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1. INTRODUCTION
1.1 The resources

The collection of resources on which this summary is based on consists of:

· ca. 80 classified publications and other documents with short abstracts. They were selected, because they contain relevant policy measures and guidelines and/or provide case-studies in European countries. Many of these are policy documents and reports, including but not limited to policy programmes of the responsible Ministries or corresponding arms length agencies, dealing with folk culture, folk arts, traditional arts and intangible cultural heritage. Some of these resources are general cultural policy documents where matters of folk culture play a role. The collection includes also documents of international organisations, in particular UNESCO, in relation to policies concerning the intangible cultural heritage as well as a number of book publications and scholarly articles. 
· A number of Internet links with case-related material and a few other documents (community arts, voluntary arts) that will be presented mainly in the form of a structured link-list.
· An overview (Excel-table) of governance structures and activities relating to folk culture policies in most of the European countries.

· A special report
 provided by Balkankult on the situation in the three largest former republics of Yugoslavia which are now independent states (Croatia, Macedonia and Serbia), that are of particular interest because of their multi-ethnic composition.
Some countries are very well presented in the resource collection due to recent policy developments or due to the emphasis placed on "folk culture" issues there. Those countries which are less represented in the classified material are, nevertheless, to be found in the overview of governance structures. In a few countries (e.g. Greece, Italy), resources are difficult to find due to a lack of material or Internet pages in English. 
On the basis of the resource material as well as the complementary information provided in the country-profiles of the Council of Europe/ERICarts "Compendium"
, it is possible to draw some preliminary conclusions on the state of folk culture policies and structures in Europe. These conclusions focus on the policy-approaches towards folk culture: What objectives do folk culture policies serve? What is the policy-context? Does 'folk culture' exist as a political category or is it called something else? How are folk culture activities carried out and by what institution?

However, we need to be aware that approaches to folk culture in policy-making are manifold: The vocabulary and the structures vary as do the policy objectives and motivations. These are of course developed in the course of history and in each country the processes have been different in many ways. However, some similarities in approaches or orientations can be distinguished among some of the countries. A few overarching similarities concerning all of the countries exist as well. It seems that, at present, there is an urge to carry out inventories of cultural traditions, digitize and establish databases and archives. All in all, two larger trends seem to take place with regard to folk culture policies. 
· Firstly, it seems to be a clear and ever growing trend that such policy approaches increase where (folk / traditional) arts are integrated into more comprehensive plans as one of the contributing elements, be it enhancing creativity, diversity or social cohesion. From the point of view of resource collecting this means for example that there are quite a few documents, which are not simply plans to develop folk arts as an "isolated" sector. Instead, we see folk arts emerging as an integral part of the general policy toolbox. 
· On the other hand, there are few cases, where the focus is on folk culture or traditional arts, and nothing else (of course, even then folk culture policy developments still may relate to other, e.g. economic or social incentives or objectives). In these cases the (new) interest in folk / traditional arts is often linked to identity issues in the face of cultural globalisation or, as in some of the Eastern European countries, to the process of national identity building in relation to the relatively new independence.
An overall evaluation of keywords used in 80 classified resources shows interesting results:

Subject Keywords:
· With regard to generic subject terms, "Folk Culture" is still most frequently used with 36% of all designations, followed by "Traditional (culture or technology)" with 27%, "Traditional Arts" with 22% and "Folk Arts" with 19%. In contrast, "Folklore" seems to be somewhat out of style today with only 10% of the designations.

· As regards specific fields of activity, "Music and Dancing" is mentioned in more than half of the cases studied (51%), followed by "Festivities" (29%), "Oral Traditions" (28%), "Customs and Beliefs" and "Handicrafts" (both with 27%), "Language" traditions, dialects etc. (23%) and "Technology" tools, vehicles etc. (17%).  What is commonly very often associated with folk culture, namely specific "Costumes", finds surprisingly low recognition in the material (6%).

· The geographic scope of the material is evenly divided between Western and Central/Eastern Europe, with the different parts of the UK and Ireland taking a clear lead (which surely relates also to linguistic availability of information). Among the Central/Eastern countries, the Czech Republic, the former republics of Yugoslavia and Bulgaria are most frequently mentioned. 

Policy Keywords:

· Regarding broader policy sectors, "National Culture" policies dominate high with 61% of all designations, followed by "Regional Culture" with 27%, which may come as a surprise, but is partly due to the fact that the research was to focus on "policies" and many states in Europe are still fairly centralised, in that respect. As well, regions are sometimes also considered as "nations" or "countries" (e.g. in the UK). Other sectors mentioned include "Minorities" (21%), "Economy" with tourism and labour market issues (15%), "European/International Cooperation", mainly with regard to international legal instruments (13%) and "Education and Science" (12%).

· As concerns policy objectives, we find "Development" (36%), "Identity" (35%), "Preservation" (33%) and "Protection" (32%) relatively high on the agenda, less so "Participation" (9%) or "Social Cohesion" (7%).

· Among political instruments, "Research and Documentation" (33%) dominate together with "Programme/Strategy" (28% and "Policy Measures" (27%). "Financial" or "Institutional Support" follow with 18 respectively 15% and "Guidelines / Recommendations" in a similar range (12%). "Evaluations/Advisory Services" (9%) and "Laws" (4%) are not frequently being used.

1.2 The influence of international legal and policy instruments

International organisations influence national policies regarding our field, in this case especially UNESCO, the Council of Europe
 and, on a general level, also the EU.
 National policies are often enacted in order to keep up with international developments. In addition, international organisations might provide some financial or other kind of aid to support the new measures and developments in the country. 
The work of UNESCO has proven to be particularly influential: In many cases, inventories and further national measures for immaterial traditional culture – that is, 'intangible cultural heritage' – took place in relation to the ratification of the UNESCO Convention for the Safeguarding of the Intangible Cultural Heritage (2003). This convention followed the UNESCO Proclamation of Masterpieces of the Oral and Intangible Heritage of Humanity (1998). Inspired by UNESCO's World Heritage list, the latter led to an impressive catalogue of important examples
 (in which most countries in the wider European Region are represented), including some "in Need of Urgent Safeguarding". At the same time, this collection aims to be complementary to the World Heritage List and tries to establish intangible heritage as a distinguished field of cultural heritage. By definition, the intangible cultural heritage (ICH) comprises oral traditions and expressions – including language as a vehicle of the intangible cultural heritage; performing arts; social practices, rituals and festive events; knowledge and practices concerning nature and the universe; and traditional craftsmanship. In this way, ICH is often used as a synonym for folk culture or folk arts. 
UNESCO (and partly also other international bodies) affects national policies in this field directly and indirectly in at least three ways:
· Firstly, by launching new concepts to politics, such as 'intangible cultural heritage' which then diffuse to national policies and strategies and possibly replace those terms which were used earlier. In fact these days policies for folk culture or folk arts might as such be absent in some countries, however, one could see replacements in the form of (newly formulated) ICH-policies. For example, state institutions are at times re-named - what formerly was folk art is nowadays ICH. In any case, it is evident that the term intangible cultural heritage has gained popularity, while 'folk' may have lost significance at least in some countries. 
· Secondly, UNESCO is influential in reshaping national interests, in this case in immaterial culture heritage, by constructing or "re-packaging" areas of culture that maybe didn't exist as such earlier and bringing them to the fore. This is of course related to introducing new concepts whereby folk traditions are re-interpreted as ICH. One might suggest that, what earlier might have simply been the traditional arts of a region, are today understood as heritage ("our heritage" or even "world heritage"), possibly giving a certain political weight to the field. In any case, in many countries folk culture / traditional culture policies are part of heritage policies and not, for example, arts policies in the strict sense. 
· As a third point, one could also mention the actual ratification of the conventions by a country and measures that follow.
 The ratification of the ICH convention obliges the country to carry out an inventory of its ICH. Usually putting up databases and archives follow.
 More recently, many national policies in the area of folk cultures / traditional cultures are also enacted or re-considered in the framework of "cultural diversity" – such as giving, at least in theory, minority cultures equal position when it comes to protecting traditional cultures and expressions. In addition and fuelled by WIPO, the cultural property discourse came up in a few cases (more typically related to developing countries and their traditional cultures).
2. APPROACHES TO FOLK CULTURE POLICIES
Below is a brief summary about approaches to folk culture based on policy documents, related sources and organisational structures studied in the survey. The purpose here is to describe some of the more outstanding approaches, while focussing primarily on the policy orientation that is explicitly or implicitly expressed in the current strategies as well as on the structural level. Some of the main questions concerning structural matters asked in the survey: Who is responsible for folk culture activities: State, region, municipality or is it the third sector
? What is the role of arms length agencies – are there special arms length agencies for folk culture or related? What about important independent foundations? Are there innovative forms for division of labour, new partnerships, or any major changes in any of these things in the recent years? What is the legal basis – are there special laws for folk arts and traditions?
Of course these main orientations or paradigms do not exclude other orientations in the regions or countries mentioned and one should also remember that, based on the resources of this survey, these can only be some first ideas of how to structure the European landscape of folk culture policies. 
2.1 Countries with fresh independence: Identity and nation state (Caucasus, Baltic States)
Countries which are to some extend in an active phase of re-building the nation state, such as the Baltic countries and also some of the Balkan and South Caucasian countries may appear to have a nationalist drive in their folk culture policies, where the state seems to have a relatively strong interest in supporting folk culture or putting up institutions for it. The leading role of the state is partly due to a former strong centralism (with less-developed arms length services) and often a weak third sector. There might even be façade-kind-of-institutions such as "State Folk Ensembles" as remnants of earlier times (especially in the Caucasian countries).

Some of the former local structures have also survived until today: In many former socialist countries the communal culture club system is still playing an important role in amateur arts, which benefits in many cases also folk arts. It is still a living system for example in Azerbaijan, Bulgaria, Hungary, Latvia, Ukraine and Russia. In the case of Azerbaijan, culture clubs might be financed by companies as well, not only by the state or municipality. The functions of cultural clubs (or these days 'cultural centres') have transformed to some extent, and new themes have been introduced to the activities of these institutions, such as social cohesion, community development along with the folk arts and crafts training.
All Baltic countries have a state centre for folk culture: the Estonian Folk Culture Development and Training Centre (established in this form 2007), in Latvia the State Agency of Intangible Cultural Heritage (formerly Folk Art Centre) and in Lithuania the Folk Culture Centre (Lietuvos Liaudies Kulturos Centras). Among other activities, the Estonian Folk Culture Development and Training Centre is responsible for coordinating the implementation of UNESCO ICH Convention in Estonia, through its Intangible Cultural Heritage department.

In all Baltic countries the Ministries of Culture have several programmes to improve the vitality of folk culture and traditions. In Czech Republic and Slovakia the approach to traditional culture is very similar to Estonia and other Baltic countries, in terms of administration structures and developments in recent years. 
In Estonia, Latvia and Lithuania, there are also councils that finance folk culture activities as part of a larger portfolio: the Estonian Cultural Endowment of Estonia with a department for Folk Arts; in Latvia the State Cultural Capital Foundation; in Lithuania the Lithuanian Culture and Art Council, alongside of a specialised Council of Patronage of Ethnic Culture. The latter one was established in 2000, and its purpose is "to encourage the development of Lithuanian ethnic culture, ensuring preservation and strengthening of national identity and consciousness, and guaranteeing Lithuania's independent and equitable participation in the cultural life of world nations"
. All in all, state funding via Ministry of Culture is the most important support framework, however in Estonia and Latvia there is a tendency towards a bigger role for arms length and independent organizations subsidized by the Ministry.
 

In all Baltic countries and especially in Estonia song and dance traditions plays a certain iconic role as they are associated with the re-gaining of independence after the Soviet rule ("the Singing Revolution"). The Estonian Folk Culture Development and Training Centre has a support programme for the activities of choirs, orchestras, folk dance groups and folk music ensembles participating in the National Song And Dance Festival organized by the Ministry of Culture. The programme provides support for training and rehearsing. Also Latvia supports Song and Dance traditions, i.a. there is a Conservation and Development Programme for Song and Dance Celebration Tradition 2008-2013. A certain regional identity is manifested through the common policies for song and dance celebrations: UNESCO ICH element The Baltic Song and Dance Celebrations (nominated 2008) is shared by Estonia, Latvia and Lithuania. 

In the Baltic case, folk culture means traditional folk arts and immaterial heritage. Also amateur theatre is included in folk culture even if the plays were "contemporary" (this is actually often the case – along with the choir singing – such as in UK, Ireland and also in Austria). The term 'folk culture' (rahvakultuuri) is actually used in Estonia (together with 'immaterial cultural heritage' used in relation to UNESCO ICH Convention). Estonia shares in this point the vocabulary with the German-speaking countries. In Latvia the term 'traditional culture' is dominant. In Lithuania one seems to prefer talking about 'ethnic culture' (etnine kultura) when referring to Lithuanian folk culture and traditions. 
One can note an interesting difference between two countries with official cultural canons, Latvia and Denmark. Latvia has a cultural canon since 2008, in Denmark the planning started 2004. Whereas in the Latvian cultural canon "Folk traditions" are one of the seven categories of art, in the Danish one folk arts or traditional arts are not included at all – with the exception of a Viking ship that belongs to the category "design and handicraft". 

2.2 Countries or regions with identity issues facing a globalised world: National identity and language (Scotland and Ireland)
Scotland is one the places that has been relatively active in recent years to come up with an official policy for folk culture. However, we should note that in UK and Ireland one never talks about folk arts or folk culture (that would probably be football, popular music, cinema and playing cards...) and instead about 'traditional arts' (with the exception of Wales, where traditional arts are associated with ballet, opera, classical music and so on). In Scotland the term traditional arts refers to traditional song, music, dance, poetry, storytelling, drama and instrument making.
 In Ireland the definition of traditional arts comprises traditional music, song and dance, and oral art forms such as storytelling and agallamh beirte
. In Ireland, due to the institutional competences, traditional arts do not include handicrafts, textile traditions and so on, since these belong to the responsibilities of other authorities (than the Arts Council). These forms of art are also absent in the Scottish case, with the exception of instrument making. Traditional arts is also a distinct field of culture in Northern Ireland, where exists traditional arts and 'language arts' – as in Ireland. 
In all of the three cases – and, indeed, in most parts of Western Europe – the main problem seems to be, that these traditional forms of culture are not really part of peoples everyday life anymore. They do not live and develop along with the population. One measure that comes up in every document is education – not just in UK and Ireland, but also elsewhere. For instance, it is suggested that traditional arts should be integrated into school curricula. Also apprenticeships should be supported (a" tradition-bearer" teaching the young) so that the necessary transmission of skills would take place. Another issue is of course access. Access concerns all dimensions of traditional arts: Access to information; to training, education and hobby groups; and to enjoying the performances.
Traditional arts entered national (Scottish Arts Council
) policies 1993 for the first time, when a Charter for the Arts recognised the support of traditional arts as an objective of cultural policy. Scotland produced the very first national cultural strategy year in 2000, Creating Our Future, Minding Our Past. In this strategy, the Gaelic language is taken into account as a "cultural expression", and supporting quality in traditional arts is one of the central objectives (action includes identifying national centres of excellence in traditional arts). Generally speaking, this strategy focuses on taking advantage of culture's whole potential to make a contribution to economical and social fields in Scotland (creative industries, social cohesion) and enhancing the image of Scotland at home and internationally.

In 2008, the Scottish government set up a Ministerial Working Group on the Traditional Arts to further develop this. One measure that is suggested in the Traditional Arts Working Group Report (2010) might seem slightly "unexpected" to take place in the 21st century: the Working Group suggested that a national institution for traditional arts should be established in Scotland (corresponding to national theatre or national opera). This would give traditional arts the same kind of (national) status as other art forms enjoy (traditional arts are not separated into distinguished art forms). In addition, the Group suggested a more advanced networking of current actors in the public, private and third sectors, as well as institutionalising these networks by establishing a new "national development organisation" for traditional arts.
In Ireland, traditional arts have gained attention at the Irish Arts Council. New policies for traditional arts were launched 2005. It seems that this was actually the start for traditional arts to be part of the Council's scope of action. Formerly the relationship between the Council and traditional arts practitioners was somewhat complex, as traditional arts have been marginalised in the Council's activities. The following Traditional Arts Initiative with the Deis-funding scheme intended to prioritise traditional arts for a fixed period (2005-2008) in order to help develop the sector, to stabilise existing key players and to consolidate a basic infrastructure and bring it into the mainstream of Council policies. In recent years, Ireland has also been active in inventing and preserving its traditional arts. There are for example archives for traditional music and Irish dancing.

In Ireland third sector actors have been of particular importance to the field, especially when it comes to training and learning traditional arts (organisations such as Comholtas Ceoltoiri Eireann). This is also the case in Scotland, where the so called Feis-movement has worked especially among young people to support Gaelic arts – in this case with regard to song, dance, drama, and traditional music on a range of instruments. 

In Scotland the Scottish languages (Gaelic) are an integral part of traditional arts and therefore are indirectly supported through traditional arts funding. There are also direct policies for 'Gaelic arts', which refer to contemporary art forms (without excluding traditional arts) carried out in Gaelic. Together with the Scottish Arts Council, the national Gaelic Arts Agency and the Bord Na Gaidhlig, the City of Glasgow developed a Gaelic Arts Strategy for Glasgow (2006-2009). 
Language is a highly political question in UK Northern Ireland, and this fact is also reflected in the arts.
 The definition of language arts by Arts Council of Northern Ireland reads like this: 
Irish language arts comprise those art forms that are directly related to the Irish language, with particular emphasis on creative writing in Irish and Irish-language theatre. Ulster Scots arts comprise those arts activities with mainly Scottish roots. This includes arts activities relating to the Scots language in Ulster and distinctive non-linguistic arts originating in the Scottish tradition (…).
 
The Council recognises that traditional arts and language arts are to some extent overlapping, but prefers to draw a line in between them and have separate policies for them. In addition to language arts and traditional arts, the Arts Council of Northern Ireland supports also carnival arts. The two former ones have some distinguished support instruments, the latter one receives funding through the general funding programmes of the Council. As part of the language arts policies in Northern Ireland was established a steering group between the Arts Council, Foras na Gailge and Tha Boord o Ulster-Scotch to plan and monitor developments in these arts.
POBAL (Irish-language umbrella-organisation working in the whole Ireland) has recently produced a Strategy for Irish-Language Arts 2009. Arts Council of Northern Ireland supports POBAL and works also together with the Ulster-Scots Community Network which supports Arts Cultural Development Officers. After some legislative changes, a North South Language Body was established to fund promotion and development of Irish language and Ulster-Scots language and culture. There is also a Linguistic Diversity Branch within the Department of Culture, Arts and Leisure (DCAL). The Arts Council of Northern Ireland, despite its responsibility for evaluating cultural activity in Irish, has no in-house linguistic competence and no publicly recognised panel of competent advisors, according to some views.
Issues of national identity can be divided into two groups in respect to the information provided by the resources: Firstly, identity issues are related to the active process of a nation building, as in the case of Baltic countries. Secondly, identity can be problematic in more "solid" nations. The national sense of "us" may be perceived to be in a need of support due to some outside pressures. This external factor may be the political dynamics in an area or in a country; cultural globalisation, as expressed in the Scottish Traditional Arts Working Group Report; immigration – in Scotland it has been a question, whether migrant languages should have the same protection as the Scottish ones
. In both cases it is also a question of a country's image or representation to the outside world. In the Scottish case as well as in Ireland, the creative industries discourse seems also to have gained a foothold and this may influence folk arts policies similar to other sectors.
2.3 Countries with troubled rural areas: Socio-cultural activities and rural development (e.g. Hungary and Bulgaria)
In some countries, traditional forms of culture might still to some extent exist as a way of life with related skills (which, however, do not necessarily provide a living anymore). This is particularly so in the rural areas which, according to modern indicators of social and economical development, are lagging behind the rest of the Europe, resulting in efforts to turn the local and regional traditions into profit and development. At times the focus has been on empowering the people which then leads the way to other developments in the area. Typically traditional arts and crafts are integrated into projects whose purpose is to create jobs, tackle emigration, support community development or attract tourists –to help create a beginning for sustainable development. This concerns not only the arts and crafts: Even if less typically, traditional agricultural methods or ways of working might also be a focus there.
In Bulgaria some international NGOs, such as King Baudouin Foundation and Open Society Foundation (Soros Foundation Network) have carried out projects within their Living Heritage Programme to work with the issues of rural areas through community development, focusing on human resource development. In many cases these local and bottom-up projects include folk arts, in Bulgaria combined with efforts to re-vitalize the chitalishte-system of multi-purpose community institutions (the cultural club system)in villages and smaller towns. The Living Heritage Programme took place also other South East European countries.

In Hungary it has been the state (with the help of EU structural funds) that has invested in projects with the purpose to establish a sustainable base in the rural parts for the promotion of entrepreneurship and assisting small businesses e.g. in marketing. As mentioned before, these programmes do not focus on the preservation of folk arts or traditional skills and technologies, but instead use them as one of the possible ways of making a living. Along with the above mentioned countries this kind of rural approach came up with some of the Caucasian countries as well as other South East European countries, in addition to Bulgaria.
Generally speaking, the potential of traditional handicrafts has initiated policies and projects that vary in scope quite a lot. Whereas in Croatia and Austria traditional handicrafts may serve as an inspiration to contemporary fashion and interior design that is showcased also outside of the country, in rural and remote areas of Eastern Europe they are produced by (sometimes) publicly supported micro-businesses and sold to tourists. Of course, cultural tourism building on traditional cultures is not just an Eastern European phenomenon, but takes place all over the world. 

2.4 Countries with issues in cultural infrastructure: Socio-cultural activity and locality (UK, Norway, Belgium, Ukraine)
Rural areas in the UK (mainly England) frequently lack access to arts and cultural services. In order to enable the population living in remote areas to experience, or participate in, arts and culture, some outreach projects have been conceived: When no or only a poor cultural infrastructure exists, the arts are brought to the area with the help of non-permanent solutions – for example, performances may take place in barns or other places not originally intended for artistic purposes. In addition to a "democratisation of culture" (or cultural democracy), it is felt that local or regional identity can be strengthened by such measures. The two central terms here are 'rural arts' and 'rural touring'. The rural arts are not traditional arts, but mostly contemporary arts. However, when a project has a certain local point of departure, the traditional arts, such as traditional theatre, music and oral traditions, come along and one might then prefer to call the results 'local arts'.
With respect to 'local arts', another approach should be mentioned: The Arts Council of England had a programme Rural Arts in the South West (2007) with a project called Natural Partners – Arts in Protected Landscape. One of the sub-projects was Stories from the Stone Forest, realised by Oddbodies Theatre Company. The theatre company did some background research and recorded memories, stories, occupations and traditions of people living and working in the Dartmoor National Park. On the basis of the collected material, a number of site specific performances have been carried out, together with the local people. This project could serve as an example of "contemporary folk arts"
: There are the traditions and memories bringing continuity, there is locality and community (which seems to be a key word in the folk arts) and an interaction between the people and their environment. In this "approach" however, the continuity is not based on the form of art (these are singular site-specific performances) but rather on the traditions and memories that form the core of the acts. These kinds of projects come already close to the concept of 'community arts'
.
Similar activities have been carried out in Norway, in the framework of "Cultural Rucksack" with children (den kulturelle skolesekken) and as part of the activities under heritage policies.

In Flanders (Belgium), 19 local Cultural Heritage Cells
 that are tailored to local needs have been formed via contract agreements between the Flemish Community and a city or region. They are meant to secure a sustainable heritage policy, together with the industry and local government and try to involve the widest possible audience. While the built and movable heritage is in the focus of the erfgoedzorgers, activities may also include folk arts. 


According to its "Compendium" country profile
, Ukraine is traditionally rich in authentic folk arts (brass band music, orchestras of folk instruments, choral singing, choreographic art and dancing, amateur theatre, decorative and applied art, embroidery, etc). Increasingly, activities in this field are connected with other forms of amateur arts, including youth and national minority subcultures as well as multimedia art. Cultural clubs and centres inherited from Soviet times often provide the local platforms for such activities. For example, there are 976 clubs in the Poltava region with a population of 1.7 million. These clubs run 5,250 amateur circles, groups and associations, with 63,434 persons attending.
The preservation of this network of still about 19,000 locations has been a priority of the government over the last years, despite all financial restraints. In 2002, the Ministry of Culture and Tourism published an All-Ukrainian Review of Folk Art which demonstrated the wide spectrum of amateur activities in each region. Regular reviews enforce local authorities to promote and support local initiatives providing them with costumes, equipment and funds. 
Regular festivals and exhibitions showcase the results of folk and amateur arts activities and create links to groups practising elsewhere. For example, the Ukrainian World Music Festival "Kraina Mriy" is an annual international musical folklore celebration in Kyiv. The main aim of the festival is a revival of traditional Ukrainian culture, support for modern musical ethnic styles, and exposing Ukrainian spectators to culture of different peoples. The initiator, founder and artistic director of the festival is Oleg Skrypka, leader of the legendary Ukrainian rock band Vopli Vidopliassova
. The title of a popular song of this band ("Kraina Mriy" - "Land of Dreams") gave the name to the festival.

2.5 Countries with successful traditional arts: Folk arts as a resource for show business and tourism (e.g. Ireland, UK, Austria, former Yugoslavia)
In Ireland, some forms of traditional arts have proved to be quite successful in economical terms: For example, shows based on the Irish step-dancing (Riverdance, Lord of Dance) found audiences also outside of Ireland. Actually, the popularity of Irish traditional arts in the country as well as abroad has led to a situation that public support for specific forms of dancing and music was considered unnecessary by the Committee of Traditional Arts
: Folk arts had entered the area of popular culture and entertainment business.
After some commercially successful years, the potential of folk music has been noticed also in the UK (England). Today one might even talk of a 'folk industry'. The Arts Council England has committed itself to support English folk music with some extra funding (Folk Music Investment 2009-2011). The funding goes to artistic development, sector development, communications, information and advocacy; as well as to education and learning. In relation to this, the English Folk Dance and Song Society (EFDSS) has become one of the regularly funded organisations. The idea is to develop EFDSS into a national development agency for folk music, to make it a leading organisation in the field of folk music in England.
The Arts Council has also worked with a folk music magazine, fRoots Magazine, to produce Looking for a New England-showcase CD and a guide to the English folk and festival scene. It seems that the focus is on new folk artists with innovative approaches to traditional music and potential to enter mainstream popularity. 
In Austria a project called Meisterstrasse has initially been funded by EU Structural Funds: Small traditional businesses in fields such as crafts, food, clothing or construction that contribute to the programme are being promoted with a corresponding Meisterstrasse-brand, which serves as a kind of a certificate of quality and commitment to Austrian / regional/ local traditions. At the same time it serves as an advertisement for these small businesses. 

In many regions of former Yugoslavia (as in other Balkan countries such as Bulgaria), the use of traditional cultural elements for tourism marketing is common. This is particular so in Croatia, one of the important tourist destinations in Europe. As pointed out in a special report
 prepared for this survey: 

The State tries to offer tourists during their stay as much authentic content and local brands as possible, from clothing, folklore dances, fascinating music especially Dalmatian male choirs (Klapa), and a whole range of products and destinations with the ethno-eco mark.  
As well, there are commercial companies promoting Croatian folklore ensembles and offering agency services, for example through a specialized web site.
 
Using more or less authentic folklore as an artistic basis in music and film production is a frequent phenomenon in Serbia, as evidenced by Goran Bregovic and Emir Kusturica, whose work has achieved global success. In addition, folk traditions contribute to the marketing of food products (e.g. in a well-developed "bread culture"). 
2.6 Countries and regions with "old" and "new" ethnic minorities: Folk culture policies and minority politics on the road towards intercultural dialogue (Balkans, Estonia, Scotland, Sweden, Catalonia) 
In some of European countries, an extensive part of the population is formed by so called old minorities, for example in Hungary, Croatia or Serbia (Vojvodina), which also receive funding for their cultural activities; in Germany (with regard to Sorbs and Frisian people), these "old" ethnic or linguistic minorities are rather small or "hybrid"
, however. Often in these cases, the policies for "folk arts" or traditional "folklore" are in fact minority policies in the first place, the countries succeeding the former Yugoslavia provide interesting – albeit differing – examples, in this respect.
 Traditional cultures of minority groups are not only officially "allowed", but sometimes even promoted b the state, to maintain or live their culture and speak their language, making use of their cultural and civil rights (in line with international conventions such as the Council of Europe Charter for Regional or Minority Languages). 
Important influences towards promoting folklore can also come from an external "diaspora", that is from people that left their homeland already some time ago, but still try to be connected to it (the FYR of Macedonia being one of the prime examples). 
The question at times is, whether the old minorities (or traditional minority languages) and new minorities, that is, more recently arrived migrants, should be equally supported, especially if the country of origin is supporting these forms of culture already in the country in question. The UNESCO ICH convention has a minor pigeon hole in this sense, even though it is generally understood and accepted that not to support migrant cultures would be against the spirit and the idea of the convention.
 For example Estonia has interpreted the ICH-convention in a way that only if the migrant cultures are "present" in the country for more than two generations – allowing for a transmission of knowledge from one generation to another – their traditional cultural expressions are to be supported. Generally, a policy shift has taken place in Europe with regard to the "new" minorities: Away from a "multicultural" concept towards an "integration" approach, with effects also for the recognition and funding of ethnicity or language-related "traditional" cultures.

On the other hand, some activities in Scotland, Sweden and Catalonia can serve as examples of innovative approaches to the issue of minorities (mainly new minorities), bringing together elements of traditional / folk arts, community arts and social integration in a spirit of intercultural dialogue: 
In Scotland a NGO called Scottish Carnival Arts (SCA) has opened doors to carnival arts of all cultures in Scotland (similar efforts were made in some cities of Germany). It forms a sort of forum or an intercultural meeting-place, and organises intercultural events in the frame of carnival arts. SCA is however an NGO and not part of the "official" cultural policy structures. It receives some project based funding and the premises are offered by the City of Glasgow.
The Swedish Government established in 1998 the National Museums of World Culture, an initiative made up of three already existing museums in Stockholm (Ethnographical Museum, Museum of Far Eastern Antiquities, Museum of Mediterranean and Near Eastern Antiquities) together with the newly established (2004) Museum of World Culture in Gothenburg. These museums were regrouped under a common organisation as they were thought to be able to play a specific role in dealing with the challenges of multicultural Sweden, through their international collections and networks. The mission of the National Museums of World Culture can also be seen as a reflection of the three specific goals of the current national cultural policy: a) the goal of equality, stating the right for all citizens to be able to participate actively in cultural life; b) the goal of diversity in artistic and cultural expression which influences what Swedish cultural institutions on the whole would be expected to deliver; and c) the goal of internationalisation which emphasises the importance of both international exchange and the coming together of different cultures within Sweden.
As pointed out in the Internet pages of the museum: 
The museum wants to be an arena for discussion and reflection in which many and different voices will be heard, where the controversial and conflict-filled topics can be addressed, as well as a place where people can feel at home across borders.
 
It offers, in addition to the collections and exhibitions, performances, seminars, and educational programme for schools, and has also research activities. Together with the University of Gothenburg, it is currently researching the theme "Världskulturbegreppet" (the concept of 'world culture'): How it is used in Sweden and elsewhere? By whom? How does it relate to the research on globalisation?
 
In the Spanish region of Catalonia, the Generalitat (government) issued a broad "Integral Plan for Gypsy Peoples" in order to improve the situation of that minority. One of its results, the Plan for Students from the Gypsy Community, includes increasing non-gypsies’ knowledge of the gypsy community; promoting the integration of those groups of the gypsy community who live in conditions of poverty and marginalisation; promoting the participation of students and families from the gypsy community in activities aiming at a preservation of the identity and values of this community; and boosting research, innovation in education and intercultural training for education professionals.
 

2.7 Alpine countries with federal structure: Traditional Heimatpflege and combining innovation to tradition (Switzerland, Austria) 
In Switzerland and Austria (as in Germany), responsibility of the federal government (Bund) that is responsible for the funding and the support of culture is somewhat limited, major competencies resting in the hands of the federal states (Bundesländer) or, in the Swiss case, the Cantons. In all of these countries, there is an active third sector (associations), which may receive permanent or, more frequently, project-based funding from the culture administration of the Bundesland / Canton. 
Due to the extensive decentralism and four language areas, the competence regarding folk culture in Switzerland rests mostly at the local and cantonal level. Typically, there are plenty of active associations and interest groups (receiving some public support from cantonal level). Those third sector (umbrella) organisations that work on the national level (different Verbände for different folk arts) receive funding from the Swiss Bundesamt für Kultur. These organisations in turn subsidise smaller associations on a cantonal and local level. The Swiss Kulturstiftung Pro Helvetia has by law a responsibility to support folk culture. However, only a few folk culture activities meet the funding criteria, which focus on professionalism, innovation and trans-regionalism, while folk culture is often amateur-driven and tradition-embracing. The relationship of Pro Helvetia and folk culture field has therefore been difficult.

In 2006, Pro Helvetia launched a two-year project Echos – Volkskultur für morgen to reflect the situation of folk culture activities and policies in Switzerland. Along with the programme, a VolksDEBATTEkultur debate has been organised, to discuss about current policies and to bring all the actors of the field together. One reason to come up with such a programme was to reflect and improve the situation of folk culture in relation to Pro Helvetia's funding policies with their heavy focus on contemporary arts. There has been a continuous debate in Switzerland, whether Pro Helvetia has a reason to exist at all (it is funded entirely by the Swiss Confederation). The claims against the institution became louder in the context of some political conflicts: For example, Pro Helvetia funded relatively generously an art project that was found image-harming for the country (the so-called Hirschhorn-scandal). There have been speculations whether Pro Helvetia has now turned to folk culture in order to improve its image in the eyes of the general public and those deciding on the funding of the organisation. 
Developing folk culture via finding innovative approaches is the guiding line of Pro Helvetia's Echos-programme. The point of view is that folk culture is something that transforms itself constantly due to a certain flexibility (which is not very often associated with folk arts) and sensitivity towards outside influences. Pro Helvetia's action is aiming to support traditional folk culture to develop itself and interact with other arts in a way that profits both. In parallel, the programmes of some arts and music academies, e.g. the Lucerne School of Music, bear witness of efforts to transpose folk traditions into a contemporary artistic context. 
In Switzerland, the term and concept of folk culture (Volkskultur) is still very much in use – if not so much in scholarly circles, then more in the everyday life vocabulary. Also the term Heimatschutz is used, often together with the term Denkmalpflege (conservation of monuments and sites). For example, an organisation called Schweizer Heimatschutz (which translates its name into Swiss Heritage Society) works in the field of traditional architecture. However, this includes not only the field of traditional architecture of the past, but also modern architecture (here ‘modern’ indicating to the art and architecture of the first half of the 20th century). After all, content-wise, Heimatschutz can be corresponding in scope to that what is in other languages referred to as 'heritage'. This kind of vocabulary is also used in Austria and Germany. In Switzerland the extensive democracy system, of which people are very proud of, plays a big role in the self-understanding as a nation. In some occasions, the Swiss democracy is understood as being part of the Swiss folk culture and cultural heritage (for example, as concerns the traditional local level Landsgemeinde meetings of all citizens, which on the whole is not a very relevant institution anymore, but also the system at large), which makes the Swiss a sort of "Sonderfall" in their definition of folk culture and cultural heritage.
As mentioned above, the term folk culture is also familiar in Austria. The Internet page of the Bundesministerium für Unterricht, Kunst und Kultur (BMUKK) cites a trend in the Bundesländer to replace the traditional Heimatpflege by broader activities of folk culture institutions. For example in Oberösterreich in "Institut für Volkskultur" has been established (1991), in Salzburg a "Referat Salzburger Volkskultur" (1993), in Tirol with the support of the Bundesland an "Institut für Volkskultur und Kulturentwicklung", in Steiermark Volkskultur Steiermark GmbH (2008). The latter one is entirely owned by the Bundesland, it replaces some of the activities of the previous "Steirisches Heimatwerk". On a national level there is a "Forum Volkskultur", which is a get-together of the nine Bundesverbände (umbrella organisations for local and regional associations and actors) for different areas of folk culture (traditional clothing and customs, folk dance, "worker singing and music"
, wind instrument music, amateur and youth theatre, choir singing, folk songs and singing, general education and cultivation regarding the country Austria). 
One of the very active Bundesländer in the field of folk culture has been Steiermark. The Land Steiermark grants every second year an award for remarkable work in the field of folk culture. Innovate projects are especially invited to apply for the award. Innovation is also mentioned in the funding guidelines of the Land Steiermark as one of the objectives. Other important elements are regional identity, synergies especially with the education sector, intercultural activities and a long-term work in the field. Volkskultur Steiermark GmbH has a project "einfach lebendig" (simply alive, or: simply vital) for children at Kindergarten and elementary school levels. The children have a chance to learn traditional dances and other traditional arts and customs at school environment. As in many other countries, Austria calls for education in the field of folk arts, to support the sustainability of these arts and customs; as well, some calls for turning parts of the current voluntary work into professional activities.

2.8 Countries with a strong environmental policy focus: Re-shaping support of folk culture towards a holistic view of the habitat (Germany)
While in Germany – especially in its southern parts –, folk culture support activities follow more or less the Austrian model described above, it would be fairly difficult to speak of full-fledged "policies", in that respect.  Since the national government is not a very relevant actor in the field and regional Länder governments mostly interpret "Folk Culture" as a heritage issue to be dealt with in the context of museums work (particularly in a multitude of local history and open-air museums) or the restoration of traditional rural buildings, membership associations charged with safeguarding and promoting folk culture values and local heritage in Germany can be considered the main actors in the field. They can be seen as official or semi-official (service) organisations, since most of them are as such also recognised in national or regional environmental and heritage legislation.
These include on the national (Federal) level the Bund Heimat und Umwelt in Deutschland (BHU), which has mainly coordination and documentation tasks, in addition to mobilising citizens in campaigns for e.g. endangered landscapes or buildings. On the regional level (but not always identical with the territories of today's Länder!) we find 18 member organisations, whose names indicate their fairly broad spectrum of activities (e.g. in the former Land of Baden the Landesverein Badische Heimat, the Bremer Heimatbund – Verein für Niedersächsisches Volkstum, the Rheinischer Verein für Denkmalpflege und Landschaftsschutz or the Saarländischer Kulturkreis, to mention just a few of them). In Bavaria – as is the case with the majority of these associations – specific tasks such as promoting and protecting local customs and artefacts have been officially transferred to the respective organisation by the State. In contrast, the Hesse association is mainly a membership-driven body without such functions. In several cases, these associations collaborate closely with regional (State-) foundations or funds charged with cultural and related tasks; most of the latter receive parts of their budgets via shares from State-controlled lotteries (Lottomittel).
During the last decades – partly due to historical burdens associated with terms such as "Heimatschutz" or "Volkskultur", but also to the gradual urbanisation of the country with a loss of true folk traditions –, environmental issues and nature conservation play an important and increasing role in the work of the above mentioned organisations. Of course, this does not replace the work of the Green Party, other NGOs and pressure groups or local citizens' initiatives in the environmental field. One might rather see these changes as a reaction on the political success of environmental orientations in the country as a whole, while others could interpret them as some kind of "natural" follow-up of romanticist ideas of the 19th century, which also cherished the "unspoiled" nature and the supposedly peaceful life in rural communities. Be this as it may, what is surely in the focus of folk culture activities in today's Germany, is a more holistic view of the (man-made) habitat, its history as well as its relation with nature. 
3. A WAY FORWARD (CONCLUSIONS)

The evaluation of resource material shows that, during the past decades, in many European countries efforts were made or renewed to develop or "upgrade" policies for folk culture (and/or intangible cultural heritage). However, the motivations for such efforts vary greatly; they include, but are not limited to:

· Nation-building efforts;

· A renaissance of regionalism;

· Economic development needs in rural areas, particularly in East-/Central Europe;

· Fostering cultural industries (or broadening their scope) and tourism;

· Integration of "old" and "new" minorities / "Intercultural dialogue";

· Modernising or re-focusing cultural administration and funding;

· Recognising cultural dimensions of environmental protection.

In an attempt to tentatively structure the European landscape of folk culture policies for the preparation of a planned expert conference, the pilot study highlights some important recent approaches and motivations leading to distinct folk culture policies.  

Some common issues and concerns can, nevertheless, be extracted from the material: 
3.1 Conservation or development?

Generally speaking, one of the underlying questions in the area of folk culture is the relationship of "conserving" or "protecting" and "developing". In this case, development refers to views advocating a proper place for folk arts and culture in today's life and cultures of the people at large. This could also imply that folk culture has to be more open to a dialogue with contemporary cultural forms and needs. While this objective seems to gain popularity, at the same time archives, museums, catalogues and databases are put up in many countries to maintain and conserve forms of traditional folk arts and culture. What may appear, at first sight, almost as a contradiction, is not really one: according to some views, conservation / protection and development are not to be understood simply as opposites. Particularly when it comes to immaterial and living cultural forms, conservation should take place through appropriation and development.
3.2 How to keep folk culture alive?

Since in most European countries traditional folk arts and culture are no longer part of the people’s everyday life, one of the main concerns for the future is how to keep it alive and to give it a proper place in contemporary culture. There seems to be a consensus that barriers towards practicing and enjoying folk arts and culture (as a hobby or professionally) should be identified and abolished. 

Among main approaches of how to best tackle this issue two are frequently mentioned: 

a)
Education, especially integrating folk arts and culture into schools curricula (i.e. into a transversal theme that would cross the curriculum in an interdisciplinary manner). 

b)
Transmission of skills: How to fill the gap between the younger generations and the potential new-comers and those who still encompass the skills and knowledge? One of the suggested solutions is, along with the educational efforts, to create apprenticeship-programmes (similar to the "Living Human Treasures" model suggested by UNESCO). 

Additional suggestions include:

c)
Measures of audience development: The issue of barriers does not only come up with regard to practitioners, it also concerns the potential audience. Some measures for audience development were discussed, along with the role of public broadcasting (the latter especially in documents addressing traditional minority languages).
d)
Interaction with contemporary arts: As highlighted in the Swiss case, efforts are made to foster the dialogue between, and possibly the co-evolution of, folk arts and more contemporary fields of artistic practice. This approach could invite to comparisons with the situation in the 19th century, where folk traditions served as an inspiration to many among the greatest artists (particularly composers, but also painters or poets). However, an obvious difference is the fact that folk culture today is only rarely an integrated part of the life of the population at large – which carries the danger that efforts trying to merge it with contemporary artistic work could lack some freshness and innovation or will merely lead to a heritage-based "popular ambiance".
3.3 Amateurs and/or professionals: What status and policies for folk artists?

One of the characteristics of the folk culture field is that it is often amateur-driven: Small associations and groups outside of the professional arts are key actors in the field. In this context, three issues are currently discussed in different European countries: 

a)
"Official" cultural policies tend to support professional arts. Folk culture is often run by amateurs and therefore often falls out of the scope of support instruments of e.g. arts councils. The relationship of folk arts and culture with official cultural policy actors such as arts councils has, therefore, been troubled; some specialists even speak of a "marginalization of folk culture"
. For example, in Ireland and Switzerland practitioners of folk arts felt that their field is neglected by support bodies. The obvious consequence, in their view: Folk culture should be recognised as a specific field in cultural policy making.

b)
Among the answers to this dilemma is a call for more professionalism. Practitioners should be able to make a living with their skills, be it musical or something else. A higher level of professionalism in the field of folk arts and culture was also seen as a key to raise the recognition and appreciation of folk arts in the society, in general, and in the culture industries, in particular. Amateurism is then seen almost as a kind of burden: Many practitioners consider it unsuitable to describe their work or the field in general as amateur activity. They feel that their skills are on the level of professionals while, unfortunately, their status is that of an amateur.
c)
Institutionalisation of the field of folk arts and culture is seen by some as another answer. Two points came up in the documents considered:

· In addition to being officially recognised (see a.), folk arts / traditional arts should have official national institutions, if these do not exist already, and 

· Folk culture practitioners should pay particular attention to networking practices on a national and international level. Indeed, networks and the use of related online platforms might prove to be important organisational tools in the future.

3.4 Governance issues: national, local or community-based?
In the course of the last 200 years, certain elements of traditional culture and/or their underlying values were frequently incorporated as symbols that are to represent a whole nation; sometimes they receive support in the context of a relatively strong nationalism. However, most of them actually stand for particular local and regional settings or for the heritage of specific communities ("old" or "new" minorities), which may not perfectly match with national self-images – and even less with more "cosmopolitan" world views. 

Problems or open questions regarding the "vertical" governance and adequate promotion of folk culture and community traditions are an almost inevitable consequence, including but not limited to: 

a) If the character of folk culture is mostly area-based, this raises the question, especially in countries with a more centralist organisation, of the type of policies needed to take care of their support on a local or regional level. 

b) Definitely, also governance structures – or rather their radius of action and openness – must come under scrutiny: How should the "know-how" of the third sector, of regional development bodies and of communities with traditional practices taken into account when planning and carrying out policies? 

c) In the context of dominating national (or nationalist) and cosmopolitan (or European) policy orientations: To which extent is there still room for support of cultural (and linguistic) minorities? Do international and European conventions provide adequate "safety belts", especially with regard to "new" minorities?  

d) Alternatively and in the light of globalisation processes: Should we possibly get rid of the idea of more or less autonomous minorities – are "hybridity" concepts or the French "Unitarian" model not more realistic? If so, how then dealing with persisting conflicts in that field (the recent French and Belgian Burqa-ban taken as a worst case scenario)?

3.5 What role for international legal instruments and European policies?

The 2003 UNESCO Convention for the Safeguarding of the Intangible Cultural Heritage is relevant also in Europe even though it was put together with those countries in mind, who saw their culture not fitting to the traditional "monuments and sites"-type of view on cultural heritage. Several European countries ratified the Convention which led to a set of measures that have some relevance also for the field folk arts and culture, due to an overlapping of concepts. Other countries decided to wait and see what kind of practices take shape elsewhere or did not ratify as it would mean unwanted political concessions (at least in theory if not in action).  In any case, the significance and the impacts of the Convention in the protection of folk arts and culture in a longer run remains to be seen and studied.

The same could be said about European policy making, which so far mostly ignored the field of traditional/folk arts, except for some human rights-related language and minority issues (Council of Europe) or for financial support given to a number of projects in the context of European regional development policies (EU Structural Funds).

3.6 Towards "Folk Culture Industries"?

How to integrate or relate folk arts and culture to new strategies for creative / cultural industries: Does "folk" have something to give in this relation? In countries such as Austria, Croatia, Ireland, Serbia or the UK, the obvious answer is "yes". Even though the positive role of traditional cultural forms is already widely recognised in European cultural heritage tourism, in musical folklore and in the development of rural areas, the current creativity discourse could open new economic and labour market dimensions to traditional and folk arts and related policies. 
� Miša Djurković and Dimitrije Vujadinović: Folk Culture in Croatia, FYR Macedonia and Serbia, 2010


� � HYPERLINK "http://www.culturalpolicies.net" ��http://www.culturalpolicies.net�


� During the 1990s and more recently, the National Cultural Policy Reviews of the Council of Europe and the CoE / ERICarts Compendium of Cultural Policies and Trends proved to be influential due to their stock-taking and comparative function, respectively. The European Charter for Regional and Minority Languages of the CoE has also proved to have a certain value for (traditional) minority languages in countries with problematic language policies (UK: Northern Ireland, Wales, Scotland; Ireland, Spain), providing a certain legitimacy for claims of visibility and official use.


� In some of the new EU-countries cultural policies including relationship to traditional culture have been under development pressures due to the EU membership and drive to a "modern" state and society. This has been the case for example in Latvia, evident in the policy documents of Latvian Ministry of Culture (See National Culture Policy Guidelines 2006-2015, available also in English).


� � HYPERLINK "http://www.unesco.org/culture/ich/index.php?pg=00011&inscription=00003&type=00003" ��http://www.unesco.org/culture/ich/index.php?pg=00011&inscription=00003&type=00003�


� In addition to these two, there are the "diversity convention" (2005) and UNESCO Recommendation on the Safeguarding of Traditional Culture and Folklore (15 November 1989), as well as UNESCO's Living Human Treasures programme.


� It should not be forgotten that there have been, of course, archives for all sorts of local, regional and national phenomena at least from the 19th century onwards. For example in Sweden, where is a national archive basically for all areas of culture, these old institutions are very much part of the ICH convention proceedings.


� In our context, the third sector is understood as being placed in between the private and public sectors and the families. While non-profit and non-governmental, it may receive public funding, aiming at e.g. social objectives. Public-third sector partnerships may take place, for example, between municipalities and associations.


� It is necessary to notice that there exist rather marked differences between Baltic countries and Balkan or Caucasian countries. In the latter ones the approach is clearly more "old-fashioned" especially in institutional terms.


� � HYPERLINK "http://www3.lrs.lt/pls/inter/w5_show?p_r=877&p_d=35196&p_k=2" ��http://www3.lrs.lt/pls/inter/w5_show?p_r=877&p_d=35196&p_k=2�


� These relatively fresh Baltic members of the European Union have also financed some folk arts projects by using EU-structural funds; the use of financial instruments provided by the EU is written down for example to the Latvian cultural policy-strategy documents. For example the following projects have been co-funded with structural funds during the previous funding-period: Establishment of the Estonian Traditional Music Centre (EE), To Work with Handicraft (EE), Enriching Cultural Life on the Latvian-Lithuanian Border by Sharing Traditions – Way of Balts Across the Borders, and Revival of Curonian Traditions in Stone Sculptures and Traditional Crafts (LT).


� � HYPERLINK "http://www.scotland.gov.uk/Topics/ArtsCultureSport/arts/traditionalarts/tradartsworkinggroup" ��http://www.scotland.gov.uk/Topics/ArtsCultureSport/arts/traditionalarts/tradartsworkinggroup�


� A form of traditional story telling in Ireland.


� Formerly Scottish Arts Council, 2010 onwards Creative Scotland.


� Whereas the status of Irish language is legally protected in Ireland (it’s the national official first language, despite the limited number of speakers), in Northern Ireland the situation is different. In UK there exists language acts for Scottish and Welsh languages, but not for Irish. The Irish language enjoys respect in Ireland, and the Irish language in Northern Ireland can to some extend profit from this. However, the Irish language lobbies are working for a language act in UK for Irish. In any case the Irish language is according to UNESCO a "definitely endangered language".


� Art Form and Specialist Area Policy 2007-2012. Language Arts.


� Scoping and Mapping Intangible Cultural Heritage in Scotland Final Report (2008)


� In Finland a broad outsider-art project took place in the late 90s by the Union of Rural Education and Culture and the Centre of Folk Arts. Later on the works accomplished in the framework of this project were also exhibited in the Museum of Contemporary Art Kiasma (Helsinki). In the course of the project a term "ITE-art" was introduced. It means in English "a self-made life-art". This ITE-art is outsider-art and within the project it was also called "contemporary folk art". However, here I am not referring to this type of work, even though there is clearly a close connection.


� Community arts: Arts projects involving common people, a community or members of some "target group". There is a social (incl. environmental) objectives, be it empowering, participation, cohesion, combating alienation, resolving or soothing a conflict or simply giving a recognition to some marginalised group (related to empowering). The "result" may be permanent or non-permanent, tangible or intangible.


� � HYPERLINK "http://www.erfgoedcellen.be" ��http://www.erfgoedcellen.be�


� Written by Oleksandr Butsenko, see � HYPERLINK "http://www.culturalpolicies.net/web/ukraine.php?aid=841" ��http://www.culturalpolicies.net/web/ukraine.php?aid=841�


� � HYPERLINK "http://www.vopli.com.ua/" \t "_blank" �http://www.vopli.com.ua/�


� The Committee was set up 2003 to evaluate support for traditional arts in Ireland, and which final report Towards a Policy for the Traditional Arts, 2004, served as a background study for the new approach in Arts Council policies for traditional arts.


� See the separate literature and resources study provided by Miša Djurković and Dimitrije Vujadinović, loc.cit. 


� � HYPERLINK "http://www.hrvatskifolklor.com/" ��http://www.hrvatskifolklor.com/�


� For the concept of "hybridity" in the minority discourse, see Tschernokoshewa, Elka; Juric Pahor, Marija (eds.): Auf der Suche nach hybriden Lebensgeschichten. Münster/New York 2005


� Miša Djurković / Dimitrije Vujadinović, loc.cit.


� IFACCA D'Art Report Nr 36 Defining and Mapping Intangible Cultural Heritage


� See the 2008 ERICarts study for the EU Commission: Sharing Diversity (� HYPERLINK "www.interculturaldialogue.eu" ��http://www.interculturaldialogue.eu�)


� � HYPERLINK "http://www.varldskulturmuseet.se/smvk/jsp/polopoly.jsp?d=822&l=en_US" ��http://www.varldskulturmuseet.se/smvk/jsp/polopoly.jsp?d=822&l=en_US�


� Two publications will be published in the course of 2010.


� Anna Villarroya Planas: Report on Cultural Policy in Catalonia, Barcelona 2010


� Österreichischer Arbeiter-Sängerbund and Verband der Arbeiter-Musikvereine Österreichs


� In Oberösterreich an Akademie der Volkskultur was established in 2000, that provides a variety of courses. The organisation is supported by the Bundesland together with OÖ. Forum Volkskultur and the Landesverband OÖ. 


� US expert Simon J. Bronner in his essay: The Economics of Folk Culture, 2009
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