicom da se naglasavanjem kulturnog
nasleda, kreativnosti i nau¢nih inovacija kao sastavnih elemenata kul-
turnog kapitala Srbije utice na njeno povoljno pozicioniranje u sferi
medunarodnih odnosa (Roga¢ Mijatovi¢ 2017: 207). Takvo pozicioniranje
se najefektivnije postize utilizacijom koncepta kreativnih industrija
koje se namecu kao najbolji oblik za globalno plasiranje ovih vrednosti
u domen medunarodnih odnosa. Delovanjem kreativnih industrija,
popularna kultura i kultura svakodnevice povezuju se sa tradicionalnim
domenima visoke umetnosti i nauke i pretvaraju u drzavne kulturne
manifestacije, o ¢emu svedoci i uvodenje tema poput gastronomije (Stru-
gar 2017) ili mode (Popovi¢ 2017) u okvir kulturne diplomatije. Stavljan-
jem kreativnih industrija, a ne (samo) visoke umetnosti, u zizu kulture
kao manifestacije, Srbija ostvaruje potencijal za sustinski ravnopravno
ucCes$ce na medunarodnom planu i snazne pozitivne odjeke tako zas-
novane kulturne diplomatije.

Napomene
1 Ovaj rad predstavlja prosirenu verziju izlaganja na konferenciji ,Kulturna diplo-
matija i kulturni odnosi: ja¢anje fer saradnje, raznolikosti i dijaloga“, koju je orga-

nizovao Univerzitet umetnosti u Beogradu od 1. do 3. juna 2022. IstraZivanje je
sprovedeno uz podrsku Fonda za nauku Republike Srbije, broj projekta 7747152,
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Cultural Transfer Europe-Serbia from the 19th to the 21st century — CTES i Minis-
tarstva prosvete, nauke i tehnoloskog razvoja Republike Srbije, na osnovu Ugov-
ora o realizaciji i finansiranju nauc¢noistrazivackog rada NIO u 2022. godini, broj:
451-03-68/2022-14 0d 17.01.2022. godine.

Znacajan primer za opisivanje ove zamisljene opstosti u kontekstu kulture kao
manifestacije jeste slucaj (zapadne) klasi¢ne muzike, kojoj se pripisuje univer-
zalni znacaj i opsteprihvacena globalna vrednost. Za problematiku povezanu sa
postkolonijalizmom i zapadnom klasi¢nom muzikom, vidi Van der Meer 2015.
Za razliku od antropologije ¢iji fokus ide od ,drugih® ka nama, u studijama
kulture fokus ide od ,nas” ka drugima. To se najbolje vidi u proucavanju rase,
migracija i hibridnosti.

,Kultura je obi¢na, to je ono odakle moramo zapoceti” (Williams 1958: 93); ,Kul-
tura je obi¢na, to je najvaznija ¢injenica” (Ibid: 94); ,Kultura je obi¢na, u svakom
drustvuiu svakom misljenju” (Ibid).

Nacin na koji se mnostvo individualnih osoba koji se medusobno ne poznaju
posmatraju kao grupe i interpretiraju u skladu sa politickim interesima elite
bio je vazan deo rasprave o pojmu mase koju iznosi Vilijams u svojoj seminal-
noj studiji Kultura i drustvo 1780-1950 (Williams 1960 [1958]). Locirajuci nas-
tanak pojma masa u pokusajima elita da razume posledice urbanizma izazvanog
kapitalistickom industrijalizacijom, Vilijams napominje da je ovaj pojam veoma
brzo zadobio ona znacenja koja su ranije vazila za pojam rulje - ,lakovernost,
prevrtljivost, karakteristike stada, niskost ukusa i navika“ (Ibid: 317), te da mase
predstavljaju ,stalnu pretnju po kulturu® (Ibid). No, kako su mase zapravo ,uvek
drugi, koje ne znamo i ne mozemo znati* (Ibid: 319) u mnostvu ljudi koji nas
okruzuju u modernim drustvima, i sam posmatrac postaje deo mase kada se
nade u o¢ima drugog posmatraca. Takav pojam, smatra Vilijams, ne nosi nikakvu
analiticku snagu, niti na kakav nacin opisuje njegove (zamisljene) pripadnike,
ve¢ upucuje na formule putem kojih su ljudi oznaceni kao masa. Stoga, Vilijams
zakljuCuje - formula je ta, a ne masa, $to je nas pravi posao da ispitamo* (Ibid).
Analiza takvih formula jeste analiza kulture na onaj nac¢in na koji je to u svom
celokupnom delu izneo Rejmond Vilijams.

Kulturne i kreativne industrije nam nude perspektivu identiteta koji se gradi
prvenstveno kroz drustvene prakse, a ne strukturne pripadnosti, §to ne odgovara
socijalnoj realnosti. Na tom mestu se uvida veliki znacaj ovog fenomena za ra-
zumevanje savremene drustvene dinamike kada je rec o proizvodima kreativnih
industrija.

Rec je o drzavnickoj kulturnoj politici, kulturi kao manifestaciji, drzavi kao pa-
tronu, drzavi kao promoteru i vandrZavnom pristupu. Za ovaj tekst, od posebne
vaZnosti su prva dva — drZavnicka kulturna politika i kultura kao manifestacija.
Za diskusiju o ostalim odnosima, vidi McGuigan 2004: 61-91.

U tom smislu treba razumeti i ideju o preduzetnickom gradu (Harvey 1989, Jes-
sop 2001) kao prostoru gde se postavljaju razli¢iti nivoi manifestacija i spektakla,
a sve radi poboljSanja simbolicke, te ekonomske atraktivnosti dela ili celine
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urbanog prostora, kako za lokalno stanovnistvo, tako i za kratkotrajne posetioce
(turiste) i sve ¢eS¢e pominjanu, hibridnu glokalnu (cf. Robertson 1992) kategoriju
,digitalnih nomada“. Digitalni nomadi nikako ne predstavljaju onu kategoriju
autsajdera koji saCinjavaju pretnju poretku, autoritetu i moéi drzave, a koju su
filozofi Delez i Gatari nazvali nomadima (Deleuze and Guattari 2005 [1987]:
351-423), ve¢ kategoriju ,poZeljnih imigranata“ koji doprinose ose¢anju uspeha
i srece koji osecaju stanovnici odredenog grada/drzave (cf. Soudias & Katsanis
2022, Vagena 2022 za slucaj Gréke i Hannonen 2020 za konceptualnu diskusiju
o digitalnim nomadima).

9 U ovakvom videnju, umetnost poseduje intrinzi¢nu vrednost za zajednicu ili
drZavu i pretpostavlja se neupitno javno finansiranje domena visoke umetnosti,
$to u vremenu neoliberalnih shvatanja javnih izdataka postaje sve redi slucaj.
Stoga, navodi Makgvigan, dolazi do Cestih preklapanja izmedu prave kulturne
politike i kulture kao manifestacije, putem koje se demonstrira, ne samo upotreb-
na vrednost visoke umetnosti, ve¢ i simbolicko prikazivanje relevantnim ak-
terima da se ,ne$to vredno paZnje zapravo de$ava [u svetu visoke umetnosti]*
(McGuigan 2004: 65).

10 Na ovom mestu znacajno je naglasiti da se u ovde ne daje primat umetnosti
nad drugim sferama stvaralastva, narocito nau¢nog. U tom smislu se, preko
kreativnih industrija, nau¢no stvaralagtvo moZe pribliZiti i u prikazivanju prila-
goditi Siroj publici, kao $to je i slucaj u projektu predstavljanja praistorijskog
Coveka iz Lepenskog vira, koji je izveden u okviru platforme ,Srbija stvara“.
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KVIJITYPHA OHITVZIOMATHJA HA
BEB-TIPESEHTALIHJH MHUHHCTAPCTBA
CIIOJbHH X IIOCJIOBA PEITYBJIUKE CPEHJE

Heuan A. Bacunr

VBon

JemHa o Ba)XKHMjUX MOTyhHOCTH y cCaBpeMeHOM CBeTy, MehyHa-
POOHHM H JUIIOMAaTCKHUM OGHOCHMA jeCTe [IOMHbakbe U I10jaB/bUBabe
3BaHHUYHHUKA U3 IP)KaBHUX HHCTUTYLIHja y AOMEHY CBOjHUX IIpaBa, 0da-
Be3a M OATOBOPHOCTH M Ha HHTepHeTY.! BpeqiHo je momeHa fia je Brnana
Pennydnuke Cpouje (Bnana Pennydnuke Cpduje, 2022.) jom IeBeleCeTHX
roguHa 20. Beka ©Maja CBOj Bed-CajT.

BusyenHH HIEHTHUTET 3BaHUYHHKA jeJHE [pXKaBe je Off BeJTMKOT
3HayYaja, jep CBe BHIIIE JbyIH KOPUCTH caBpeMeHe HH(POPMaIIHOHO-KOMY-
HHUKAIIHOHe TeXHoJIoTHje. To je yTHIIa/Io U Ha IIpOMEHe Y NUIIOMaTHjH
Kao 1 0daB/bambe CIIOJPHUX IIOCJIOBA AUIIJIOMaTa. Y KpajibeM CIIydajy CBe
TO je UMaJIO YTHII3j ¥ Ha KYJITYPHY OUIIJIOMaTH]y.

[Tumryhw yBonmHUK 3a TeMart yaconuca Kyniiypa o KynTypHOj oH-
IIIoMaTHjH, Anexcannpa KomakoBuh je KoHCTaToOBaa, H3Melhy ocTaror,
¥ BaXXHOCT BeHor yTuIiaja (Komaxosuh 173/2021: 7) Ha meyme. YKpaTKo,
JBY[IU IIpaBe KyJITypy. YIIOTpedOM KyIType yTHUe Ce Ha Jbyfe. Y Tex-
HOTPOHCKO Hoda (Brzezinski 1970) xaxo ra je HazBao 30urmeB bxxe-
KUHCKH, a UMajyhu y dokycy CjenumeHe AMepuuke [p>xaBe, HIIH Y
OUTHTAITHO Noda IITO je IITO je Hajiiupe mpruxBaheH ImojaM, OGHOCHO
CHHTarMa Kojy ¥ MH aKTHBHO KOPHCTHMO, II0jaBHJIa Ce Kao pe3ysITaH-
Ta MIM KOHCEKBEHIIA U PeNlepKyCHja U JUIHTAIHA TpaHChOpMaIiyja.
Y OBOM KOHTEKCTY 4YecCTe Cy IIpOMeHe cafprKaja Ha HHTEpHeTYy Kao
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MeNHujyMy YHMe ce, U3Mel)y ocTasior, BpIIK JUTHTAIHA TpaHCchopMa-
11ja.” THM ITOBOIOM KOPHCTE Ce Pa3IuYUTH KOMYHHUKAITHOHH KaHAJIH:
Bed-cajToBH, uMejn (e-mail), Live Chat, Inbox, SMS, Viber & Whats Up
Instant Messaging, TButep (Twitter), UucTarpam, Tenerpam, BoT, mym
HoTH(}HKaITHja, TerledoH. Y CYIITHHH, IPYLUITBEHE MpEXXe HUCY TUTH-
TaJIHa TpaHCPOpMallHja, ajlH je 3aTO BHUXOB KOHTEKCT H/IH HaYMH Ha
KOjH ce yIoTpedrbaBajy cBakako jecte. [JururanHa TpaHchopmaiiyja
Huje Hu UT cexTop kao Takas, Beh mporiec Koju je Ha Bed-cajTy 0daBipa.
Hurutansa TpaHchopMaliyja HHje HU KOPHIINemhe TEXHHUKA U Pa3HUX
arnaTa, Beh HaYWHU KaKo Ce Mewajy Pa3IudUTH IIpe3eHTOBAaHH MaTepH-
janmu Ha Bed-cajry. JururanHa TpaHchopMaliyja je 3arieso u IpoMeHa
CTaTHUCTHKe IT0CeTa Bed-CajTy YKOIUKO Ce KOPUCTH KaHTep pangy Tad-
He MepJPHUBOCTH IIPHCYCTBa KOPHUCHHUKA Koju ra nocehyjy. Hexana ce
OUrHATaIHa TpaHcopMalirja odaBsba Hadobe, a HEKala ce ¥ Hasalyje
HJIM ©UMaMo Statu quo [0 IIpBe IIpOMeHe Y KpeHpaHOM MaTepHjaly U
IIOTOWEM 00jaB/bUBAY.

CaBpeMeHa KyJITYpHa SJHIIOMaTHja H HOBH MeIHjH

Haxo je kynTypa cacTaBHU M HEM30CTaBHH €0 JUIIJIOMATCKe fe-
JIATHOCTH JBY[IH, KYJITypHa capanmsa U (CrojxoBuh, 2/2010: 664) xyi-
TypHa OUILIOMaTHja® cy mocTUTrHyhe MomepHOT JbyACKOT 1oda H ca-
BpeMeHe KynType. ,KyaTypHa nunimoMaTHja fokasyje fa gaHac, BUIIe
Hero MKajla paHHje, KyJITypa UI'pa BUTAIIHY YJIOTY Y Mel)yHapOIHUM
ogHocuMa“ (Bound, Briggs, Holden, Jones 2007: 11). [Tpu Tom, KynTypHa
OUIIJIOMaTHja je feo ,jaBHe numuioMaruje” (Bound, Briggs, Holden, Jones
2007:12). Y ToM KOHTEKCTY KyJIType, CABpeMeHH! Mel)yHapOmHHU OTHOCH
cy ¥ MehyHaponHH KynTypHH ofHocH (Illode n Mapren 2014).

ITa du ce Bonma ycrenHa, prekcudunHa 1 eprKacHa KyITypHA
IUIIOMaTHja, Kao [eo jaBHe OUIIJIOMaTHje, IIOTpedaH je CTpaTelIkKH’
IIJIaH ¥ IIpOrpaM KOjH je CIIOJbHOIIOUTHYKY OO PXXUB U IIPAaKTHYHO IIPH-
MEBUB. Y KJIACUYHOj, TPATHUIIMOHAIHO] U MOZIEPHOj NUIIJIOMAaTHjH CBe
ce CBOOHY Ha Moh, TpUMeBHUBake U ahUpMHUCabe HalTHOHATHUX HHTe-
peca, a 'y jaBHOj DUIIJIOMaTHjH IIOpe[ TOra U Ha 3ajeJHUYKe HHTEpeCe, Y3
IIPOTeXXHpame U KyJITypPHUX HHTepeca. 3aTo je KyITypHa OUIIJIOMaTHja
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BpXYHall IUIJIOMaTHje youuiTe. Takas je c/ly4aj ¥ ca UIIJIOMATHjOM U
kynrypoMm Cpduje (Bacuh 2016: 238-263). Ilpema Jbursanu Porau Mu-
jaToBHh, mTO ce THue CpdHje ITOCTOjH BHILE CJI0jeBa KYITYPHOT HIEH-
tuTeTa (Rogac Mijatovi¢, 2017: 203), mTo MMa UMIUIHKalIHje U Ha HaIlly
KyJITypHY OUIIIoMaTH]jy. Ca CTAaHOBHILITA CaBpeMeHe TeOpHje U HayKe
0 IOJIUTHITH, a KOpPUCTeNH apryMeHTaInjy U KiiacubUKaInjy Mohu
[loceda Haja, xyntypHy numiomaTujy cBpctaBamo y Mmeky moh (Nye
2004; Melissen 2005) — Soft Power, 3a pa3nuky ox TBpae mohu — Hard
Power. BaxxHo je HartoMeHYTH f1a 1tocToju U Ernst and Young mopern 3a
aHanmu3y uHpekca (Rapid-growth markets soft power index, 2012: 4-22)
MeKke MONH Kojer KOPHUCTH ITIOMEHYTa KOHCY/ITaHTcka kyha. MHaue,
riomenyTH Ernst and Young mopern, ycBojHo je orpaBraHo u Dakysnrer
TIOIUTUYKUX Hayka YHUBep3UTeTa y beorpany.

Iaxrse, KyITypHa OUIJIOMAaTHja y Mel)yHapoIHUM OgHOCHMA
IIpencTaBsba THII MeKe MONH jep camp>Xu Moh IIPHUBIIAYHUX Heja KOM-
OMHOBAHHUX Ca CTPATEIIKKM IIPOjeKTUMa HallTMOHAJTHUX Bila/ia IO KOH-
KpeTHOT yTHII3ja Ha ONPXXUB pa3Boj KyJIType U UBHIH3a1Hje. CTora,
KYJITypHA OUIIOMaTHja YKIbY4Uyje U Ogp KaBame MUpa, CBe popMe
JIeTajiHe capajibe, IIONITOBake JhYICKHUX ITpaBa U CIIPOBOleme 3aKoHa
KpO3 BlIaJJaBUHY ITpaBa, GUHAHCHje U TpaHCchepe KaIluTasna, IpuMame
U crake MehyHaponHuX HHbOpMaIiyja, CBe 10 KYJITypHE, YMETHHUKE,
OMJIaIUHCKe ¥ Hay4yHe pa3MeHe. OCHOBHU eJIeMEHTH KYJITypHe JUILIO-
MarTHje Cy ,JbyOU, OOHOCHO Hapol, KyJATypa, ApXKaBa U OUIIOMaTHja’
(Bacmh 2009: 5).

[Topen Tora LITO je Ieo jaBHe ONUIJIOMaTHje, KYJITypHA IUIJIO-
MaTHja je ¥ BelITHHA yBepaBama AUIIOMaTa Kpo3 Haeje, KyITypy H
BpeIHOCHE ITPUHIIUIIE, Y OOHOCY Ha CYIIPOTHY OUIIJIOMATCKy CTPaHY.
Y CYIITHHH IIOC/Ia CBAKOT YOBeKa KOjU ce IpodeCHOHATHO DaBH IU-
IJIOMATHjOM jecTe BberoBa II0CIOBHA KyaTypa. MelyyTum, ocHOBHa U
npodecHoOHaIHA OEeIaTHOCT KY/ITYPHOT THIIOMATe je [a ce, Iopex
COIICTBEHe KYyJType, 0aBU KYJITYPHOM OUIJIOMATHjOM B KYJITypOM
IpyTrUX Hapoaa.

KynTypHa gUIIIOMaTHja je akTUBaH (Kaja ce IpUIIpeMa) U THUHA-
MHUaH (KaZa ce IpHUMemyje) CIIOJbHOIIOIUTUYKH IIPOIIEC ITie KyITYpHEe
IUIIOMaTe, Kao 3BaHWYHHU IIpe[ICTABHUIIM CBOje INp)KaBe y HeKOj Of
Ip>KaBa IIpHjeMa, Ha OUIaTepalHOM WIH MYJITHIIATEPATHOM HUBOY Me-
hyHapomHUX KyNITYpHUX OIHOCA 3aCTYIIajy ¥ IIPOMOBHINY HallHOHATHE
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KYyJITypHE MHCTUTYLIH]je, OpraHHU3allhje HIIH II0jeJHHIIe OGHOCHO BH-
XOBe KpeaTUBHe HHIYCTpHje* U KynTypHH kanuTtan (dumon, 2007: 79).
Ty cBakako rnogpasyMeBaMo U JOCETHYTH BpeJHOCHH HUBO JbYICKHX,
Ty ¥ KYJITYPHHUX IIpaBa TUIIHYHHUX 32 CaBpeMeHe IeMOKpaTcKe Ap-
»KaBe, BlIaJlaBHHY IIpaBa H IUBHUJIHY KYJITYPY OTBOPEHOT IPYIITBA, V3
[IPETO3HAT/BUB KYJITYPHH UIEHTUTET Kao differentia specifica y omuocy
Ha OCTaJle.

Ca mmpoHayTacKkoM KOMITjyTepa, Kao HOBOT TEXHHUYKOT B HHPOP-
MaTHYKOT M3yMa ¥ HHTepHeETa, IipeMa bojany JoBaHoBumhy, /pyncka
IIMBHIIM3aIIHja je y TpaH3uLKjH (JoBaHOBHN, 2004), a THME U AHIITIOMa-
THja, IIa ¥ KyJITypHa AUIITIOMaTHja. Ty DUBHUIN3aLHjCKy TPaH3HIIHjY
HeCyMBHBO HCTOPHjCKH odernexaBajy JoxaH ['yTeHOepr u Bunujam
Xenpu I'ejrc. Hanasumo ce y TEXHOTPOHCKOM N100Y JbyICKe IIUBUIIH-
3all¥je U KyJIType.

Capamma Hay4Ha, eJIeKTPOHCKAa U TEXHUYKA PeBOIyLIHja ca Te-
HHUjUMa KOjH Cy IIpOHAJIa3a4yy U JUPEKTHH [IPOHOCHOLIH, Y CHHEPTHjH
ca IpefCcTaBHHUIIMMA IIOJTMTUYKHUX BJIACTH, €KOHOMCKHM H KYJITYp-
HUM LIEHTPHMa MONH, IIPOTEeXUPajy HHOPMATHUKY TEXHOJIOTH]Y B
nponudepalinjy YHju je U3pa3 TEXHUYKHU U3YM II03HAT II07l KMEHOM
xoMmjyTep. U kommjyTep, y3 momoh Mpexxe, II0CTaje MELHjYM 32 KOMY-
HULMPaBe, [1a CAMHUM THM K JUIIJIOMATCKO KOMYHHUIIHPAeE.

KynrypHa gumiomMmaTHja Ha HHTEPHETY

Y LleNTMHY y3€BIIH, KYJITypa, YMETHOCT, MeIUjH U OJUIIOMAaTHja
Cy BaXXHH eJIeMeHTH Yy BJIalaBUHU [P>KaBHUX 3BAaHHUYHHKA, aJIH U Y
IIOJTUTHYKHM IIPOIleCHMa U Mel)yHapomHHUM OgHOCHMaA. To ce OMHOCH
¥ Ha Penydnuky Cpdujy Kao np)xaBy U rpal)aHCKO OPYIITBO KYITYp-
HHUX pa3MeHa Ca pas3/InduTHUM Tpagulidjama. Kynrypa, oUIsioMaTHja B
MeIIiju Cy He caMo TeMa Beh 1 MaTepHja YKyITHe Op>XaBHE IIOTTUTHKE
KOjy KpeHrpajy, IPOMOBHIIY U CIIPOBOZE BIIaCTH, IIpe CBera HalJHOHAJIHe
Bllalle, y3 MOAPILKY ITapjlaMeHTa, a IIpekO MHUHHUCTApCTaBa CIIOJBHUX
II0CTIOBA ¥ MUHHCTAPCTBA KYJITYpE, YKIBYUyjyhH Ty U IIpecenHuKe
IOp’XaBa, Y CTPATENIKO]j CIIO/BHO] IIOTUTHIIN U Mel)yHapOIHUM O HOCH-
Ma. KynTypa B yMeTHOCT Cy 4eCTO IPHCYTHH Ha CIIelHjaIu30BaHUM
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Bed-cajTOBMMa M Bed-Tipe3eHTallHjaMa Kao U KyITypHO Haciele, mTo
je BeoMa IIO3UTHBAH CaBpeMeHH TpeH . HeCyMBUB NOIIPHHOC KYIITYP-
HOj pa3MEeHH U KYJIITYPHOM TYPHU3MY [ajy Takohe ¥ TYPUCTH YHjU OPOj
pacte. [lomaTHo, pacTe u Opoj Bed-cajToBa ca MoryhHomhy BUPTYeTHHX
IoceTa Ca HaBUTAllMjOM Pa3IHUYUTHM KyJITYPHHM CafpsKajHMa KOjH ce
IIPe3eHTY]y YMEeTHHYKe TaJIepHje, My3€ejH U JIOKAJIUTH U3 apXeoJIorHje
U UCTOpHje IUBUIIHU3ALIH]e.

Ba)kHO je HallOMEHYTH f[a Cce YHyTap padyHapcke Mpexe Hajlase
Y JIOKaJIHe, peTHOHAIHe, rodanHe Mmpexe. MHpopMaTuuky ucreM
padyHapCcKHX Mpexxa oMmoryhaBa ciiodonHy pasmMeHy WHpOpMaIlHja
H3Mel)y IToBe3aHHUX padyHapa M OTyIa je OHa BaXKaH U3BOP B pecypc 3a
KYJITypHY OHILIOMaTHjy. [Ipy ToMe, Ha MpeXXy ce MOT'y IPHKJBYYHUTH
Pa3HOBPCHU padyyHapH, a Hajsehu dpoj nHbOpMaIiHja u cepBuca Ha
1B0j je decIlJIaTaH 3a CBe KOpHCHUKe. KOpUCHUYKH CEPBHUCH KOjH Ce
HaJjla3e Ha HHTEpHETY [lelle Ce Ha: OCHOBHe, jaBHe, KOMepIIHjalHe, IIpe-
Tpa’kKHBauKe H CUT'ypHOCHe. CBaKaKo, Off CBUX BHX HajIIONyIapHUjH U
HajKopUIINeHUjH CepBHUC Ha HHTEPHETY je CBellioM pawupeHa mpexa
(World Wide Web), onrocao WWW (Hamilton 2005: 4). WWW, World
Wide Web, W3, unu yxpatko Web (Ha cprickom: Mpexa) je cuctem Mely-
CODHO ITOBE3aHUX, XUIIePTeKCTYyaTHUX NOKYMeHaTa, KOjH ce Ha/la3e Ha
UHTEepHETY. 3alIpaBo, CBETOM palllipeHa MpeXka HacTalla je 3aXBalbyjy-
hu HHGOPMATHYKUM U TEXHHYKHM HCTpaXHMBakbHUMa IBa 3SHAMEHHTa
Hay4HHKa KOjH cy panuiu Ha npojekTy LIEPH y J)Kenesu 1993. ronune.
Huje ucnpaBHo na ce WWW noucroBehyje ca HHTepHETOM jep je To
CaMo jeHa off yCJIyTa Kojy je Moryhe OOUTH Ha NMHTEPHETY.

WWW ce MoXxe KOPUCTHTH H y CBPXY HOBE BPCTe IJUBHIIHE OH-
IIJIOMaTHje, of paHuje mo3Hare kao non official diplomats (Guy Burgess
and Heidi Burgess 1997: 1). [laksie, cacBuM je HecriopHO ia WWW mMma,
u3Meh)y ocTasor, ¥ IoTeHIIHjall 3a rpahaHCKy AHUIIOMATH]y. Y OBOM
KOHTEKCTY, IIOCTaBJ/ba Ce IIUTame KO CBe CayHm’baBa CeKTODP LIHBHIIHE
nuriomaruje? Tlocmy>xuhemo ce 0BOM IIPHITHKOM OLITOBOPOM KOjH CY
nanu I'aj u Xajou Bypiiec. ,Tako, DUBH/IHA AUIITIOMAaTHja YK/BY 9yje, Ha
IIpHMep peJIUTHO3He IHepe, MeNHjaTope, YiaHoBe advokacy groups,
MIOJTUTHYKHX I'PyIIa, XyMaHHUTAapHe OJIaKIlaBajyhe opraHu3alyje, He-
BJIaJINHE MUPOBHE THMOBe, commercial interests, akamemite, cTyneH-
Te U nofjenHako Typucte” (Guy Burgess and Heidi Burgess 1997: 1-2).
HHaue, Ba)XHO je HAaIIOMEeHYTH [la 0Baj HHGOPMATHYKH CEPBHUC [laje
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MoryhHoOCT kopHIThema HeOrpaHHYEHOT dpoja MPEXHO IIOBE3aHUX
IOKyMeHaTa, KOjH yKa3yjy jeflaH Ha IPYTH y3 IIOMOh MeToIie II03HATe
Kao ,cypboBame"”.

Bebd-mpesenTanuje MuHHCTapCTBA CIIOJBHUX
rocsioBa 2013. 1 2022. roguHe - jegHO nopeheme
3a HallpeJHY IOYKY

[TpuopuTeT H jemaH of cTydoBa y CIIOJbHOj IOMUTHUIIU Briane Pe-
nydnuke Cpduje je EBporicka yHHja kao Mel)yHaponHa opraHu3aIiuja
sui generis ca MehyHapoOOHHUM IIpaBHUM CYOjeKTHUBHUTETOM, C I[HJbEM
WHTerpanyje apxxase Penydnuke Cpouje y wy. Kyntypa, npema Jbu-
paHu Porau MujaToBuh, BMa Ba)XHO MeCTO H YJIOTY Y CIIOJBHHM OIHO-
cuMma EBporcke yuuje (Porau Mujatosuh 173/2021: 9). Takas je ciy4daj
U ca MUHHCTapCTBOM CIIOJbHUX 1ocsioBa Penydnmke Cpduje. MHore
AKTHBHOCTH Y BE3H C THM H IIeJTHHE CIIPOBOl)erha CIIOJbHE ITOTUTHKE
¥ IHUIIJIOMAaTHje CIIPOBOAH To Beh momeHyTo. CBaKaKo, jelHO Off HEKO-
JINKO PECOPHUX MHUHHCTapcTaBa y Bnanu Penydnuke Cpduje xoje ©Ma
KOHTHHYHUTET Yy BeD-Tipe3eHTalllju Ha HHTEepHETY jecTe MUHHUCTAapCTBO
criorsHEX nTocnoBa Perrydnumke Cpouje. Y neny onniuje Bectw, Hanasuna
Ce IIOMOIIITHja Ca IMHKOM KOju oMoryhaBa OTBOpeH IIPUCTYII Bed-CTpa-
HHIIH Ca CIIUCKOM CBHX PECOPHUX MHHHUCTApCTaBa.

MHUHHCTapCTBO CIIOJBHHUX ITocoBa (y mameM Tekcty — MCII) Ha
Bed-Tipe3eHTanuju U3 2013. y onuuju KoHillakil, a Koja ce THYe pelle-
BaHTHHX KOHTAKT HHPOpMaIIHja, ©IMao je CBOjy HHCTUTYIIHOHAITHY
aIlpecy ca yIHUIIOM U OpojeM, 3aTuM dpoj TenmedoHa U pakca Kao U Bed-
JIOKaILIHjy, KMEjII ¥ jaCHO HCTAaKHYTO PalHO BpeMe II0 CPeIlOeBPOIICKO]
BpEMEHCKOj 30HHU. Y onuuju KoHlliaki uHpopmayuje, Haslasuiie Cy ce
u: 1) Ilpec-cepsuc MCII, 2) Opepeme 3a KOH3yIapHe II0OCIOBe, 3) One-
Jberbe 32 BU3HY MONMUTHUKY U 4) Onerseme 32 MUTPAIIUOHY IIOIHTHKY,
IHjacIlopy M COllHjaliHe cropasyMe. CBa IIOMeHYTa ofesberha UMajy
dpojeBe TenmedoHa U UMeji1 agpece. Ca lecHe CTpaHe Off LIeHTPAJIHe
rope IaThopMe, HaJIa3Ho Ce U IeBETH DAHEP, OI03T0 HAJ0JIE, Ca YMET-
HHUYKOM I'padrKOM po3eTe U3HAJ KOje ce Hajla3uo HaTuc: KynrypHa
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IOUIIOMaTHja. Y onuuju — KynTypHa quiioMaryja, ca jieBe ropme CTpa-
He HaJjla3uje cy ce Tpu momomiuje: 1) ITpojextH, 2) MehyHaponHe mMa-
Hudecranuje y Cpduju u 3) Baskna norahama. Y noponuuju I[Ipojexiuu,
01O je HaBelleH caMo jefaH ITpojekar Koju peanusyjy y MCII: ITpojexar
,CBeTy Cpduju”. Y momonnuju MehyHapogHe manugectiayuje y Cpduju
TAaKCAaTHUBHO Cy HaBeleHe Mel)yHaponHe MaHHdecTaIHlje U3 00IacTH
KyJIType Koje ce ocTBapyjy y Penydnumu Cpduju, u To: a) My3uuku U
ro3opuIinHY becTuBany, 0) ManudecTaruje y 0dacTH KBHXXEBHOCTH,
B) MaHuecTanuje y od1acTy BU3yeslHe YMeTHOCTH U I) MehyHapon-
He nedje MmaHubecrauuje. Hajsan, y momonnuju KyniypHa goiahatea
HaBeleHHU Cy HeKH, KyJITYpHH forahaju y HHOCTPaHCTBY, a Y Be3H ca
Penrydnuxom Cpdujom (MCII, 2013.).

3a pasnuky of Bed-cajTa u3 2013, akTyenHU Bed-cajT MUHHUCTAp-
CTBa CIIOJPHUX ITocIoBa Bnane Penrybnuke Cpduje u3 2022. ronyHe HYje,
ca CTaHOBHINTA Bed-IU3ajHa, caipKajaH HU 110 MaTepHjauMa, HH 110
ecTeTHIU. AKTyenHH Bed-cajT MCII Hema MHOTO Tora: IIOCEOHY OIILIH]jY
Ha MeHHjy — KyJITypHa OUIUIOMaTHja; 2-3. jyHa 2022. dumna cy camo
YeTHPH Calip>kaja MaTepHjajia y IIpe3eHTallHjH, Of KOjUX Ce TPHU THUY
aKTHBHOCTH PECOPHOT MUHUCTpa CIIO/bHUX 11ocoBa Cpduje Huxore
CemnakoBuha,’ ¥ jOIl jeaH cagpyXaj MaTepHjaia amdacazopa JacMHHKa
[To3nepria (Joxa: Amdacanmop Ilosnmeparn 3a ,I'TIIT HerBopk®“ o Cpduju u
Be3zaMa c Karapom, 2021) meroB mpeBo HHTEPBjya KojH je nao 3a Global
Public Diplomacy Network Qatar ox 14. jaryapa 2021.

[IITo ce Tuye LleHTpasHe 1atgopme Bed-cajra, MCII mopen octa-
TUX UMa ¥ onuujy Meguju (Menuju, 2022). KinukoM Ha By, II0jaBbyje
ce ocaM IOOIIIHja y CaApKajy of KOjUX je cenma JpywiiBeHe mpexe
(OpymTBeHe Mpexxe, 2022). [JarbuM KJIIHKOM Ha NOJONIIH]jy [IpyIITBEHE
Mpexe I10jaBIbyjy ce nBa rpaduyka 3Haka: JyTjyd u TBurep.

Iaxite, Bed-cajT pecopHOor MUHHCTApCTBA CIIOJBHUX ITOCJIOBA Pe-
nyonuke Cpduje Tpedano dM yHalpeOUTH U Cafp>KUHCKH, BU3YeJTHO
¥ YBPCTUTH KYJITYPHY AUIIOMaTHjy CBaKako Kao IIOCeOHY OIILIH]y.
Hctu ciyyaj Tpedaso o1 fa Oynie ¥ ca eKOHOMCKOM JUIITIOMaTHjOM Kao
HaIlIOM J0OpPOM IIPAaKCOM, Ik ¥ eBPOIICKOM K CBETCKOM.
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3aBpIIHO pa3MaTpame

HecniopHo je na je KynTypHa OUIIJIOMaTHja Ba)XXHa Y CAaBPeMeHOM
cBety. [lopen Tora, BeomMa BeJIMKH 3Hadaj HMa U TO fla OH BHUIIIe KYITyp-
HHUX, yMETHHYKHUX U ayJIHO-BH3YeJIHUX Cafp>Kaja y BE3H Ca CIIOJBHUM
TIOCTIOBMMA U OUIIJIOMATHjoM Tpedasio na Oyne BUIJbHUBHje HA UHTEP-
HeTy. C TUM y Be3H, MOTJIHM OMCMO H3BECTH OB€ 3aKJby UKe:

CBaxa Bed-IIpe3eHTallHja ¥ JUIHTATHA TPAaHCPOPMAIIHja Ha HHTEPHETY
je BaXkHa, jep MOXe [ia ce dp30, IIperiefHO U JIAKO IIpeTpaxkyje.

Crapa Bed-Iipe3eHTaIHja peCOPHOT MHUHHCTApCTBA CIIOJFHUX II0C/IOBA
Brnape Pennybnuxe Cpduje u3 2013. mMaria je caBpeMeHH AM3ajH, duna
IIperyiefHa ¥ UMasla je KBaJIUTETHe U aTpaKTUBHE CaNipXKaje Y CEKTOpY
jaBHe OUIIJIOMaTHje 3a pasyiuKy of cajalme, 2022. roguHe, Tako Oa
DeJleXXMMO HeCIIOpPHO Has3alloBamke y TOMe, a LITO OM CBako Tpedaso
IIPOMEHHUTH Oap Ha JOCTUIHYTH HUBO CTapor Bed-cajTa, y3 mosehasa-
Be U dorpe mpaheme KyNTYpHHUX norahaja ¥ akKTHBHOCTH, IPXXaBHUX
3BaHUYHHKA U KYJITYPHHUX ITOCTaHHUKA.

Crapa Bed-IIpe3eHTalIHja KyJITYpHE DUIIOMATHje CafipiKasia je eeMeH-
Te Mel)yHaponHUX akTUBHOCTH MCIT y HHOCTPaHCTBY, allk ¥ Y APXXaBH
Pentydnunu Cpduju, 1mITO je clIydaj U ca caJallkboM Bed-cajrom MCII
Brnape Penrydmnuke Cpduje y moMeHy nUTHTaIHe TpaHCHOpMaIIHje.

Crapu Bed-cajT MCII, 1 nopeni CBUX HeCIIOPHUX KBaJIUTETa, HAPOUHUTO
y DOMEHY KYJITypHe OUIIJIOMaTH]je, HHUje OO0 aXXypHUpaH of 28. aBrycra
2012, 3axspy4HoO ca 31. menemdpom 2013. — 1o kafa je mociaenma Hallla
aHa/IM3a odaBibeHa, LITO je He[OIIYCTUBO M HEIIPpUXBAT/bHUBO IIOHAIIIA-
1€ 3aIl0CIIEHUX JBYIH Y ceKTopy MHbopMarinonunx TexHomoruja MCIT
Brnane Penydnuke Cpduje, a mTo je Takohe ciydaj U ca cagallmboM
Bed-pesenTanujom MCII Biane Penybnrke Cpduje koja ce Taxohe
HepeOBHO Ofp>XaBa B HaJlOIIykhaBa.

Ca craHoBHIITa Mel)yHAPOOHHUX OMHOCA U DUIIOMATHje TOTPedHO je ma
ce, IOpef KYJIType, ¥ yMETHOCT IIOMHEEe U UCTHYe Kao Ba)KHU eJIeMeHT
HaIIMOHAJIHOT UIEHTUTETA, aJId U [0 IIPEII0O3HAT/BUBOCTH U OpeHIH-
pama Halle IpxxaBe, 1To je 2013. ronuHe duio ypaheHo, a cana, 2022.
TOIUHE, He IIOCTOjH.

Busima Bed-ipe3erTanja MUHHUCTapCTBa CIIOJBHUX II0cIoBa Biiane Pe-
nybnuxe Cpduje campxxana je 2013. ronuHe y MeHUjy oniiujy KyniiypHa
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guiinomaituja, IIo IIPBH ITy T K0 [,e0 CII0J/bHE ITOJIUTHKE H jaBHE JHILJIO-
MaTHje, KOjy Cy CIIpOBOLHJIE NHUILJIOMAaTe Ca KyJITyPHHUM IIOCIeHHIIHMA,
a ITo Huje ciy4aj 2022. rogyHe, ¥ TO O1 Tpedasio IPOMEHUTH.

KynTypa, a 1ocedHO akTHBHOCTH ITI0CBeheHe KyITypHOM Haciehy

U KynTypHoj punnoMmatyju MCII Brnane Pentydnuke Cpduje, yKomuko
HeMa alleKBaTHY U IIPAaBOBPEMEHY IIpe3eHTaIlHjy Ha 3BaHHYHOM Bed-
cajry ymamuBahe noceheHocT 300T HeITpaBOBpeMEHOT 00aBelITaBaba
JBYIK O OPraHU30BaHUM, Mel)yHapOOHUM KYJITypHHUM MaHHUPeCTaIH-
jama, u y Cpduju 1 y nHocTpaHCcTBY. [lopen Tora, KynITypHO Hacielhe
Tpedaso du ma ce moMume y 3BaHUYHOj npe3eHTanuju MCII Brane
Pentydnuke Cpduje kako du OMII0 BUIJBUBHjE U IIPENIO3HAT/BHUBHjE pagy
BeroBor abupMucama 1 Takohe namer yHanpehemwa KylITypHUX, yMeT-
HUYKHUX U ayIHO-BU3YEITHHUX CallpXKaja, ajld ¥ UHPOpPMATHUKE U TEX-
HHUYKe oA PIIKE.
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Hamomene

O untepHety Bunu: Hamilton 2005: 4; CrojanoBrh 2005.

Y oBOoMe pany IojaM OUTHTaIHa TpaHchopManyja, permosHara je, cxsaheHa u
onpeheHa cBaka IpoMeHa cafipykaja IIpe3eHTOBaHHX MaTepHjaia Ha HHTEPHETY
Kao IITO Cy Bed-CajT, APYLITBEHE MpeXKe U MTOTKACT YIOTPedoM HHPOPMaITHOHE
TeXHHUKe, pafH 00Jbe BUAJBUBOCTH, IIPEIIO3HAT/BUBOCTH U TaUHe HHGOPMHUCAHO-
CTH IOCeTH/alla — YUTajlalla, I7efanala Uik ciyllanana.

Y oBOM papy, II0jaM OMHOCHO CHHTarMa Ky/aTypHa JUIIJIOMaTHja Ipelo3HaTa je,
cxBaheHa u ogpeleHa Kao €0 jaBHe UIIJIOMATHje X IPeNCTaBIba CKYII HAIlHO-
Ha/IHUX HHTepeca, CIIOJ/bHOIIOIMTUYKHX Mepa U IIpefly3eTHX aKTHUBHOCTH Koje
CIIPOBOZM YOBEK — KYJITYPHH OHUIUIOMaTa Y QYHKITHjH OIIITer 1odpa, | JBYOH
Ha II0JbY KYJITYPEe U YMEeTHOCTH ONHOCHO IIOACTHIABY KYJITYPHUX HHAYCTPHja
Y IIPOMOIIHjH KYJITYPHOT KallkTalla, C IHU/beM IIOCTH3amkba UK UCIIpaBbabka |
yHanpehema HMHIIa Hapofa, KYJIType U Ap>XXaBe Y HHOCTPAHCTBY.

KpeaTuBHe HHOYCTpH]je NIPeCTaB/bajy CII0j KpeaTUBHUX YMETHOCTH TO jeCT
TaJIeHTa YOBeKa, ca HOBOM €KOHOMHjOM 3Hama (IIope[l CTHIlaba IIoTpebHor
3Haka HHTeHIIH]ja Ce CTaB/ba Ha pa3BHjame CIIOCOOHOCTH) ¥ HOBUM MeIHjCKHUM
TeXHOJIOTHjaMa, a KOjH Cy HCKa3aHH KPO3 BHUX0BY KpeaTHBHOCT, HHBEHTHBHOCT
Y IIPOM3BO Y HOBHX KYJITYPHHUX lodapa y3 ouyBame HiIH 110 YOUeHOj IT0TpedH,
penedbuHKCcamke ocTojeher cucTeMa Bpe HOCTH IEMOKPATCKOT OPYIITBA K I'pa-
hana xao moTpomaya. Y 0BoM KOHTEKCTY BaXKHa je ¥ HanloMeHa LloHa XapTnuja.
,CHTYPHO je Ia KOHIIENT ‘KpeaTUBHUX HHOYCTPHja' KOMOHHY]je — a 3aTUM H
palHuKaIHO Meba — [IBa CTapHja TepMHHa: kpeaililuBHe YMETHOCTH U KyJITypHe
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uHgyctipuje. OBa IIpoMeHa je 3Ha4ajHa jep HOBOU YMETHOCT (OIJHOCHO KYJITY DY)
y DUpeKTaH KOHTAKT ca HHAYCTPHjaMa BeJIHKHUX pasMepa Kao LITo cy 3adaBHHU
Menuju (0OgHOCHO ca TpxumTeM)” (Xaptnu 2007: 12-13).

5 Bunu o Tome: Huiliepsjy muHuciipa Cenaxosuha 3a iydmaHcku gHeBHUK ,[leno,
2021. (Cenaxosuh: Paguhemo oplaHuzosaHo Ha Bpahawy kynitiypHol dnaia, 2021,
Munucttipu Cenaxosuh u I'ojxosuh o capagru MuHuciapciiasa y odnacimu Kyi-
WypHe u jasHe gutiiomatuuje, 2021).
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