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Introduction
“Cultural diversity” has emerged as a leading c@hda the arts funding system,
backed by Action Plans and national and internatiateclarations. The UNESCO
Universal Declaration on Cultural Diversity, whiahas adopted unanimously on
November 2nd 2001 in Paris, sets out the agendatiare research and policies with
its statement: “The cultural wealth of the worldts diversity in dialogue.” Cultural
diversity is defined as a ‘living, and thus reneleatteasure’ and as a capacity for
expression, creation and innovation. The UniveBatlaration makes it clear that
cultural plurality and cultural dialogue sustaircieather in a mutually reinforcing
manner. As general guidelines for inter-culturalagues as the guarantor of peace
set up against the background of 11 September 2001JNESCO Declaration does
not, arguably, add a substantially new directioratooncern with cultural diversity
that has preoccupied Arts Councils in some plasash as Britain, already for some
25 years. Its definition of ‘culture’ and of theleoof the ‘arts’ is as broad and
unwieldy as those used by National Councils; agaffirms that ‘culture should be
regarded as a set of distinctive spiritual, makenmellectual and emotional features
of society or a social group, and that it encomggss addition to art and literature,
lifestyles, ways of living together, value systemnaditions and beliefs.’
Such a broad definition of cultural dialogue, whileenly encouraging comparisons
across activities, such as sport or creative egmesis not without its problems and
has been noted as being at least in part respeniblshortcomings of research
carried out to promote or review funding of thesaRifferent research projects rarely
define what has been labeled as “the arts” in #mesway, and often the same study
will include diverse activities and organizatiomghile making hypotheses of impact
that are based on frequently contradictory and améxed assumptions of what
constitutes the ‘social’ basis of cultural diveys#ind what constitutes a measure of
arts impact (Guetzkow 2002; Jermyn 2001; Jermyne&dd 2001). It is striking that,
from a policy perspective, the issue is no longeetier the existence of the arts has a
beneficial impact, an assumption which was adoptate blanche by arts councils
irrespective of its negative assessment by the esid community, but whether
money spent on arts programs will have more ofngpact than other programs. By
the same token, no research as yet has comparexlithess of the arts with other
programs or industries, nor have economic impacidises of the arts been
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systematically compared across social contextss(ieX Malerba 2001; Guetzkow
2002). In short, to describe current research enattts which is carried out in the
spirit of sustaining ‘diversity in dialogue’ as egulated and based on under theorized
hypotheses and ill-defined variables subjected ne-sided methodologies is an
understatement.

The purpose of this position paper is to reflectama critically define ‘diversity in
dialogue’ in ways that sets out a clearer agendado research into the role the arts
play which avoids the shortfalls of existing resbarAgainst a critical examination of
the notion of ‘social capital’ which has informedltaral impact studies over the last
15 years as well as the goalpost of “connectindy wie mainstream” against which
what the arts do is evaluated, we will aim to sdtquestions that will direct our own
research. Research into the arts and arts orgemigahas in general accepted the
premise that tangible cultural heritage, that lmttall expressions of creativity
brought under copyright law reflect social categerf identity that exist in the form
of neighborhoods or communities whose diversity banmapped. Taking tangible
cultural heritage as a given social fact, workingfimitions of diversity that are
implicit in studies of the role of the arts in eultl dialogue are falling victim to a
distinction operating in intellectual property lavhich devalues the plural dynamic
implicit in intangible cultural heritage by restiig the flow of its expressions to state
regulated networks and organizations. As new conication technologies and the
rising economic significance of creative knowledgad to a growing resistance to
intellectual property law, new research into thie af the arts in cultural dialogue has
to adopt a dynamic approach that observes how sivienowledge technologies and
concepts of materiality and agency are owned amtiamged against a background
imposed by diversity regulations (Halbert 2005).

To meet this question, the proposed research psajgends to define the object of its
analysis not in terms of diversity existing at fueial or cultural level, but in terms of
its articulation as concepts of materiality ankodwledge. Our researchers thus take
the discrete materialities of architecture, cloghipublic art, and music as both
generic as well as contextually defined variablésse interrelation with processes of
diversity construction can be observed and compagainst the background of the
role of creativity and innovation in contemporanyokvledge economies. Within the
remit of this proposal, a review of the literatwil be followed by the description of

case studies to be carried out within the firstridhths of funding. This initially takes

Page 4 of 35



SUS.DIV — position paper research task 1.1

a quite straightforward question directed to tHféedence that diversity policy creates
with respect to the production of material culturats selected forms. The question
we intend to ask is not whether diversity is ddseabut how diversity can be made
productive and contribute towards the well-beingatbfgroups. It is hoped that the
engagement with conflicts and convergences over tmwetain the diversity of
creative input while making it productive will geage a new consensus among the
team of how to drive forward the research in botithmdological and ultimately

theoretical terms.

The Literature on Cultural Dialogue through Arts

The social impact of the arts has been the subjatter of a number of studies and
commissioned reports, and has been heralded asliteon for all kinds of problems
ranging from the personal (improving student dikegand performance in schools)
(Fiske 1999; Remer 1990), the improvement of irdiial well-being (Balkien 2000;
Ball & Keating 2002; Turner & Senior 2000), to tbemmunal which perhaps interest
us most in preparation for our own project, yewtfich there are only less than a
handful that can be considered to be useful. Net&bla remark by Guetzkow that
most studies, with the exception of economic imguatlies, focus ‘on the benefits
that accrue to individuals and organizations inedhn the arts, rather than the direct
impact of the arts on a community as such’ (2002X%)e notable exception is Stern
(Stern 1999; Stern 2001) who demonstrates thateatgr concentration of arts
organizations in a neighbourhood leads to longstiAg ethnic and economic
diversity in that neighbourhood. Economic impacetdsts have further pointed out
that the arts revitalize neighbourhoods and proneai@nomic prosperity (Costello
1998; SCDCAC 2001; Stanziola 1999; Walesh & Her601). Others have argued
that the arts provide a catalyst for the creatibeazial capital and the attainment of
important community goals, leaving, however, theireof community vague and the
factor of diversity unspecified, while also failitg distinguish between nature of
short and long term impact (Goss 2006; Mataras8@;1@/illiams 1995).

Perhaps no other argument has been as widely ysexpbrts on the role of the arts
as that it is instrumental in creating the sociapital necessary for community
development. The idea of social capital appearsate received added currency in

reports commissioned by arts councils and goverhrogganizations since Robert
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Putnam’s influential definition that “social capiteefers to connections among
individuals — social networks and the norms of pemtity and trustworthiness that
arise from them” which may facilitate coordinatiand cooperation for mutual benefit
(Putnam 1993a; Putnam 1993b; Putnam 1995; Putn@®; FAutnam 1998; Puthnam
2000). As DekFillippis points out “social capitalas ‘elastic term’ with a variety of
meanings” (DeFilippis 2001; Moore Lappe & Du Boi89Y), but its slipperiness,
defining different sets of actions, outcome andtrehships as social capital, may not
be the only reason to reassess studies which ts@ekthis term with care. In fact, it is
rather Putham’s arguments of what social capitasdwhich, DeFillippis argues, “are
deeply flawed and have little or no theoretical mup’, focusing on individual
achievement or the lack of it while ignoring earlgroundbreaking work on the
intrinsic relation between social relationships @awdnomic capital (2001: 782-783;
(Loury 1977) and to a much clearer extent Bourdigaurdieu 1984; Bourdieu 1985).
Two key components of earlier work on this topicRigrre Bourdieu have been lost
in Putnam’s discussion of social capital. Firssttthe production and reproduction of
capital is a process that is inherently about po®econd, since Bourdieu’s interest is
in the social production of classes, he distingesshetween the social networks that
an individual is embedded in, and out of which abaapital emerges, and the
outcomes of those relationships. That is, socialokks should not simply be equated
to the products of those relationships, for doing“would render invisible social
networks that might be very dense but nonethelestbla to generate resources
because of lack of access” (DeFillippis 2001:784).

De Fillippis (2001) offers an excellent analysistloé transformation in the definition
of social capital offered by Putnam and its profbumpact on the funding of
community developments by national and internati@mrganizations, such as the
World Bank, to which “social capital has become stiimg of a wonder drug” in the
debate over poor neighborhoods and the ills ofetpqiChupp 1999). Putnam, he
argues, transformed social capital from somethieglized by individuals to
something possessed (or not possessed — i.e. ¢gadiyneither individuals or groups
of people in regions, communities, cities, coustrieé continents. Conflating it with
civil society, the principal agents of social capitcreation become voluntary
organizations, driven by individuals, whose papi@tion is consequently one of the
chief targets of measurement in reports on arteldpment. Voluntary organizations

such as Bowling Leagues, PTA’s (Parent Teacher dasons), church groups and
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trade unions are shown to be theoretically, moraltg politically comparable as
articulations of ‘civic virtue’ which do not justrgmote and support democratic
institutions of government, but can generate astbéueconomic growth.

Putnam’s advertising of the wonder drug of sociapital led to an explosion of
research and practices which invoked his views j@smatic of a measurable
approach to the design and evaluation of commubéged funding (Office for
National Statistics 2001) despite profound crititisf the concept as gender blind,
ethnocentric, and based on secondary datasetsrinoérity established for social
capital (Davies 2001; Sixsmith et al. 2001). Paotisa recent and primary
ethnographic study of Bowling Alone (2000) acknadges what others have already
pointed up as the tyranny of social capital, legdmthe exclusion of outsiders, to a
restriction of individual freedom and a downwardridiing of norms as group
solidarity is cemented by a common experience ofeesity and opposition to
mainstream society (Halpern 1999 ; Portes 1998).péehaps most importantly for
us, his methodology of merely measuring changinepss, rather than decreasing
patterns of membership, has been called into quresdi criticism that has been failed
to have been picked up on by research on the imgfattte arts, which has so far
merely measured ‘success’ and not the failure gjepts (Guetzkow 2002).

Variables such as social trust that appear eas#psorable based on Putnam’s
approach have since been criticized as unreliatgkejust are outcomes of statistical
surveys anything but objective accounts, as theyatotake into consideration that
interpretations of concepts such as trust or ewamicgpation may vary, but that
asking questions of individuals and aggregatingr treplies as if collective social
capital is the sum of individual social capitakisply erroneous (Baron et al. 2000;
Baron et al. Baron et al. 2006; Office for NatibB#atistics 2001; Portes & Landolt
1996) moreover, have pointed out, that social ehpihs been aggregated up across
different levels and that the validity of sociap@tal depends on its contextualization.
A recent report on the impact of arts funding recwmndations in Britain which
broadly follow Putnam’s definition of social capiteas given us a picture of policies
that are based on one-sided and ethnocentric cdsednose failures are particularly
apparent in relation to policies directed at ethmiaorities and the arts (Jermyn &
Desai 2000). Diversity indicators are shown to cgecepts of identity and ethnicity
irrespective of the complexity of those terms imtemnporary Britain which has been

well described in academic literature ((Blanco 1988 Jermyn & Desai 2000).
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The recommendation by the Arts Council of Englamas Cultural Diversity Action
Plan (Arts Council of England 1998) is that artading should address barriers to
equity by concentrating on four key principles: afsity; advocacy; access; and
development. Eighteen policy action teams weretededo forward work in key
policy areas such as the arts and sports, desigmedngage people in poor
neighborhoods, particularly those who may feel edetl, such as disaffected young
people and people from ethnic minorities to “coringith the mainstream” and thus
to regenerate communities by “valuing diversity”y Brojecting access to the
mainstream via attending arts events and institgt@s a ‘good thing’, research has
focused on a range of practical and psychologibalriers’ to improve access,
measured in terms of attendance (Jermyn 2001; de€niyesai 2000).

This emphasis on ‘barriers’ has diverted attentiaay from what people actually do
there when participating in arts events or insbig and how it effects their life both
in the short and the long term. De Fillippis (20dd Cameron and Coaffee
(Cameron & Coaffee 2004) give an even more dampiotyre of the self-fulfilling
prophecy of funding devoted to the improved impafcarts on social capital which
does not create advances for the community, buthefew in charge of investment
capital who control the regeneration of communiti€se ability of most of these
community-based organizations to generate long-tecmnomic growth for their
communities has emerged as being rather limitechAL£988; Stoecker 1997),
“simply creating community-based organizations nner city neighborhoods does
not, by itself, generate economic prosperity orneweonomic security for the
residents.” (DeFillippis 2001: 797). Guetzkow (2D0@iting Zukin’'s study of New
York’s arts community as a key correlate of resi@ggrgentrification (Zukin 1989),
argues that the artist is implicitly presented iits @levelopment studies as a stalking
horse for the needs of investment capital to rewzmeighborhoods. They point out
that beyond the generalizing category of arts ay ph funding reports, assumptions
on the role of the individual artist prevail in tukl analyses which take such
creativity as exemplifying an important agent ohg#ication processes that far from
reconnecting diverse populations to the mainstréaaal in the second stage of capital
development to the exclusion and actual displacémérthe original carriers of
creativity.

Jonathan Burnett (Burnett 2004) takes this cyrésaslessment of funding policies in

the arts that are based on notions of diversity sowlal capital a step further in his
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Community, Cohesion and State in which he revidwesimpact of the then Home
Sectretary David Blunkett's advocating of ‘activétizenship’ programs as a
‘fundamental factor in the establishment of collextireedom’ (2004: 1). For in its
coupling with social capital and community cohesem a desired outcome of its
development, the concept of diversity promoteough stereotyping, the belief that
there is a cultural ‘otherness’ intrinsic to comnt@s and that this factor is
potentially problematic — itself a means of margmiag, isolating and segregating
such communities as latent potential source ofioality and unrest (Burnett 2004:
5). The assumption of the factuality of diversiag measurable social entity, makes
policies set up in the spirit of sustainabilitydrén instrument of social control and
community cohesion, abandoning any attempt to meizegcultural diversity as a
legitimate social benefit in its own right. The yeoncept of community cohesion at
the heart of current diversity regulation thus ‘e incorporated within a political
circle of exclusion, segregation, and control (Riti2004:9).

Critical academic revision of the impact of so@apital thinking upon the perception
of diversity has pointed out that it is based @inaple error, fundamental to Putnam’s
research which linked associational life, high abtiust and better government. The
error was to adopt uncritically Putnam’s (2000)eassnent of weak, for diverse, ties
transmuting into mobility opportunities through widual entrepreneurship which
was based on his interpretation of earlier workGnanovetter (Granovetter 1973),
The Strength of Weak Ties. The problem in inngesitvhere diversity in the form of
‘weak ties’ is presumed to prevail is accordingDieFillippis (2001:797), however,
“not that there is a lack of trust-based socialoeks and support, but rather that
these networks and support are unable to geneaapitak Thus, social capital already
exists in the positive reading of diversity and sloet need to be developed at all; yet
what needs to be understood is why it fails to eadieconomic success, security and
sustainability beneficial to the whole of the commiy

How can one escape this doubleness of the notiodivafrsity, seen as positive
creative impulse ultimately only to be utilized imyestment brokers who then get rid
of diversity and as negative social factor to beulght into the mainstream? Clearly,
for cities to become centers of creativity and watmn turning them into the
playground for the mainstream, corporate fundingnbkely to achieve a sustainable
result. Research into the cultural dialogue throagthas the responsibility of turning

this tide by asking questions that investigate wdigersity does to creativity and
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innovation, how it affects what people do with atfmlough the arts in its many
material manifestations. Our initial concern witbwhdiversity regulation impinges
upon the production of architecture, public arshian and music aims to isolate,
through a comparison of case studies based on ialatather social criteria, the
questions and research methodologies that wilhalls to investigate diversity from a
more dynamic perspective that allows for both d@itufe as well as for its long term

and unintended consequences.

Summary and Outlook
1. Sustainable Communities. Culture, Creativity and Inclusiveness
Sustainable cities and communities are ones that oigzens’ current needs as well
as ensuring the necessary resources for theirefutamd for future generations.
Increasingly, the four pillars of environmental,oromic, social, and -cultural
dimensions are considered crucial to this long-tsumstainability. The role of the
fourth pillar — culture — in community developmeartd sustainability has become a
popular policy research focus. The contributiorcwiture to overall sustainability, as
well as the way in which it links to the other pi, is seen as an important topic of
research inquiry, policy, and planning. As cultusemore widely integrated into
sustainability plans and related policies at allele of government and in wider
governance systems, the necessity of a broad uaddisg of its role in the
community grows.
2. What is the relationship between culture, community development and
sustainability ?
Community development looks at communities notimple geographical spaces, but
as rich places filled with people from differentcsd and cultural backgrounds, who
are constantly adapting to new environmental, econosocial, and cultural realities.
Community development seeks models and strateggesate inclusive and adaptable
to residents, instigating change through thoughgrdgressive policy initiatives.
Sustainable community development is concerned jusit with retaining local
industries, services, and resources, but also dding so in an environmentally,
economically, and socially beneficial manner. krgasingly recognizes the need to
incorporate culture and creativity in sustainaldenp and strategies. This is reflected
in the proliferation and implementation of “crea&tiwity” approaches to policies,
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development plans, and strategies in cities andnoamties around the globe. This
wellspring of grassroots thinking, will, and actwihas fuelled the emerging four-
pillar model of sustainability that is gaining cemcy in policy and planning initiatives
in Canada, Australia, New Zealand, and Europe.

This model recognizes that a community’s vitalibdayjuality of life is closely related
to the vitality and quality of its cultural engagemy, expression, dialogue, and
celebration. The four-pillars model further recaggs that the contribution of culture
to building lively cities and communities where peowant to live, work, and visit,
plays a major role in supporting social and ecoramealth.

3. What are the cultural elements of a sustainable community?

The diverse cultural elements of a community, btathgible and intangible, are
avenues through which many socio-cultural, econpmémd environmental
dimensions of a community are embodied. They refeaad enable community
relationships, accomplishments, challenges, aneg$iophey are resources to draw
upon, and tools for action. Key cultural elementsicommunity can also be used as
anchors and foci for policy and planning efforts énsure cultural resources are
integrated as a pillar of a community’s sustainghbildentifying a community’s key
cultural elements and integrating this knowledge ioroader contexts for action is a
basic step in community cultural planning and petieking. Concern for
sustainability adds longer-term considerationsrafiéctions to this work.

Cultural elements can be grouped under four gereadlings: i. physical assets; ii.
opportunities for cultural engagement; iii. medand iv. underlying policy and
support systems.

4. Why does a cultural context matter?

Shared culture is the meeting place of healthyerbgeneous communities. Cultural
activities present opportunities for reinforcingelise identities, for creating a sense
of shared purpose, and for motivating people toobec involved. In other words,
they help to develop social capital and to stremgtocial cohesion. To attain shared
culture, communities need to find common linkagesveen individuals by breaking
down social barriers and barriers to sharing. Thegd to welcome a range of
perspectives. Shared culture means there is muggpéct for every culture and for
the collective culture being created together.nibedies what the community — its

history, resources, stories, hopes and dreams ranedhe individual.
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Shared culture is also referred to as intangiblkual capital, which has been
described as “ideas, traditions and customs shayeal group of people,” (Throsby
2001) including intellectual capital such as laage, literature, and music. A diverse,
cohesive community is one where each citizen’s Sdémditions, and customs are
shared with the collective, and sometimes re-irs@ntogether. In the resulting
mosaic, the different cultures and generations ngpkiup the community are
respected, leading to social cohesion and, oftanimgortant sense of individual
comfort.

It was argued at the 2002 World Summit on Sustdnabevelopment in
Johannesburg that only through sharing, understgn@nd mutual respect will the
world be able to come to terms with the challengefaces in term of loss of
biodiversity, globalization, and poverty. Without ability to adapt, communities
become vulnerable to the negative effects of ecamamd environmental change. A
sustainable community is a thriving, resilient glagith the capacity to respond to
change and to develop in ways that are benefici@oth the present and the future.
Shared culture, which is an ongoing process verghmabout adapting to new social
realities, is both the means and end of successéiainable planning.

The notion of culture as an element of sustainaelelopment, including the four
pillar model, is new and is the subject of someatiebRelative to other areas of
cultural policy research, the evidence base isnmiete.

The projects outlined below will consider:

the extent to which cultural diversity is a sourgk innovation, creativity and
entrepreneurship and

how this can become a positive force releasing mewrgy and resources for
development.

They will seek to understand

how the combination of different cultural skillsich attributes leads to new and
divergent thinking and what are the conditions thast encourage this.

They will explore

the extent to which increased intercultural dialgexchange and activity is the
catalyst for this process,

They will examine

the role of intercultural networks and intermediahange-agents,
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finding out who they are, how they work and whag #re conditions which either
encourage or hinder them.

They will explore

the institutional barriers and opportunities to ma@xing economic benefits

and aim to provide guidance for future policy owedlsity and wealth creation.

While these gaps in knowledge provide many oppdras for cultural policy
researchers, they also challenge cultural poli@hyats, planners and decision-makers

who are currently considering how to integrateureltinto their policy approaches.

The Projects

A: Cultural dialogue through the production of art and architecture
in Northern Ireland (Hirsham Elkadi et al)

Introduction
The research team at Ulster University (UU) hasnbe®rking on a variety of
research theme as well as providing training inghieject of Cultural Diversity and
its impact on artistic and architectural productianNorthern Ireland. The projects
and case studies investigated or under investigatitl help understand different
types of creative activities. The work is categedisnto two parts: the Research part
and the Training part.

Research

The UU research team investigates how artists,itaath and designers in Northern
Ireland develop modes of creative practices whisiolve strong links with diverse

public audiences. These practices create meaningfigiagements with spatial
composition and public spheres. The impact of ettuitural diversity on the spatial

creation, with all the dimensions it representshéscore of these studies.

The research team developed different studies whickle the main issues related to
the impact of Cultural Diversity on Artistic and ¢hitectural production. The UU

research team investigated the theme of Migratighbyidity, and dialogue in art and

theory. This study considers the impacts of migratbn artistic production. While

emigration and ‘the Irish diaspora’ are well-essti#d themes in arts practices, an
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increasing number of arts and cultural practitisnare exploring themes of in-
migration in a context of Ireland and Northern dred. Processes and outcomes are
varied, and include artists and filmmakers fadilitg@ open-access projects with
migrants, and refugee networks; and artists adeigsthemes of migrant labor,
citizenship etc. through their own artworks. Whet the different methodologies at
work? What ethical models inform the collaboratipeojects, especially those
between non-migrant arts practitioners, and refsgeenigrants?

Examples of the team’s effort in this field includea AHRC (Art & Humanities
Research Council) application (Elkadi and Chan 2@0@ Migration & Art (S. Chan,
2006). Mia Lerm Hayes has continued to focus onaad curatorial practice in
Northern Ireland in relation to the work of Josdpduys. Beuys’s focus on Ireland
(North and South) in visual art, community art,fpenance, captured by the formula
“unity in diversity”, which he coined with regard the Giants’ Causeway. It analyses
Beuys’ visual as well as social methodologies tasaa vision of sustainable
development through diversity, and their impacty2@rs after his death. The study
discusses Beuys' role in current theory (relatiaesthetics), and Irish theoretical and
practical research. Dr. Lerm-Hayes explores thet#vesart Canon and its persistence
among migrant artists in the west coupled with twihg Western expectations to
see “native” art by migrant artists. The researslo guestions how can one theorise
and interpret a break with or connection to theeptaculture in this (art historical)
context? (Research questions, case studies andadoéthies in art and curatorial
practice, C. M. Lerm-Hayes, 2006). The work has tedseveral articles and
development of two exhibitions.

Spatial and cultural identities, media, and cultypeoduction represent another
relevant theme which has been explored by the Wdareh team. This research work
(towards the production of critical theory) addessshow cultural identities and
productions amongst first and second generatiospdians in Ireland (North and
South) are engendered by digital and electronicianddo they allow hybridised,
cultural productions? Can their use enable a seié®me’ and belonging in Ireland,
where language barriers, mono-cultural or exclumignnotions of ‘Irishness’ or
‘Northern Irishness’ can result in marginalizatiolmom the cultural/social
mainstream? Cultural identities are inextricablenfrthe spaces in which they are
produced and interact. Are new media enabling treti®nal temporalities; how can

they be theorized, and do they destabilize singulce-based notions of national
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affiliation. Who are the cultural producers heraddghgst more general questions I'm
addressing are productions of alternative spacespl how ‘place’ is used to
construct and represent both dialogic and exclsisidentities, and a critique of
conflations of ‘race’, ‘ethnicity’ and ‘place’ im@tional) identity discourses.

The UU research team is also investigating howltgial expression preserved and
transformed? This work analyses the built envirenmof literary/artistic sites:
spaces of importance for heritage/art/literaturewHtan these spaces be curated to
encourage difference, rather than forge mono-itesati Curating “open”
works/exhibitions and how can viewers perform tleim meanings in and through
artwork — in a non-essentialising way? Can Intévacartworks/exhibitions and/or
architecture involve changes to be used to encefpemgmote fluid concepts of
identity? Does the artwork propose a functional eloof society? i.e. is artistic
creativity “translatable” into other spheres ofeftf Can curating/creating rites of
passage in a non-denominational, non-specific @lliway address issues of cultural
biography or answer human needs to punctuate tinegllife stages?

Dr. Lerm-Hayes and Antje von Graevenitz investigabev can one curate, display
and value cultural heritage that is immaterial,duse the artefacts are either missing
or is non-visual, e.g. literary. Dr. O’'Beirn, a ptiging artist and researcher in the
field of multi-cultural societies and art productjas carrying out the investigation.
From an artistic point of view, the work is resdang the possibilities of using
interventionist practice as a research tool, wirelestigates and questions the notion
of cultural diversity in relation to the politic§ place. By framing interventionist
practice as a research tool, it is hoped that deuad a form of practice will allow for
the collaborative collection and presentation ofnaeular information which was
previously under or unrecorded, but which nonesi®els pertinent in terms of looking
at how diversity informs the politics of place.

The research would involve material and collabeeatinethods and outcomes that
will also feed into theoretical investigations. T$tedy will define the role unofficial
accounts of place can have in generating debateitath® politics of place.
(www.aislingobeirn.fsnet.co.uk). Professor Elkadashalso finalised his book,
Cultures of Glass Architecture, which investigates political and cultural aspects of
place making. The book looks at the impact of thedpction of architecture on the
collective and individual identity of a communiti. series of articles has been also

produced under this subject, particularly in théerof architecture conservation,
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including delivery of two keynote speeches in In&ional conferences.
Dissemination of output has not only limited to d@e&mic domains. A project has been
finalised by Professor Elkadi looking into ‘understing of heritage’. The project,
funded by the Art Council, has provided an insighthe appreciation of cultural built
heritage among children of different cultural backgqds. A keynote speech to the
Irish Museum conference has also outlined sombeofihdings of the research.
Current research under this theme explores howtagrated approach to the study of
architecture would work in the socio-cultural frammek. The study is based upon a
discussion of four areas of socio-cultural analysith regards to the Architectural
production. Historical emergence, sociopoliticall aronomic structuring, patterns of
social use, and experiential meanings constituée nieans of working out of the
methodological implications of a broader social stanction within theoretical
perspectives. Case studies are analysed in orgaotde an accurate illustration of
the social mediating processes of spatial practisgmbolic meaning, and social
control that provide insight into the conflicts tharise as different groups and
sociopolitical forces struggle to claim and defihese culturally significant public
spaces. (Architectural production, society anduralt Chan and Elkadi, 2005, and
Elkadi and Fadli, 2006).

Dr. Fadli has joined the research team as a Rdséasnciate to strengthen this area.
In order to understand how the built environmentaotommunity changes and
evolves in the spatial-temporal scale, the devetopgmof a modeling tool is
primordial. The selected methodology is mappingual diversity. Mapping has
become the favoured approach at national level governments to study and
understand their creative industry sectors befoa&ing policy decisions. Mapping,
which involves a comprehensive effort to identifi} eelevant cultural aspects,
economic activities, organisations, employment hmkis in a given area such as a
town or region, has the added advantage that th&lamapping process itself can
generate substantial awareness and foster collaioecross a wide range of creative
stakeholders. This study explores and analysesi@iseconcerning the identification
of sustainability indicators involved in mappingltawal diversity in urban contexts.
The main aim of this study is to draw the outlisesl develop an innovative model
which would enable architects and urban designerasisessing, monitoring and
measuring levels of sustainability at the socidtmal dimensions of an architectural

project both in generic (European) and in speiiorthern Irish) contexts.

Page 16 of 35



SUS.DIV — position paper research task 1.1

Training
The course team is preparing for delivery of a ceteptraining programme. The
programme is ultimately designed as Ph.D. taughdutes. The programme will
however allow different pathways. These pathways allow various points of exit
and entry to enable CPD provision to the cultunalustry in Northern Ireland. The
University of Ulster has supported the provisiortltaé programme and the team has
finalised the first step in this provision. The gramme aims to provide opportunities
for the SUS DIV partners to deliver relevant modguléhe outline of the modules and
their contents will be discussed in the next SUS-Bdnference.
The team has also continued to provide training @R@® to the cultural industry in
Northern Ireland though series of workshops, semjrend exhibitions. As part of the
‘Understanding Heritage’ project, a workshop wagamised to provide children with

knowledge on their shared built environment.

Conclusion

The UU research team takes into consideration ThedeBnes for a Cultural
Diversity Policy, published by Northern Ireland’ei@munity Relations Council. This
report envisages roles for architecture and argepts in the promotion of cross-
cultural understanding; yet can its aims be acliewithin the parameters of the
“Cultural Diversity Events” outlined in the docunt@n

It is unclear to what extent policy is informed the practices developed by artists
and architects for meaningful critical engagemeith ihe public realm, or if they
instead simply make assumptions about the use @i aelebrating cultural diversity.
Hence, the UU research team will develop in a fieabrt; its own guidelines in order
to achieve a sustainable cultural diversity in Nert Ireland (Arts policy, Northern

Ireland, and defining “cultural diversity”, UU remeh team).
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B: What is Specific about Art/Cultural Projects?
(Ljiljana Simic)

This project considers the contribution made kycaltural initiatives to the
development of multiple identities in some of ther@pean cities by focusing upon
the subjectivity of the artists concerned and thueatity of the surrounding cultures.
The art/cultural projects (AES- Russia, Europe A#in — Holland, and Life Station —
Austria amongst others), each with an intercultdralension, are particularly salient
examples as they are dealing with meaning, andlerthbdlogue between people in
different social groups. The examples will be takem different European countries,
which aim to reinterpret the reality of life, to at, answer, and question its
contradictions.

The attention will be focused on their politicatlueational and aesthetic contribution
to the community construction having in mind thasire for new intercultural policy
and practices. Every artist crosses borders datlyimse who choose to cross cultural
borders (language, expression, music, traditiorigreimto a fertile, but dangerous
field.

Artists do not aim specifically to produce multiwwl work but since they are living
in specific time, and since art is rooted in refa, Ithe realities of everyday life are
transposed into their work. This paper is fundamigninterested in the role that art
projects can play in a modern society and promibtesnitiative that links an artistic
dimension to a form of interactive social urbamaiton. All projects are representing
‘laboratories’ that use public spaces.

It is more than obvious that the social and theneouc fields are not separated from
the cultural one beside the tendency that is pytiem in opposition as artists and
the world rather than artists in the world. In thst two decades, the world of the arts
has economised rapidly. Increasingly, artists Haveed the economy into a subject
of their own work. Art/cultural projects engage pkxs creativity, and so lead to
problem-solving. They encourage questioning, aeditiagination of possible future
actions. They offer self-expression, which is asee$ial characteristic of the active
citizen. Some experiences from the art/culturdtifeze shifting attention towards the
people themselves: their imagination, motivatioagndnds, fantasies and only then

the city is becoming a cultural product, a communanstruction.
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C: Diversity and the Fabric of Fashion in London
(Susanne Kichler and Lucy Norris)

Clothing, as a crucial component of cultural life,fundamentally implicated in the
social construction of identity, of gender and lafss distinction, and serves as one of
the more visible indicators of diversity: it turnature into culture, layering cultural
meanings on the body, while ‘naturalizing’ the ol order by suggesting
commonsense readings of dressed bodies. It isrtbusurprising that the clothed
body has been the subject of fascination in disegl that are concerned to
understand the parameters of social and culturahgf. The centrality of dress to
social order has made it the prime target of sogichl investigations that reached
well beyond historically oriented studies of thergant as textile to its performative
potential through which persons appear to standelation to each in ways that
appears to literally bring communities to life.

Cultural studies have tended thereby to understheds semiotically, as a ‘sign’
system (Hebdige 1979; Wright 1992); or as compardbl a text (Barthes 1985;
Brooks 1992; Triggs 1992) rather than as adornnménbodies. Others such as
Elizabeth Wilson (Wilson 1985), Joanne Entwistlent{féstle 2000) and their joint
work (Entwistle & Wilson 2001) have attempted tagp the importance of the ‘body
within’ for an understanding of dress and the peactf dressing, moving away from
the stillness of a garment to its analogical retato social process.

In general we can separate an older tradition d@fngron fashion and a more recent
trend to investigate modes of dressing and the maéitg of clothing. The older,
primarily semiotically influenced, theory focused eliciting the dynamic of fashion
history in terms of narratives that are linear eadlictive, failing to recognize fashion
as a socially constituted practice. Recent work,cbgtrast, has turned away from
fashion to clothing as a situated practice thatltegrom complex social forces and
individual negotiations in daily life (Barnard 199®ress knots together the social,
the aesthetic and the psychological through fasiWiilson 1985). Yet even in the
more recent studies of clothing as social practioe,approach to fashion through the
lens of communication, drawing analogies betweersslland language, lingers on.
This is apparent by the fact that both classicecgs such the work by Simmel
(Simmel 1957), as well as more recent commentatofsshion such as Davis (Davis

1992) characteristically give scant attention @ dletails of fabric while concentrating
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on how quickly these change as part of a fashistesy, implicitly assuming that it is
the temporality of knowledge that commands respuattthe form taken by fashion at
any given moment. Symptomatic of current work iquasi ‘biographical turn’
emphasizing individual narratives of dressing a®logical processes within a larger
theoretical appraisal of clothing consumption (Wwadd 2005).

While aspects of the now vast literature on fashayess and clothing will indeed be
useful to the proposed project, as it is oftenddiee, those who work against the grain
are more provocative in suggesting new directiengdsearch. We are thinking here
of the work of a single anthropologist who focusiedgate in unparalleled ways, upon
the development of a new fiber, this being polyestehose complex history of
rejection and uptake told its own story about dvégt innovation and
multiculturalism in mid-twentieth century Americ&dhneider 1994). In this spirit,
the project will be based upon two/three complemgntase studies investigating the
production and consumption of diversity through ttlesign, manufacture and
retailing of clothing strategies in London.

Taking a non-essentialist view of identity formatias its correlate, the study of
sustainable diversity necessarily entails the cdng study of the dynamic formation
of social relationships between subjective perseitis multi-dimensional identities,
rather than focusing upon categories and ‘divelneehogenous groups. To this end,
the contextually situated anthropological studytlod ‘social life’ of clothing and
fashion can reveal the nuances and complexitiea ednge of diverse attributes
aggregated into shifting notions of persons andugreelations. The focus upon
materiality and its attendant arenas of art andgdegrocesses highlight the means
through which members of migrant communities, esfigdocal designers, continue
to articulate emerging constructs of identity tlgbuluid negotiations of materials
and images grounded in a complex web of perceptibhese may include both
nostalgic constructions of identity (which can kghy diverse) and the dominant
market constructions based on implicit assumptansut such identity (which may
be rather homogeneous). We will thus ask what kiodproducts are created to
service cultural diversity, both for consumers wimay broadly share the same
cultural background across permeable and shiftiagntlaries and for consumers
from the wider, dominant culture (Costa & Bamos$93). By looking at failed

projects, or at the kinds of things which did notseed as products, as well as the
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success stories - we aim to grasp the materiahasm®s of a cultural diversity in
dialogue.

The projects aim therefore to investigate the hypsis that within London certain
migrant populations produce certain types of clughior sale or home consumption
based upon the perception and stereotyping of tipogmilations as ‘diverse’ or
‘other’, while at the same time articulating withihe fabric of the material a re-
negotiation of diversity as an internal constitatfactor of identity.

Case Study: “Asian Chic” — the production and comgtion of diversity? (Lucy
Norris)

Despite the continued luminosity of South Asianriied) ornament and design in
British markets, high street shops and popularditee since the late 1990s in the
form of fashion, home furnishings and “lifestylecassories”, remarkably little
empirical work has studied the economic or socilbucal framework within which it
iIs produced and marketed, nor the influences onswoption patterns that
presumably continue to create a high demand fdn puaducts. The efflorescence of
embellishment derived from the Indian cultural mpiee was widely noted in the
press and dubbed “Asian chic” in the late 1990vong its highly visible uptake by
icons such as Madonna, high-end fashion labels asadbolce & Gabbana, and the
prominence of Asian musicians such as Asian Duméation and Talvin Singh.

Such references to mainstream popular culture hawebecome commonplace, but
in his review of commercial cultures, Jackson (8ack2002) chose to include the
commercialization of Asian cultures within Britislociety as a particularly complex
and contested site of cultural interplay. For héedocan inherent tension, whereby
musician Nitin Sawhney had been vocal in denountigmainstream (non-Asian)
craze for Asian culture as trivialization and fkisation, akin to the broader
Orientalist paradigms and postcolonial discourseappropriation by a dominant
culture for its own ends. Punwar (Punwar 2002) &las outlined the necessity of a
historical overview for the response of South Asi@omen to this phenomenon
whereby multicultural capitalism valorises signsetinicity for which they were until
recently reviled. The broader sphere of recentipatibns on Asian dress confirm the
continuing dominance of the Orientalist powerplashereby fashion is seen to be
exclusively Western thus reconfirming the boundarleetween East and West
(Neissen & Leshkowich 2003).
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Looking specifically at British-Asian fashion (refing to the British population of
Asian decent resident in the UK), Jackson’s revieveals the paucity of work in this
area, which is mirrored by a similar lack of resbanto British Asian music, art and
other major cultural forms. At its heart, the deypghent of British Asian fashion is
intertwined with the politics of dress within Souflsia and its relationship with the
experience of Asian immigrant communities in the Oker the past two to three
generations. Thus Khan’s overview (Khan 1992) ef1B70s and 1980s looked at the
possibilities for British Asian designers in the Wdtering for consumers where in
differing social settings either “traditional”, “w&ern” or innovative hybrids might be
suitable. Beginning with suitcase trading and stsedlle enterprise based at home, the
growth of boutiques and designer brands cateriraptonmigrant population evolved
alongside high-end retailers aiming at the EastiWite.

More recently, Parminder Bhachu revealed the rdleBiatish Asian women in
opening up new landscapes and ethnicities (Bha&d®8;1Bhachu 1998; Bhachu
2004). She emphasizes the symbolic importanceec$dhwar kameez as ‘reflective of
the stitching and suturing of many terrains andues in which Asian women are
situated’ (Bhachu 1998: 198) and of the active tiagon of new cultural forms by
British-Asian entrepreneurs who continuously refolae their “ethnic” traditions
through the filters of their British class and Ibcaltures (Bhachu 1993: 101, quoted
in Jackson 2002: 11-12). Thus transnational faslcem be seen to be inspired by
those working in the social and economic marginsemnhcreativity flourishes.
Jackson concludes that in between ‘the negativecagsns of cultural borrowing
and an equally uncritical celebration of the pwesifpotential of cultural hybridity’ lies
the politically contested middle ground, where tatdl cannibalism and economic
exploitation rub shoulders with the emergence ofrenaritical forms of
multiculturalism’ (2002: 14).
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D: Music in Public Space: Gujarat, a Case Study
(Alaknanda Patel)

Multiculturalism is an integral part of the Indiathos; Gujarat, a state in the Western
Coast of India, reflects it in a major way. Thets®long navigable coastline enabled
it to have interaction of ideas, exchange of goadds migration of people for
centuries. In contemporary Gujarat too there isidewariety of cultural practices
depending on geographical location, climate, migrapattern, political environment,
I.e. not only current politics but whether the aness part of the British colony or of a
princely state, caste make-up, tribal affiliatiomdareligion. Even in a simple matter
like hand embroidery, designs and stitches delmeaste, tribe, region and religion.
These differences not only define for a person rioée, place, responsibility and
commitment to society, they also, to a great extdatermine her approach to the
“other’. Religion, history, politics, social morese intertwined in Gujarati society;
any study of cultural diversity, whether in artather fields, has to pay attention to
this fact.

The major faiths practiced in this region are Hisdy Islam, Christianity, Jainism
with Parsis and Sikhs in smaller numbers, each fadaving its own individual
expression of culture. The fact that there is ne bliinduism nor one Islam carries
diversity even further.

While one must emphasize the difference, one mastacknowledge a similarity in
lifestyle, language and approach to life. A comnpool of culture is not surprising
considering they are all Indians and have live@ &g side for generations whether in
amity or in suspicion. The performing arts, claakiceligious or popular, reflect both
synthesis and difference.

Public art is a comparatively new phenomenon ggimnmportance only as the 20th
century moved on. Until almost the 1930’s muchhaf arts in North India flowered
because of patronage by the princely states anelitee Classical music performance
was restricted to the ‘salons’ of the wealthy; ewsnknowledge and practice was
confined to specific families called gharanas.wéts sort of "by a few for the few'.
With the rise of nationalism in the late 19th cepfuan attempt was made to break

open the barriers so that anyone could learn, parfar listen and by the time the
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country became independent in 1947 a new era ipgifermance and propagation of
music was already under way.

A mention must be made of the princely court ato8arfor the city is a part of this
study. Unlike the general trend music here wasresiricted to the confines of the
palace, but was part of the public domain. Indfa's school for classical music was
started here in 1886 and the Court, composed obaise of classical musicians from
around the country, performed regularly at publiatfprms. Music was played in
public gardens, atop city gates, even in the hakphe last as a balm to the painful
and dreary life of a patient. The Maharaja’s commeiit to multiculturalism was so
strong that he sent one of his court musicians nigldhd in the 1890’s to learn
Western music!

Patronage had to change after the merger of thecqlyi states with independent
India. The central government took a deliberatasi@t to encourage the arts, with
All India Radio and State-run academies as maimsps of music, both for classical
and regional. In fact, there was a deliberate gitetm encourage diverse popular
forms coming from different areas. Music and dafiestivals, major art exhibitions in
large arenas open to public became annual featurd® central and state capitals.
Even in the programming, radio stations took carbave programmes incorporating
regional styles, beamed at different areas. "Natiémtegration’ with a cultural mix
was the general motto.

Over the years, specially since the 1970’s privaatd corporate sponsorship have
taken almost center-stage for producing art in ipusppace. The political, economic
and social scenario too has changed here vastlip witvious fallout in the
composition of programmes and artists. The progtdmpts to assess the attitude
towards diversity in the light of these changes ardmine the issues that situate
public art.

As the socio-cultural scene in India is much tooledand has different hues and
issues depending on the region, we concentratenerparticular area. In this study
we look at the state of music in the public donmaidAhmedabad, Baroda and Rajkot,
three major cities in North and Central Gujaraigsiwith rich musical traditions and
cultural diversity in terms of religion, languadjéestyle diversity reflected strongly in
the art forms.

References: (Wade 1971; Gupta 1991; Wade 1993; @laggDe Votta 2003;
Goswami 1996)
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E: New places, new (invisible) spaces
(Manuela Hernandez Sanchez)

The opening of borders in the EU has created isangastudent mobility among the
member states. One of the initiatives that stineukttident mobility in the EU on a
temporary basis is the Socrates IlI/Erasmus progenita aim is to support the
European activities of higher education institusioiirough the promotion of the
mobility of teaching staff and students. Only dgrthe period 2003-2004 a total of
135,586 students and 18,496 teachers participatexdhange programs within the
EU. Since its introduction in 1987, more than alioml university students had
participated in an exchange programme under SOCFSAHEASMUS and about
2,200 higher education institutions are currentbtipipating in the programme
(EUROPA 2006).

This increasing and dynamic student mobility acr&sopean borders leads to
temporary settlements (at least initially) in coied other than students’ origins. In
this experience, a convergence of identities amdrdities take place not only in the
educational institutions where students follow tlw@iurses, but also outside the walls
of their host universities.

One of the main (extracurricular) issues in intéoral student programmes is the
quality of their housing and the quality of theacsl life. These two elements are
essential in order to guarantee students’ welld@&intheir process of adaptation to a
new environment which has become their “new” hoinkeast for an average period
of approximately 7 months (In general, studenty &ta a period of a half academic
year, while others choose to stay for the compittely year. See cited website for
statistics about length of stay).

Housing is not only a practical problem that studemeed to solve prior to their
arrival, but it also becomes their new ‘niche’ wdeheir identities and their world
views are displayed through their material possessand through their choices of
decoration. The physical environment of a room oy influences behaviour and
feelings, but it also tells us a story of its inttabts and the way they experience and
think about their space: a story of his or her idgna narrative of their experience
and a statement of their view of who they are amb whey become in their new
environment (Bachelard 1994; Gudykunst & Kim 2008pble 2004).
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F. Cultural dialogue in the media: Minority, ethraind nationalist cultural production
in Hungarian popular culture after 1990 (LaszI6tiur

The main objective of this research is to gaimginisin the new kinds of media
initiatives that contribute to creating arenas wehaultural dialogue can take place and
ethno-cultural diversity unfold. In Hungary todaw, the dominant media-empires
balanced participation and European-ness are athtdsth for the majority and
minority populations. Coupled with this, a furtheinforcement of existing social
hierarchy of differences places unrealistic demamdghe country’s young people and
ethno-national minorities. The project aims at hgjfting those aspects of media
practices which work to destabilize the creatiorsofial cohesion, co-existence and
group identities. At the same time, it will analygese attempts which serve to
identify those contemporary artistic productionsickhhave managed to introduce
cultural democracy and civility. By so doing, thisoject may serve as grounds for
initiatives to avoid such imbalances in popular dggnand ethno-stereotypical
programming. Since 1990, much of the newly libeddEastern European states faced
new demands in their cultural policies. On the baed, there was a drive toward re-
establishment of a non-communist, pre-WWII natiogelf, an area that has been
based on the continuation of former bureaucratidianstructures. On the other hand,
new styles of artistic endeavours, cultural progrees and debates have been
emerging reinforcing cultural identities, co-existe, and multiculturality prompted
by the liberalisation of media and arts productiassvell as the EU enlargement.

No doubt, from literature to media and from music sports, Hungarian
culture has produced some impressive results andoboast of several outstanding
representatives in both the immediate and the migtant past. Not surprisingly, the
political and economic transformations after 1998ated equally noticeable and
sometimes questionable developments in the courtmjtural sphere as policy-
makers and industry moguls follow general trendsarals privatization creating
structures of hierarchy and difference. Book aedspaper publishing was one of
the more visible successes as new enterprises wesged and joint ventures
proliferated as a result of large-scale privat@ati Hallmark of censorship for thirty
years, Hungarian television was split into a ddialigoublic and commercial) network
complex in 1997, a date signaling the lifting adtstcontrol of frequencies. With all
these changes in the number of television statamts ownership, the period under

discussion saw major transformations in the quaditymedia programming: many
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new faces were introduced to Hungarian viewers eéepkup with the growing
demands for reporters, actors, show managers adwrnests. However, in this new
‘democratic climate’, ethnic minorities, transnai@b workers, women and
neighboring populations have not received theirabghare in media programming.
Instead, evening television shows, advertisememisdocumentaries have continued
to refashion stereotypical images of women, foreignJews, neighbouring groups
(Romanians, Serbs for example) as well as Hungargtgah population, the Roma.
Unfortunately, in the case of the latter the gowsnt has not implemented any
changes in structuring programs in order to ensurealanced representation of
minority cultures in the media; nor, it must beestted, for the suppression of gender
imbalances emanating from the dominant nationaliskeology of media programs
(“Ciao Darwin,” “Big Brother,” “A nagy6,” etc) and ethnic stereotyping. An analysis
of television shows will serve to illustrate howchyprogramming reinforces existing
masculine cultural values, ethnic stereotypes ammhiances in cultural policies.

Skewed minority representation, anti-foreign atté and sexism are the
hallmarks of cinema and popular music, where omeficall outright sexist portrayal
of women and racist stereotyping of ethnic groupSurely, the once-famous
Hungarian film industry is now gone; in its plaberte are many smaller studios vying
for state funding and visibility on the Europeanesmns. Hungary's film production is
still impressive despite the decentralization angagpization after 1990: Hungary's
annual feature film output closely approximatessthof Greece, the Netherlands, and
Norway. Theater life, on the contrary, is morerait now than ever before and
despite some cutbacks (indeed some theaters thed wlesed and companies
disbanded), it will continue to flourish in thedirdecade of the new millennium.

The same may also be said about the music industtyo is experiencing
both a sense of rejuvenation with a post-commudesitity and the creation of a new
music-management-sponsorship mentality. The meadisic industry has managed
with great deal of difficulty to lift itself up &t the initial shock of the early 1990s.
Rock music, now largely produced by independentedrand record labels, is more
or less a mediocre copy of the international pogimacene, with a small, but noisy
groups adhering to specific genres and operatinthirwithe confines of their
subculture (folk, satanic rock, nationalist, coyn#tc). In contrast, Hungarian music
industry, with its top position in the world in Beg classical music world-wide, will

definitely continue on its upward direction for seal years to come. But small firms
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and local artists can only hope for a breakthroagher by signing with a western
record label or one of the major multi-national guwoers operating in Hungary.
Despite all this, music and media are fundamentallgrtwined producing images
and messages that are wholly antithetical with tlues of post-socialism,
Europeanness, human rights and civil society. Neages available from television,
cinema and popular music are, however, replete wggative and stereotyped
portrayal of young men and women, whose numbergma in life is to “make it”
regardless of the means and costs involved. Fampbe, in a popular television
singing contest (“Mega star”) young men and women lared into believing that
there is an easy life in the music industry to ad.hYoung women are under pressure
to live up to the majority heterosexual mentaliyyldeing fit, skinny and dressed as an
overtly-eroticized Barbie doll. Young Roma men awdmen, to offer another
example, are portrayed solely as fun-loving andeleas teenagers who possess
expensive consumer goods, fashionable clotheshapginess. In this wonderland-
mentality, young among the Roma live in a joyousiremment, drive cars, sing
native folksongs and perform fancy dances. Theiviiro existence has little to do
with the plight of the Roma, a destitute, margimadi and jobless ethnic group that
make up 7-8 percent of the country’s populatiomiivoelow the poverty-line.

Foreigners, such as Japanese tourists or Chinegeanin workers, are
portrayed as living in their own world without angre of what the host society is all
about. The former are portrayed as rich but $dlyrists or businessmen (the show
“Micuko” for example), the latter as living in ampletely isolated secret subculture
with its strange customs, criminality and questidaabusiness practices. Similar
misconceptions are also noticed with regard tohiegring populations: Romanians,
for instance, are continually referred to as latdisty and untrustworthy people; Serbs
do not fare any better. Films about the Roma aeeaial genre on its own producing
stereotyped images, stories and characters.

Focusing on gender, ethnicity and nationalisms teiudy will highlight
existing problems of Hungarian popular cultureha past fifteen years. In specific, it
will draw attention to the fact how current poputaifture a majority-nationalist value
system operates. It will analyze how, in additiorenduring social exclusion, racist
assaults, dwindling employment opportunities andeaeral deterioration of their
standard of living, Roma in post-communist Hunganmpular culture are denied

equal access to public media participation. Thswenness is part of the larger
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picture: the majority imagination and cultural pglireproduced by existing media
hierarchy based, as it has for some time now, gangral nationalist orientation with
elements of racism, ethnocentrism, sexism, andsageiHowever, it will also be a
challenging aspect of this research to see how artigts manage to carve out their
own space in cultural institutions, media forms antistic endeavors to counter such
dominant cultural policies and practices leadingatanore balanced multicultural

understanding and social cohesion.
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