
Introduction 

Cultural transfers between Europe and the rest of the world belong to the histo­
ry of this continent for over a thousand years. Streams of migration, artistic ex­
changes, political movements, social imbalances and a history of flights and es­
capes have determined and determine this ongoing development. However, the 
history of colonialism, from a historical perspective, has led to a negative image 
in relation to the term 'European Culture'. Institutions such as the European Un­
ion, and many others, have made huge efforts in an attempt to change this image 
and to implement a new one based on an understanding of diversity, tolerance 
and cultural openness. But has this policy really led to an increase in the visibil­
ity of European Culture in our global world? 

So-called "high culture" including classical music, theatre, literature, dance 
etc. is present allover Europe, but, for example, how many modern, European 
literary voices, how many film directors' or dance choreographers' works reach 
the levels of awareness amongst a global audience in the way many of the cultur­
al products from the United States, India, or the Arab World do? Does a genu­
ine European mass culture even exist? And what might that word genuine mean 
in this context? 

Somewhat surprisingly, today, Europe as well as European Culture is often 
connected with the attribute of being 'old' or 'old fashioned'. So it seems that Eu­
ropean Culture needs some sort of protection and further explanation. Perhaps 
though, this is also a compliment and reflects some of the special features of this 
continent with its countless numbers of cultures, languages and traditions. Dis­
courses of remembrance and legacy play an important role in almost every Eu­
ropean country, naturally also questions of postcolonialism and eurocentrism, 
as well as reflections about edges and centers. When we use the term European 
Culture we use it as a symbol, as a space for certain traditions, doubts and hopes. 
Thus, these processes of reflection need time and space to create proper content. 

In the development of globalization this approach can appear as something 
outdated that disturbs the rush of rapid changes, and for some it might even ap­
pear as a huge waste of time, money and effort. Therefore, this volume tries to 
look at the role of the export of culture or cultures as well as European cultur-
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al transfers and their special approaches in order to reflect on both their failures 
and their opportunities. 

Some of the many questions of interest to us include: 

• What do we actually mean by 'European identity'? 

• Is the export of national cultures (in most European countries subsidized by 
the taxpayer) still relevant or simply a waste of money and effurt in a global 
world? Will one culture dominate all others? 

• Can and should European countries learn, for example from the USA, about 
how to export popular culture (and is it even possible given the globallirni­
tations of most European languages)? 

• What are successful examples of cultural transfers and what can be learned 
from them? 

• Do we need new cultural identities? How can we avoid the gaps of mono-cul­
tural national approaches in the field of cultural activity? 

• Which role does the European Union play within these processes? 

We tried to find authors from different countries to help us with these questions 
and to get in- and outsiders' perspectives on the European Cultural Agenda and 
the diverse efforts we undertake to foster both our national as well as our Euro­
pean cultures. 

Although we have authors from eight different countries (USA, Italy, Spain, 
UK, Austria, Switzerland, Denmark and Germany) with diverse academic and 
practical backgrounds as well as experience in the field, we are convinced that, 
in this volume, we will raise more questions than we will be able to offer an­
swers. We cannot see anything wrong with this and look forward to further dis­
cussion. Not forgetting, that art and culture are made and created - always and 
anywhere - by individuals, not by systems or institutions. The tensions between 
common perspectives and individual approaches have also provided a guiding 
question for this book. 

Mai'a Duvis Cross explains why the US-American approach towards public di­
plomacy and spreading its culture cannot serve as a role model for Europe de­
spite some obvious similarities like a diverse population. She draws a clear line 
between economic success based on popular cultural products and culture as a 
means to raise mutoal understanding and cooperation. Both are important, but 
should not necessarily be mingled. As the ouly US-American author in this pub-
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lication, she explains how European cultural products and services, as well as the 
way in which they are exported, are seen from the perspective of the most im­
portant trading partner. 

Claire Burnil/-Maier writes about the narratives of cultural transfers and 
states that America's economic power has enabled it to influence and shape the 
values of a growing global audience. She believes that this argument has been 
used to express a helplessness of other cultures to compete against the American 
'cultural juggernaut'. Bumill-Maier's contribution however, seeks to look beyond 
this and argues that cultural production and output in Central Europe are subject 
to a 'comprehensive conservatism' dating back many hundreds - indeed thou­
sands of years, from which it cannot separate itself and which is holding back its 
ability to make its voice heard in the global cultural market. This conservatism is 
rooted in the cultural narrative of Europe, and is therefure difficult to challenge. 
In contrast to this, the USA, whose (modem) history spans only a short period, 
has, until now fewer of these historic ties with which to grapple. 

Raphaela Henze describes the particular structures of trading artistic goods, 
concepts and ideas from Europe to other countries. She discusses the phenome­
non that all in all Europe is the second largest exporter of content (27 % of all in­
ternational content in comparison to 50 % by the United States of America) but 
that the content stays mainly in Europe and mostly does not find its way out. She 
reflects upon the traditions of so-called "high culture" in different countries and 
asks for a new commitment to proper investment in culture with self-confidence. 
Although there are some lessons to learn, Europe is not obliged to copy structures 
from the USA or other "big players". Its traditions and contemporary cultore are 
rich enough to formulate its own way of cultural transfers. 

Gemot Wolfram refers to the fact that today 'Europe' is, from a cultural and 
political perspective, a difficult term. Economic pressures often lead to a form of 
European culture which is determined by some serious factors of imbalance. In 
reality, Europe is facing a huge divide between the northern and southern coun­
tries at the moment. Many art projects in Greece, Spain, Portugal and Italy have 
difficulties presenting their ideas to audiences due to a tremendous lack of mon­
ey. Does a significant discussion about solidarity between artists and art projects 
already exist? Wolfram believes that European Culture is no-longer a term which 
represents the necessary spirit of a holistic approach, of common values and a 
unified strategy for how artists can work together in Europe even in a time of 
economic or political crisis. What exists instead is a broad approach towards the 
so-called Creative Industries on the continent. This problematic development is 
closely examined in his contribution. 
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Opening with data concerning the immigration to the EU from third coun­
tries, Hilary Carty argues for change in our cultural organizations that will oth­
erwise no longer be able to uphold the status quo. They will have to develop into 
truly open, democratic cultural institutions. By doing so, they will not only fulfill 
their tasks of caring for an increaaingly diverse audience, but they will be driv­
ers in changing our societies and cities and thus inspire creativity and growth. 

Michael Schindhelm writes as an international cultural expert and arts man­
ager about the challenges for European Culture in becoming more visible within 
global discourses. Missing a strategy, especially in Germany, to present Best-Prac­
tice-Examples aa sources of knowledge for international partoers, he asks for a 
new process of reflection on how European countries can participate in a more 
relevant way within the fast global streams of cultural development. 

Ulrich Sacker, who has worked for the German Goethe-Institut for many 
years, explains why especially in times of globalization it is important to invest 
in culture and why national cultural institutions are well advised not to give art 
and artists a political agenda. With this assumption, he shares some of the view­
points of Pius Kniisel, who has been involved in cultural transfer as director of 
the cultural foundation Pro Helvetia for more than ten years. Pius Kniisel gives a 
critical analysis of the approaches of several national cultural institutions abroad. 
He strongly advocates for art and culture not to be reduced to a mere tool of cul­
tural diplomacy and gives advice on how cultural transfer - understood as a joint 
endeavor and a dialogue between nations - can become fruitful for both the hosts 
as well as the guests in their respective countries. 

GiannaLia Cogliandro Beyens and Cristina Ortega Nuere from the Europe­
an Network of Cultural Administration Training Centers (ENCATC) focus their 
discussion on topics of education within cultural fields and their challenges with­
in a global world. They reflect questions including: How should education evolve 
in a changing society and environment? Which skills and expertise should edu­
cation in the cultural management and policy field provide for allowing a smart, 
sustainable and inclusive growth in Europe and beyond? How can networks in the 
field of culture and education contribute to reforming and modernizing the edu­
cational system as well as to creating capabilities to stimulate the sector's ability 
to innovate through the exploration of fresh and unconventional connections be­
tween the creative, business and academic spheres? 

German Journalist Katrin Sandmann contributes a highly important and un­
fortunately often neglected aspect in many discussions. That we have thriving 
cultural diversity, which admittedly we sometimes struggle with, is something 
that we have to be not only aware of but extremely grateful for. In other parts 
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of the world artists do not experience the amount of freedom their colleagues in 
the Western hemisphere do. Where we discuss audience development strategies, 
members of the Iraqi National Symphonic Orchestra do not know whether they 
will survive the next performance of European music written by Beethoven, Mo­
zart or Brahms. Even the dominance of US-American popular culture meets its 
limits in many parts of the Arab world. Katrin Sandman writes about the essen­
tial power, but also about the vulnerability of arts and artists. She does not see 
things from a theoretical standpoint; she has gathered her experience in places 
where being involved with the arts is not ouly a difficult but sometimes an ex­
tremely dangerous occupation. 

Iris Rittenhofer, who has lived and worked in Denmark for many years, elabo­
rates that national cultural goods and services have already lost huge parts of their 
national relevance and already possess a transgressive quality. Many of the cul­
tural products, and she refers specifically to Danish design, are, firstly, no longer 
produced in Denmark, and secondly, many of the companies producing them are 
no longer Danish but multinational. This is not seen as anything to lament, but 
as a challenge to manage this transgressive quality of cultural forms and genres. 
The European Capital of Cultore - the title being awarded to the Danish city of 
Aarhus for the year 2017 - can be a tool to enhance the visibility of this trans­
gressiveness if it really takes the European aspect seriously and makes not only 
the cities sharing the title during the respective year work together, but all those 
interested in this most controversial of all EU projects. 

Verena Teissl compares different ways of dealing with cultural transfers in 
Europe and the USA. On the one hand she states that the USA did not depend on 
institutions like the Goethe-Institut or the Institute Franyais to place itself in the 
centre of the world and in our minds. On the other hand she is convinced that dis­
tribution of goods is clearly a different activity from cultural transfer, which is 
the main task of foreign cultural policy institutions. Cultural transfer can be un­
derstood as a trans-cultural tool: Adapting the ideas, systems and formats of ex­
pression of foreign cultures results in new, hybrid cultural and artistic practices. 
She chooses the example of film and film distribution to illustrate her positions 
with a concrete genre. 

We hope to initiate a debate about the opportunities and risks of so-called typi­
cal European approaches with this publication. We would be very pleased if we 
could open up new perspectives on national cultures and their importance in a 
global world as well as contributing to the improvement of the quality of global 
artistic exchanges, not only in Europe. 
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