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Glossary 
 
 

This thesis traverses the territory that confronts the policy advocate in Europe, a panorama 
of individuals, the institutions they interact with, civil society formations and public 
administrations on national, European and international levels. Accordingly, many 
acronyms appear in the text. To assist the reader this glossary of networks, institutions 
and key terms is provided. In addition, I have provided a list displayed in Fig. 4 that 
groups the various players according to type and territory of responsibility, schematically 
following the four levels of global governance proposed by Fred Halliday (2001), and 
mapping the landscape encountered in my advocacy practice. 
 
Advocacy networks:  Groups of people with expertise, shared interests and values who 
collectively or singly advocate for public policy change. 
 
Africalia: Africalia is a non-profit organization founded in 2001 as part of Belgium’s 
International Cooperation and Development support. It aims to make arts and culture 
part of sustainable development for the continent, prioritising the needs of the people in 
Africa involved in contemporary arts and culture. Africalia organizes a variety of 
cultural events and supports contemporary African art on the continent and by 
showcasing work in Belgium.  
 
Agenda 21 for Culture:  Arising from the Earth Summit of 1992, in Brazil Agenda 21 
is a non-binding action plan of the United Nations, aiming to influence and be 
implemented at local, regional and national levels by governments and multilateral 
organisations. At the first World Public Meeting on Culture, in Brazil in 2002 – 
concluded in 2004 – participants established guidelines for local cultural policies to be 
included in Agenda 21. The Committee on Culture of the global organisation, United 
Cities and Local Government (UCLG), continues to develop this initiative promoting 
culture as the fourth pillar of sustainable development.  
 
Arts sector: In this thesis, the sector focuses on arts organisations, cultural networks 
and platforms, cultural policymaking institutions and funders. 
 
Advocate: Someone who speaks for those whose voice is repressed or silenced, or speaks 
publicly to defend an issue, cause or policy. 
 
Artists-at-risk: A term used to describe artists and arts workers who face repression and 
persecution due to art work that claims or demonstrates internationally recognised human 
rights such as free speech and political rights, social and cultural rights, women’s rights 
and minority rights in contexts of political, religious or social oppression. 
 
Artists at Risk (AR): An organisation, network and platform at the intersection of human 
rights and the arts, dedicated to matchmaking persecuted arts practitioners with artists’ 
residencies. Established in Finland in 2013, AR moved to Germany and expanded 
considerably in response to Russia’s 2022 invasion of Ukraine. AR’s work includes 
mapping of and advocacy for arts professionals at risk. 

 
Artists at Risk Connection (ARC): A project of PEN America, initiated in 2017 with 
funding from the Mellon Foundation following a series of consultancies with the emerging 
arts rights justice sector. It aimed to assist artists-at-risk by connecting them to a global 
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database of organisations and institutions with resources to assist them. ARC works to 
facilitate cooperation among human rights and arts organisations. It currently has four 
regional representatives and organises actions and events to raise the visibility of artistic 
freedom. 
 
Artists Protection Fund (APF): An initiative of the Institute of International Education 
(IIE), with support from the Mellon Foundation, offers six-to-twelve-month fellowship 
residencies to artists at risk based on artistic merit and quality, and the degree of threat. 
The hosts are awarded funding to support the incoming fellowship. 
 
Artsfex: A  global initiative launched in 2012 and active until 2017, by Freemuse and 
others including the freedom of expression NGO Article 19; Africa’s Arterial Network; 
the Federation of European Film Directors; freeDimensional; Russia’s May Congress of 
Creative Workers; the European Council of Artists; IETM; the International Federation 
of Coalitions for Cultural Diversity; the European Composer and Songwriter Alliance; 
USA’s National Coalition Against Censorship; Malaysia’s annual sexual rights festival 
Seksualiti Merdeka and Turkey’s Initiative for Freedom of Expression.  
 
Arts Rights Justice (ARJ): One of the generic names used by the emerging arts and 
human rights sector, for example, the Arts Rights Justice EU Working Group (from 2012) 
or the Arts Rights Justice Academy, Library and Observatory (from 2017) at the 
University of Hildesheim.  
 
Arts Rights Justice Academy (ARJ Academy): Training, Library and Observatory at 
the University of Hildesheim, Germany, an initiative established by Daniel Gad, 
Managing Director of the UNESCO Chair Cultural Policy for the Arts in Development, 
with advice from Todd Lester and Mary Ann DeVlieg.  
 
Arts Rights Justice EU Working Group (ARJ EU): A group set up in 2012 as part of 
the civil society dialogue platform, Access to Culture; in 2014 it became a working 
group under the auspices of Culture Action Europe, the European culture sector’s 
advocacy platform. See also Civil Society Dialogue Platforms below. The ARJ EU 
Working group members included: Action Committee for Artists Rights, International 
Theatre Institute Germany; Art Moves Africa; Arterial Network; Association of 
European Open Air Museums; Article 19, European Academy of Yuste Foundation; 
European Music Council; European Theatre Convention; European Writers Council; 
Federation of European Film Directors; Federation of European Publishers; 
freeDimensional; Freemuse; Hors les Murs/Circostrada; IDEA Europe; ICORN, IETM, 
Index on Censorship;  International Federation of Actors; International Federation of 
Coalitions for Cultural Diversity; International Federation of Musicians;  Latin America 
Network for Social Transformation/Foundation for Community Dance; National 
Coalition on Censorship, On the Move; PEN International; PEN Scotland; ResArtis; 
Roberto Cimetta Fund; Swedish Theatre Union; Theatre Without Borders USA; 
TransEuropeHalles; UNESCO Chair Cultural Policy for the Arts in Development at 
Hildesheim University; UNESCO Austrian Commission on the Diversity of Cultures; 
and the Union des Théâtres de l’Europe.  
 
Asylum seeker: An individual who has not yet been granted the status of ‘refugee’ under 
the terms of the 1951 United Nations Convention Relating to the Status of Refugees. 
Refugees are people who are seeking a safe haven after being forced to flee violence, 
persecution or war. Once granted, the refugee will hope to benefit from rights accruing to 
that status. While every refugee is initially an asylum seeker, not every asylum seeker 
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will ultimately be recognized as a refugee because the right to be recognized as a refugee 
is determined by law after an asylum seeker has applied for protection in the country of 
refuge. 
 
 Atelier des Artistes en Exile (aa-e): Based in France, the a-ae supports displaced artists 
in exile active all artistic disciplines, by offering spaces for work and production, assisting 
their networking with the professional arts community, showcasing and promoting their 
work, advising them regarding professional and legal aspects of art production in France.  
 
Caseworker: The term is used in the human rights defender sector for a person assigned 
to assist a defender in need of training, safety, medical, psychosocial, legal, relocation or 
other support. 
 
Civil Society Dialogue Platforms: Established by the European Commission as 
structures for dialogue between the cultural sector in the European Union and the 
European Commission. They provide a platform for civil society representatives of the 
cultural sector to give input to the European Commission on a range of topics. From 2008 
to 2013, the Structured Dialogue was made up of two complementary strands: the 
European Culture Forums and the Civil Society Culture Platforms (Intercultural Europe, 
Access to Culture, Cultural and Creative Industries). From 2015, the second strand of the 
Structured Dialogue took another form, Voices of Culture. See also ARJ EU, a working 
group under the strand Access to Culture. 
 
Council of Europe (CoE): Established in 1949. Forty-seven member countries, each 
with CoE ambassadors, discuss and agree on numerous thematic areas.  Relatively limited 
funding has rendered it less influential than the European Union. However, it still retains 
normative power, especially due to its historic role in promoting human rights and free 
expression after World War II. 
 
Counterpoints Arts: is a London-based arts organisation, actively supporting, promoting 
and producing arts by and about refugees and migrants, throughout the UK and 
internationally. Counterpoints produces Refugee Week in the UK, as well as several other 
festival and event formats, commissions and showcases work, supports residencies, leads 
training and mentoring opportunities. 
 
Comité des répresentants permanents (COREPER): Sometimes known as perm reps, 
they are civil servants of the individual member states who coordinate and prepare 
legislative texts, agendas and meetings for the various permutations of the Council of 
Ministers. COREPER is chaired by the Presidency of the Council of the European Union, 
rotating every 6 months and held by a different member state each January to June and 
July to December. The three presidency countries, immediately past, current and future, 
form a trio to ensure consistency between themes and issues prioritised by the holder of 
the presidency.  At the culmination of the presidency, the thematic ministerial groups, or 
Council of Ministers, produce Council Conclusions identifying specific issues and 
recommended actions for the EU as a whole.  
 
D6 Culture in Transit: is a Newcastle-based arts producing organisation working 
locally and internationally, supporting, hosting and producing artists whose work 
enriches the migration experience.  
 
Development Cooperation (DEVCO): the EU Agency for International Development 
Cooperation; it has since been renamed International Partnerships (INTPA). 
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Directorate General (DG): The European Commission is organised into policy 
departments, known as Directorates-General (DGs), that are responsible for different 
policy areas. DGs develop, implement and manage EU policy, law, and funding 
programmes. Executive Agencies execute the programmes set by the DGs. 
 
Directorate General for Education Arts and Culture (DGEAC): This DG is 
responsible for education, culture, youth, languages and sport. 
 
DOEN Foundation: funded by the Dutch National Postcode Loterij and VriendenLoterij, 
it supports actors in the Netherlands and abroad that use creativity and radical imagination 
to aid a transition of society toward sustainable and inclusive practices. Historically, 
DOEN has been a key funder of arts and culture in developing countries.  
 
Eurocities: A network of large cities in Europe, it was established in 1986 by the mayors 
of Barcelona, Birmingham, Frankfurt, Lyon, Milan, and Rotterdam. Eurocities now 
includes over 200 of Europe's major cities from thirty-eight countries, which between 
them represent over 130 million people. Culture is one of their nine key thematic work 
areas, drawing together those responsible for culture in the member cities. 
 
European Commission (EC): The EC is made up of thematic Directorates-General 
(DGs), headed by a Director-General (DG) such as that for education and culture 
(DGEAC). There are also agencies, for example, for Development Cooperation (DEVCO, 
now called International Partnerships INTPA) that hosts the European Instrument for 
Democracy and Human Rights (EIDHR) and the annual EU-NGO Human Rights Forum. 
 
European Convention on Human Rights (ECHR):  Entering into force in 1953, the 
ECHR is an international convention protecting human rights and political freedoms in 
the current forty-six member states of the Council of Europe. Accusations of violations 
may be taken to the European Court of Human Rights, where judgements are binding on 
the states concerned.   
 
European Cultural Foundation (ECF): An independent grant-giving foundation 
founded in 1954 and based in the Netherlands. Through the arts and culture the ECF 
supports peace, mutual understanding and social progress in Europe through grants, 
partnership initiatives and advocacy.   
 
European Forum for the Arts and Heritage (later Culture Action Europe): A 
Brussels-based network of arts and cultural organisations, networks, individuals and 
institutions, Culture Action Europe is the political voice of the culture sector in Europe, 
advocating with and for its members to the European institutions and working in 
partnership with other networks and cultural initiatives. 
 
The European Instrument for Democracy and Human Rights (EIDHR): A European 
Union programme that promotes worldwide democracy and human rights initiatives. 
Through funding, training and other actions, it supports civil society as a force for 
political reform and defence of human rights. EIDHR has considerable independence of 
action since it does not need the consent of the governments of the countries concerned 
for the financing of activities. 
 
European Parliament (EP): One of the legislative bodies of the European Union and 
one of its seven institutions. Together with the Council of the European Union (known as 



 

 xi 

the Council or the Council of Ministers), it adopts European legislation, following 
proposals by the European Commission. The EP is composed of 705 members (MEPs), 
directly elected every five years by voters in their countries.  MEPs sit in groupings 
according to their political affiliation, serve on geographic delegations and thematic 
committees.  They cannot initiate legislation but can comment and amend it, and approve 
the Union’s budget. 
 
European Union (EU): Established in 1993 with the Treaty of Maastricht. It currently 
consists of twenty-seven member states. Ministers, from prime ministers to thematic 
ministries, form thematic groups, such as all culture ministers, and sit in the Council of 
the European Union to discuss and decide norms or legislation, together with the EP. 
 
EU Network of National Cultural Institutes (EUNIC): The European network of 
organisations engaging in cultural relations, representing 100 countries worldwide with a 
network of 139 clusters comprised of EU Member States and associate countries. EUNIC 
advocates a prominent role for culture in international relations, is a strategic partner of 
the EU and a platform for knowledge sharing and for capacity building amongst its 
members and partners. 
 
EU Temporary Relocation Platform (EUTRP): An initiative of the European 
Commission, it is a network of entities engaged in temporary relocation of at-risk human 
rights defenders. Members of EUTRP are non-governmental organisations, EU 
institutions, universities and other relevant education institutions, and national, regional 
and local governments. Each member is linked to the temporary relocation of at-risk 
human rights defenders (HRDs) in different capacities. They include host entities, grant-
making entities, donors, policy makers, referral entities, coordination hubs and others. It 
is coordinated by ProtectDefenders EU.  
 
Gulbenkian Foundation: The Calouste Gulbenkian Foundation, based in Portugal, is an 
international foundation supporting arts and culture, science and education, for equitable 
and sustainable societies. Through grants, scholarships and initiatives. The Foundation 
includes a museum, an arts centre, an orchestra and choir, a research centre and an art 
library in Lisbon.  It has offices in the UK and France.  
 
HIVOS: is a humanist project, an international cooperation organization with a global 
office in the Netherlands. It provides support to civil society organizations working in 
Africa, Latin America, the Middle East and Asia. Historically, HIVOS has played an 
important role in support arts initiatives and organisations in the developing world. Its 
acronym stands for Humanistisch Instituut voor Ontwikkelingssamenwerking, Humanist 
Institute for Development Cooperation. 
 
Howlround: is an international, online platform that amplifies progressive disruptive 
ideas about the performing arts and facilitates connection between diverse practitioners.  
 
Human rights defender (HRD):  Anyone can be a human rights defender if they actively 
defend universally legislated human rights and are not opposed to any of these rights even 
if principally defending one or some. They can be working for a human rights 
organisation or not.  
 
International Conference on Cultural Policy Research (ICCPR): A professional 
conference concerned with the interdisciplinary, international study of the meaning, 
function and impact of cultural policies, understood as the promotion or prohibition of 
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cultural practices and values by governments, corporations, other institutions and 
individuals. ICCPR organises, in association with the International Journal of Cultural 
Policy, a biennial research conference for researchers to present papers that reflect on 
cultural policy. 
 
International Cities of Refuge Network (ICORN): An independent organisation of 
over seventy cities and regions offering one to two years of shelter to writers and artists 
at-risk. ICORN protects and promotes an increasingly wide range of creatives and human 
rights defenders, including, but not limited to, bloggers, novelists, playwrights, 
journalists, musicians, poets, non-fiction writers, visual artists, cartoonists, singer-
songwriters, translators, screenwriters and publishers.  
 
International Covenant on Civil and Political Rights (ICCPR): A multilateral United 
Nations treaty, binding for signatory countries after they have obligatorily ratified it into 
national law. Drafted in 1954, it was adopted in 1966. Whereas the Universal Declaration 
of Human Rights is a declaration of intent, the ICCPR and its sister-covenant the 
International Covenant on Economic, Social and Cultural Rights (ICESCR) are legally 
binding.  
 
International Covenant on Economic, Social and Cultural Rights (ICESCR): A 
multilateral United Nations treaty, binding for signatory countries after they have 
obligatorily ratified it into national law. Drafted in 1954, it was adopted in 1966. Whereas 
the Universal Declaration of Human Rights is a declaration of intent, the ICCPR and its 
sister-covenant the International Covenant on Economic, Social and Cultural Rights 
(ICESCR) are legally binding.  
 
International Network for Contemporary Performing Arts (IETM): One of the 
oldest and largest cultural networks, currently consisting of over 500 performing arts 
organisations and individual members working in the contemporary performing arts 
worldwide: theatre, dance, circus, performance, interdisciplinary live art forms and new 
media. Members include artistic companies, collectives, organisations, festivals, venues, 
residencies, producers and independent artists, theatres and dance houses, 
cultural/research/resource centres, fellow artistic and cultural networks, universities and 
institutional bodies. 
 
Institut für Auslandsbeziehungen (ifa): The German Institute for Foreign Relations is 
an international intermediary organisation that promotes coexistence between people and 
cultures worldwide, focusing on international relations and cultural exchange. Through 
networks, funding programmes and projects, ifa advocates freedom in art, research, and 
civil society.  
 
International Federation of Arts Councils and Cultural Agencies (IFACCA): A 
global network of arts councils, ministries of culture and government agencies that 
advance arts and culture, with member institutions representing over seventy countries in 
developed and developing countries across Africa, the Americas, Asia, Europe, the 
Middle East, and the Pacific. The IFACCA Secretariat oversees the Federation. 
 
Martin Roth Initiative (MRI):  To protect endangered artists, the Martin Roth 
Initiative was set up jointly with the Goethe-Institut in 2018. Funded by Germany’s 
Foreign Affairs Office, it protects artists committed in their home country to the freedom 
of art, democracy and human rights by enabling temporary residence in Germany or third 
countries for the purpose of protecting those who are being persecuted. 
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Middle East North Africa (MENA): An acronym for a geographic region without a 
standardized definition; different organisations define the region as consisting of different 
territories or do not define it as a region at all.  The region consists of 18-24 countries, 
depending on the defining institution; it usually indicates the Arab countries in the region, 
excluding Turkey and often Israel. 
 
Members of the European Parliament (MEP):  See EP above. 
 
Non-governmental organisation (NGO): Usually non-profit, they are organisations that 
operate independently of governments, normally addressing social or political issues. 
 
On the Move (OTM): Created as a website and database by IETM in 2002, it became an 
independent association in 2005, and structured as a network in 2009. On the Move’s 
current network comprises over sixty-five organisations – national funders, other 
networks and info points, centres for creation committed to promoting professional 
artists’ and cultural mobility in all its forms while striving for a fairer sector. The network 
includes a handful of working groups which focus on specific topics. Currently these are 
the Mobility Information Points group, the (En)Forced Mobility group, the Mobility 
Funders group, the Green Context-specific group, and the International Professional 
Development Programmes group. 
 
Open Method of Coordination (OMC): A mechanism used in the EU, especially in 
thematic policy areas such as education or culture where the member states hold partial 
or full legal competence. The OMC aims to spread best practice and achieve 
convergence towards EU goals. Member countries’ representatives, often ministries, are 
invited to discuss and agree shared objectives and priorities jointly at European level. 
The countries themselves decide whether and to what extent they will follow up on 
these tasks at the national level. 
 
PEN: Established in 1921, the name is an acronym for poets, playwrights, editors, 
essayists, and novelists. It refers to a network of one hundred forty-seven centres in a 
hundred countries dedicated to the free exchange of ideas and protection of literature. 
 
Prince Claus Foundation: A Netherlands-based, independent foundation named for a 
member of the Dutch royal family, the Prince Claus Foundation focuses on engaged artists 
and cultural practitioners in places where culture is repressed due to political, religious, 
economic or environmental threats. It awards grants, prizes and commissions. 
 
ProtectDefenders.eu: The European Union Human Rights Defenders is a mechanism 
established to protect human rights defenders at high risk and facing the most difficult 
situations worldwide. It supports a rapid emergency response for defenders at risk, 
including financial support for relocation, legal and medical aid. It monitors, advocates, 
offers training and promotes international coordination between human rights 
organisations. It is led by a Consortium of 12 NGOs active in the field of Human Rights 
and also acts as the coordinator of EUTRP (see separate Glossary entry). 

Roberto Cimetta Fund for Artists Mobility in the Mediterranean: A small fund with 
a mission to support exchange and collaboration of artists and cultural operators around 
the Mediterranean Sea, it gives mobility grants for artists wishing to travel for 
professional purposes, offers training and other support. It is primarily supported by 
various French ministries, as well as various support for initiatives such as the Gil Mendo 
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Fund for Mobility supported by the Gulbenkian Foundation and the Portuguese Ministry 
of Culture.  

Salzburg Global Seminars (SGS): An independent non-profit organization founded in 
1947 with a mission to challenge current and future leaders to shape a better world. Its 
alumni consist of 40,000 fellows, individuals, institutions and others. Inclusive, 
interdisciplinary, international and intergenerational programmes held at Schloss 
Leopoldskron in Salzburg, online or globally, are designed to provide labs for innovation 
and transformation. The SGS network supports collaboration, shares innovations and 
expands impact by working with partners around the globe.  
 
Safe Havens|Freedom Talks (SH|FT): A non-profit organization active since 2013 
working at the intersection of culture and human rights. It brings together different 
stakeholders including artists, activists, NGOs, lawyers, and intergovernmental 
organisations from across the arts and human rights fields through activities such as the 
Safe Havens Conference and the Freedom Talks series. The Safe Havens Conference is 
an annual international, inclusive gathering that creates an opportunity for artists and 
cultural actors to gather for workshops in the company of diverse stakeholders 
collaborating to portray a fuller image of the arts and human rights scene.  
 
Shubbak: A UK-based arts organisation, Shubbak produces a biennial festival, supports 
tours, produces and commissions projects, programmes and productions, working 
nationally and internationally and focusing on contemporary Arab cultures.  
 
Sigrid Rausing Trust: The Sigrid Rausing Trust is a grant-making foundation 
established in 1995 and based in London, aiming to promote the values and principles 
of human rights, equality and the rule of law, and to protect nature. 
 
Stand for Art: One of the several diverse artists’ support programmes of al Mawred al 
Thaqafy – Cultural Resource – a regional, non-profit organization founded in 2003 that 
seeks to support artistic creativity in the Arab region and to encourage cultural exchange 
within the region and beyond. Stand for Art supports artists-at-risk in the Arab region 
through grants and protective residencies.  
 
Swedish International Development Agency (SIDA): Sweden's government agency for 
development cooperation. In cooperation with organisations, government agencies and 
the private sector, SIDA aims to reduce poverty and oppression around the world by 
investing in sustainable development for all people. Since 2021, SIDA has delegated its 
funding for artistic freedom to the Swedish Arts Council. 

Transnational advocacy networks (TANS): Self-organized civil society groups that 
undertake voluntary collective action across international state boundaries to advocate for 
a cause, to adhere to social or cultural norms, or to leverage change. They are activists 
motivated by shared values and principles who work together in structured activities.  

Temporary International Relocation Initiatives (TIRI): Measures for swift assistance 
and protection of human rights defenders in danger consisting of security, prevention or 
financial resources, legal and medical aid and temporary shelter in the EU. 

United Nations (UN): An international intergovernmental organization founded in 1945 to 
maintain peace and security between nations and facilitate and harmonise international 
cooperation. It currently comprises 193 Member States. Working through six main 
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operational organisations, the UN includes many specialised agencies, funds and programmes.  
Those most important to this thesis are mentioned below. 

United Nations Special Rapporteurs (UNSR): Independent human rights experts who 
work for unpaid mandate periods of three to six years, to report and advise the UN on 
specific aspects of human rights from a country or thematic perspective.  The UNSRs 
were established under a special procedures measure and are independent from 
governments. Working closely with civil society, they conduct fact-finding missions, 
investigate human rights abuses, and can lodge official complaints to governments 
accused of human rights violations. They also confer and can collaborate with one another 
on issues of common concern. Alexandra Xanthaki is the third SR in the Field of Cultural 
Rights; her mandate runs from 2021 to 2027. 
 
United Nations High Commission for Human Rights (UNHCR): The UN’s refugee 
agency, established by the UN General Assembly in 1950 in the aftermath of the Second 
World War.  Operating in 135 countries, it provides shelter, food, water and medical care 
for people forced to flee conflict and persecution, defends their right to reach safety and 
helps them find a home. UNHCR works with countries to improve and monitor refugee 
and asylum laws and policies, ensuring human rights are upheld. 
 
United Nations Education, Science and Culture Organisation (UNESCO): Founded 
in 1945, it is the agency of the UN focusing on education, arts, sciences and culture to 
achieve the UN’s mandate. It includes 194 member states and twelve associate members.  
It also works closely with civil society and the private sector, sponsoring projects, training 
and facilitating collaboration.  
 
Universal Declaration of Human Rights (UDHR): The UDHR is a non-legally binding 
international document adopted by the United Nations General Assembly in 1948 
enshrining the fundamental rights and freedoms of all human beings. Influenced by World 
War II, it was a project of the newly formed United Nations, drafted by eighteen members 
of the Commission on Human Rights from Australia, China, Chile, France, Lebanon, the 
United States, the United Kingdom, and the Union of Soviet Socialist Republics, chaired 
by Eleanor Roosevelt. 
 
World Policy Institute (WPI): Established in 1982 in New York as a non-partisan 
research and policy institute. Its main focuses include engaged global civic participation, 
sustainable market economies, measures of effective governance, and innovative 
collaborative approaches to build national and global security. The faculty, comprised of 
approximately thirty members, is made up of journalists, policy analysts, writers, and 
other specialists. 
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Introduction 
 

 
 
What if, the girl says. Instead of saying, this border divides places. We said, this 
border holds together two really interesting different places. What if we declared 
border crossings places where, listen, when you crossed them, you yourself 
became doubly possible. 
 

(Smith, 2019: 196)  

 

And what if Europe were this: the opening onto a history for which the changing 
of the heading, the relation to the other heading, is experienced as always 
possible? An opening and a non-exclusion for which Europe would be in a 
constitutive way, this very responsibility? As if the very concept of responsibility 
were responsible, right up to its emancipation, for a European birth certificate?  

 
 

(Derrida, 1992: 17) 
 
 

This thesis is situated at the intersection of arts policy, human rights and migration, 

illuminating the phenomenon of at-risk artists and their protective relocation. It examines 

policy and practice, focusing on the needs of artists and the capacities of colleagues in 

the arts sector, a sector central to my practice. It is an examination of two intrinsically 

linked sides of my practice of advocacy, one side situated as a confidential relationship 

between subjects, that is, myself and individual artists who were seeking support from 

persecution including relocation to safety in another country.  The other side of my work 

was performed in the public space advocating for better conditions for these artists. The 

thesis also documents, through my fieldwork, the emergence of the arts and human rights 

as a unique sector, while acknowledging those, such as PEN International and the 

International Cities of Refuge Network (ICORN), who worked towards its constitution 

before me. This thesis comprises two chapters and a conclusion. The focus is the decade 
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from 2009 to 2019, but chapter two includes significant events leading to and occurring 

in 2023 that speak to the impact of my and others’ advocacy.  

 

My career shifted in 2009 from the arts sector towards human rights and free speech, and 

I became part of the then newly-emerging sector open to all artists and not only writers, 

finding an identity and calling itself arts and human rights, or arts-rights-justice, or 

freedom of artistic expression, finally settling on artistic freedom, a designation 

demonstrating its ‘progressive autonomy’ (Cuny, 2023: 83).  Although PEN International 

was founded in 1921 and Index on Censorship in 1972, their concern was limited to 

writers. Key associations protecting and defending other types of artists evolved from the 

late 1990s. Freemuse from 1998 initially focused on censorship of musicians but has since 

expanded to all artists; Cities of Asylum from 1995 and the International Cities of Refuge 

Network (ICORN) from 2006 created so-called safe havens where persecuted writers and, 

later, other artists could be temporarily relocated.  

 

Although in 2009 I was new to the human rights sector, I have worked internationally in 

the arts for most of my professional life as an arts manager, association or organisation 

director, grant evaluator and policymaker. In the practice discussed in this thesis, I 

identify myself as an advocate. Always keeping the client as primary focus, an advocate 

can represent, speak or intercede on behalf of someone without direct access to the power 

that makes crucial decisions concerning them. This formed part of my confidential work 

for individual at-risk artists, while in addition I created temporary bespoke cross-sector 

support networks, as detailed in chapter one. An advocate is also someone who defends 

a cause, as I did in my policy advocacy work in public, organising events, discussions, 

meetings and creating, animating and linking networks, as detailed in chapter two. 

Through reflections on five publications and descriptive analyses of advocacy processes, 
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the thesis addresses two research questions, each linked to one of these two spheres of 

my advocacy for and with artists persecuted in their home countries and requiring 

protection.  

 

Observing the inequities faced by persecuted artists-at-risk or those who had been 

relocated to Europe, my first research question is: what is obstructing arts and human 

rights actors in performing what I considered a responsibility to these displaced artists, 

ensuring the recognition, respect and concrete actions that would equitably support them? 

As an engaged public advocate, I addressed the second research question: under which 

conditions and to what extent can an individual advocate influence attitudinal and public 

policy change towards at-risk artists in the arts sector? Chapters one and two unpack these 

central research questions while highlighting the tensions that arose from my position as 

an independent advocate speaking on behalf of silenced others. Situated in Europe but 

working internationally, my practice has offered persecuted artists one-to-one assistance, 

in a co-production-like partnership, negotiating and advocating for entry, emergency 

resources and resettlement in a European Union (EU) member state. This thesis 

accordingly evidences obstacles, delays and disconnects in migration rules and their 

implementation. Working with human rights defender non-governmental organisations 

(NGOs) at a time when they rarely considered artists as legitimate beneficiaries, I 

observed inadvertent impediments to artists accessing their resources. In the public 

sphere, I traced the relative lack of awareness of displaced artists-at-risk on the part of 

policymakers, networks and arts organisations. By the end of the period covered in the 

thesis, I describe how this evolved to a growing consciousness of the phenomena and the 

possibility of arts policy and programme change.   
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For stakeholders, crucially including the at-risk and relocated artists, this research aims 

to accelerate discussion and debate, leading to more widespread, just and effective 

policies and practices of support and inclusion. Within such a framework the thesis sets 

out to achieve the following objectives: 

 

• Identify questions that arise when observing obstacles faced by artists seeking 

relocation and sanctuary in Europe, the reasons behind the obstacles themselves, 

and a contribution to a solution that might be embraced by the international arts 

sector based in Europe.  

 

• Examine the tensions and dilemmas in the work of the advocate and representative 

of temporarily silenced artists. 

 

• Identify the extent to which an individual advocate can influence attitudes and 

behaviours in policy and practice in the arts sector based in Europe, and the 

effectiveness of chosen methodologies. 

 

• Present a potential model that would allow one professional sector, the culture 

sector in Europe, to align its policies and practices to the contemporary reality of 

migration and create a model that could be adapted to other professional sectors. 

 

• Understand and utilise networking as a methodology, rather than exclusively as a 

practice, by shifting the focus from a cultural policy lens to political science 

studies of epistemic communities’ policy advocacy. 
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• Apply the theoretical lens of the ethics of care to the attitudes, advocacy practices 

and policies of the culture sector in Europe towards relocated artists, as well as on 

cultural policy advocacy. 

 

Since 2009 I have worked with twenty-eight artists at risk of persecution who sought 

safety through relocation. Often, I was the first port of call for artists or arts organisations 

who had become aware of increasing repression and associated danger but were 

unconnected to the human rights field and so were unaware of the resources it could offer. 

As an intermediary, I linked needs with resources, explained procedures and systems, and 

helped artists assess their situations and fill in appropriate application forms for aid. In 

time I became trusted by the NGOs offering resources to human rights defenders, and I 

acted as a referee for the artists or asked for the NGOs’ help to identify alternative sources 

of aid.  

 

Figures 1 to 3 below illustrate the individual artists with whom I worked from 2009; 

throughout the period I was informed of and engaged with other artists through my 

extensive networking with both arts and human rights organisations. It is problematic to 

compare statistics from my practice with relocation organisations that collect different 

data, and moreover disaggregate it differently. However, the male-dominated gender 

balance I noted appears to be similar to other key organisations such as the International 

Cities of Refuge Network (ICORN), Safemuse and the Artists at Risk Connection that 

assist artists in protective relocation (Personal Communications, 2024). Figure 1 depicts 

gender orientation, regional provenance and artistic discipline reflecting the lack of 

visibility, recognition and resources initially available to at-risk artists, in particular non-

binary and women artists. Often artists work in multiple disciplines; I attribute them here 

to their principal occupation. In each case the artist was targeted due to the art work they 
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produced that may have, for example, been in their minority community’s language, 

broken taboos such as women performing in public, or publicly critiqued prevailing 

political positions. Figure 2 shows the types of persecution the artists experienced, such 

as death threats, and identifies perpetrators, usually government and military. Figure 3 

identifies the specialised assistance I was able to offer them and the outcome, at least in 

the short term, of most of their eventual pathways out of the country. I worked most 

closely with eighteen of these twenty-eight, creating networks similar to the bespoke 

network described in chapter one. 
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Fig. 1: Gender, Regional Provenance, Artistic Discipline 
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Fig. 2: Type of Persecution and Perpetrators 
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Fig. 3: Types of Assistance and Results 
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The genesis of this thesis resides in my longstanding frustration at the seeming lack of 

concrete solidarity action from within my community in the arts sector in Europe, for and 

with artists who had been persecuted in their home countries and relocated to the EU for 

safety. As Virginia Olesen writes: ‘Rage is not enough’. She calls for: ‘scholarship to 

frame, direct and harness passion in the interest of redressing grievous problems’ (2005: 

236). I decided to use this thesis to turn my frustration into a useful channel by broadening 

the scope of my writing beyond my usual audience of arts policymakers and arts 

professionals and offer the academic community what I believe is an under-researched 

topic: the application of an ethics of care to the phenomenon of artists relocated to Europe 

who are subsequently impacted by this displacement. As the thesis demonstrates, my 

advocacy work with and for these artists motivated me to undertake parallel advocacy 

actions with the networked arts sector. I wanted the sector to broaden its horizons beyond 

a presumed safe European cultural space and to open its work, networks and 

consciousness to the idea of an interdependent global community of artists, some of 

whom had been temporarily silenced and thus had temporary needs.  

 

This thesis focuses on relocated artists situated between the professional sectors of arts, 

human rights and migration. It also focuses on my professional subject formation and its 

agential expression in practice, in dialogue with the circumstances, organisations and 

conditions with which I worked. Writing about myself reflects the extent to which I 

cannot wholly separate myself from my work. The use of narrative enquiry (Chase, 2005) 

both as a narrator myself and as a conduit for artists’ narratives illustrates the ‘merging of 

researcher and participants to foreground a position of situated knowledge’ (Olesen, 2005: 

251).  Using narrative enquiry as a means of collection and analysis of data (Denzin and 

Lincoln, 2005: 641), the thesis is based on my field notes, diaries and semi-structured 
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interviews of artists with whom I worked, directly or indirectly. It stands as ‘retrospective 

meaning-making, an amalgam of interdisciplinary lenses, diverse disciplinary approaches 

... all revolving around an interest in biographical particulars as narrated by the one[s] 

who live them’ (Chase, 2005: 651). Although interviews can be problematic, with the 

interviewee constructing a narrative for effect, for confirmation I have referenced other 

caseworkers and artists with whom I did not work directly.  

 

Chapters one and two both refer to examples of my published outputs, using case 

vignettes and foregrounding the voices of artists with whom I worked and the networks I 

created or engaged with in order to facilitate protective relocation for these artists. I draw 

on public documents and many personal communications, such as conversations, 

correspondence, interviews, meeting and diary notes, to illuminate my work as 

caseworker and advocate, as well as my networking methodology. I use data from 

inscripted observation such as interviews of NGOs and policymakers, personal 

communications, minutes and recorded summaries of meetings and events. I include 

published policy documents such as guidelines, background policy studies and 

evaluations from European Union institutions, as well as public reports, statistics and 

relevant research on migration, human rights, European cultural policy and the impact of 

policy advocacy groups.  

 

The methodological devices mobilised in this thesis reflected the role I played and the 

influence I exerted in the arts, human rights and migration sectors, as well as analysing 

the impact of networking in and between them. They include: gaining fresh perspectives 

by looking at one phenomenon through another lens such as arts practice as citizenship; 

challenging policy discourse; using alternative perspectives to reinforce the notion of 

recognition and belonging of a displaced artist; moving from ethics to action by 
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organising and instigating in order to increase the capillary influence of networks; and 

identifying and applying the values of care ethics to the transector of arts, human rights 

and migration.  I am indebted to feminist epistemologies and methodologies such as those 

developed by Donna Haraway (1988) and Miranda Fricker (2007), not only in my 

application of the ethics of care but also in the reflexivity surrounding my praxis, the 

centring of the lived experience and my starting point in affective dissonance, of ‘feeling 

that something is amiss ... that can produce a politicised impetus to change’ (Hemmings, 

2012: 150). This thesis describes fourteen years in a complex world through my 

particular, partial, situated (Haraway, 1988) eyes and actions. However, this was 

collective action; nothing could have happened without the dynamic engagement of those 

around me, above all the artists. 

 

We live in a context of increasing global migration. War rages in Afghanistan, Libya, 

Sudan, Syria, Ukraine, Yemen and elsewhere; the United Nations High Commissioner for 

Refugees (UNHCR) statistics from 2022 define fifty-two percent of refugees and those 

needing international protection as coming from Syria, Ukraine and Afghanistan; 

migration figures attest to globally rising numbers, with most originating in sub-Saharan 

Africa (Mandal, 2023). The end of 2022 showed an increase of nineteen million people 

compared to the end of 2021, totalling 108.4 million people forcibly displaced due to 

persecution, conflict, violence and human rights abuse; whereas seventy percent of 

refugees flee to their neighbouring countries, Europe including Türkiye is also a 

destination, hosting 12.4 million, or thirty-six percent of global refugees including 

Ukrainians, a slight decrease of 90,300 estimated by May 2023 due to fewer Syrians 

entering (Ibid.). Artists and arts workers will of course be included in these statistics. My 

role was to assist them in their search for safety. To illustrate some of the dilemmas I, and 

the artists with whom I worked, consistently faced, I quote an extract from my diary 
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which was adapted later for an online magazine. It not only encapsulates, but serves as 

background for all of the work described in the thesis, whether I was working in 

confidence with an individual artist, or in public advocating for more support from key 

arts sector actors: 

A friend in Asia writes to me; he is concerned for the safety of another friend, a 
political cartoonist living in an increasingly repressive country where journalists 
and political cartoonists who criticise the government are disappearing. ‘Can you 
help?’ my friend asks. ‘Sure,’ I write back, ‘put us in touch with one another’ 
(Anonymised, 2020). And I inwardly sigh, thinking of the rough road ahead for 
the cartoonist. I think of all the difficult decisions s/he will have to make… at best. 
At worst, they will lose all control of where they want to be, to go, to work, to 
bring their immediate family, to earn a living, to be part of a community. In most 
cases, even with their level of professionalism, they will go not where they want 
to go, but where it is possible to go. Hailed as a hero in the Global North for brave 
political artworks that speak truth to power if lucky they may be invited to spend 
some weeks, or even longer, in an artist’s or writer’s residency. Better, if they have 
a PhD or can teach at university level, they may be able to obtain a place teaching 
or researching at a university, which will give status, a salary and a place to live. 
But few artists have these qualifications. And often the waiting lists for any of 
these options are years long. They might also have to stay and live with the danger. 
 
I contact the cartoonist and we outline the choices they have to make, the 
conditions these choices depend on, and the pros and cons of each. What threats 
have been received? What degree of danger is s/he facing and can it be 
documented with specific examples, dates, perhaps newspaper or media reports? 
Will they be safer if the threats are made public in their country, or internationally, 
or will this instead put them in greater danger? Do they have allies and if so, what 
could these do to help? Do they need legal or medical assistance? Can they keep 
a low profile for a short while, staying elsewhere in their own country until the 
heat dies down? What kind of passport do they have, and which countries readily 
accept it without long visa procedures? Which languages do they speak? Do they 
have family members who need to also leave due to the danger they may face by 
being associated? Do family members have valid passports? Can they stay alone 
or not? Is money an issue? What skills, outside of political cartooning, does the 
artist have? Do they have training or education certificates, or other proof of 
professional status? Are they in good health? Do they already have professional 
connections with any particular countries? Have they been published, or have they 
worked abroad? And so on. Each answer, like a computer game, flags up or shoots 
down a potential pathway that, in itself, may or may not lead to safety and security. 
As if safety and security were the only things a creative, engaged artist, or indeed 
any human, needs. 

(DeVlieg, 2020b) 
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This vignette illustrates the complexities surrounding artists who flee persecution by 

repressive elements in their society that deny the right to freedom of expression, in 

particular artistic expression. Arguably, the concept of the ‘artist-at-risk’ was inspired by 

the first Scholars at Risk conference at the University of Chicago in 1999 and likely first 

used to describe artists by Todd Lester, founder of freeDimensional, from 2005 (Lester, 

2010). The phenomenon of artists-at-risk has grown since 1989. This was when the fatwa 

against Salman Rushdie drew attention to the dangers that all writers, not only journalists, 

face. The vicious attack on Rushdie on 12 August 2022 highlights the worsening situation 

of artists whose work speaks freely and breaks repressive taboos (Root et al, 2022). My 

own commitment to artists-at-risk deepened when two theatre directors I knew were 

assassinated for their art practice, Mark Weil in Uzbekistan in 2007 (Whitlock, 2007) and 

Juliano Mer Khamis in Palestine in 2011(Shabi, 2011). Between 2009 and 2023, I assisted 

twenty-eight artists from eighteen countries to deal with significant persecution at home 

as a result of their artistic work. For many, the only solution was to leave their home, 

family, friends and public and move to a safer country. Because someone in a position of 

power had found political, religious or social offence in the artist’s film, song, dance, play 

or novel, the artist faced death threats, imprisonment, torture, physical or psychological 

harm. Yet artists use their artistic means to reflect what they see around them. They see, 

create, produce, present and diffuse the artistic expression of these reflections. Silencing 

them is an abuse of the recognised human right of freedom of expression as enshrined in 

the 1948 Universal Declaration of Human Rights and subsequent legal conventions. 

Moreover, silencing artists, whether through the means described above or through less 

violent or more subtle manoeuvres such as censorship, banning, de-platforming, 

withdrawal of resources or continuously unpredictable harassment and punishment, also 

deprives the public of other world views and ideas – access to which is also protected in 
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the human right of free expression. In other words, silencing artists doubly renders our 

shared world poorer, for the artists as well as society.  

 

Displacing an artist for their safety into another country and culture has consequences: 

for the artist and their social circle, for their old and a new potential public, and for the 

arts sector itself in both home and host countries. Not being recognised as an artist or 

being included in a professional network of peers is also a manner of silencing. I argue in 

this thesis that the internationally networked arts sector, connected by nature of their 

shared profession that values the arts, by international markets and educational exchanges 

alongside the historical, colonial, economic and political ties between countries, has a 

collective responsibility of care for its displaced peers arriving from other countries. It is 

a responsibility not only to the individual artists, but to the development of the arts 

generally; artists have always been mutually inspired by those from other countries 

(Fitzcarraldo, 2001; DeWit and Janssens, 2018; Boroweicki and Graddy, 2021). My 

confidential practice with artists informed my public work, which aimed to influence the 

arts sector in Europe in order to transform a rhetorical ethics of inclusion and care (Tronto, 

1990; Sevenhuijsen, 1998; Robinson, 2011) into concrete support for displaced artists-at 

-risk. I hoped that combining the artists’ experience and wisdom with my skills and 

contacts would foster conditions for more recognition, support and development for them 

in host countries in Europe, thus rendering our shared world richer.  

 

Although this thesis is focused on artists and the arts sector it necessarily speaks to 

migration and inclusion issues more widely. Accordingly, the World Migration Report 

2022 from the International Organisation for Migration (IOM) states that the number of 

migrants granted the status of refugees coming to Europe is significantly rising, if vastly 

minor in comparison with numbers hosted on other continents (International Organisation 
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for Migration, 2021). Although Türkiye was the largest country with over 3.6 million 

refugees, Lebanon, Pakistan and Iran were in the top ten (Ibid.) Seventy three percent of 

all refugees were hosted in their neighbouring countries, with the world’s least developed 

countries hosting twenty-seven percent (Ibid.). The media and popular politics continue 

to fearmonger but enact no viable, just and humanitarian solutions, while climate change, 

regional conflicts, authoritarian rule and poverty continue to drive migration. A Europe 

increasingly withdrawing into itself by defending its fortress-like borders against 

migrants risks impoverishing itself from experience, ideas and perspectives that from the 

beginnings of humanity have been enriched by human nomadism (Attali, 2005). What is 

at stake is not only the lives and productive professional development of artists relocated 

to Europe, but the strengthening and evolution of arts and culture in Europe through the 

arts sector’s capacity to learn through and work with, rather than against, humanity’s 

perpetual movement. Empathy is frequently noted as a product of the arts (Nussbaum, 

2010) and a central element of care and feminist perspectives (Hemmings, 2012). 

However, one can feel moved emotionally by a sad story while not doing anything 

concrete to address it, just as it is possible to mistakenly project one’s own outlook onto 

someone else. I cannot deny my own empathetic response to the artists with whom I have 

worked, as a mode of ‘prioritising embodied knowledge, affective connection and a desire 

to transform the social terrain’ (Hemmings, 2012: 151). However, I retain a self-critical 

awareness of this and other issues outlined in the two chapters that follow. My aims have 

been to draw attention to the disconnect between how the arts sector in Europe perceives 

itself – open, welcoming, supportive and culturally diverse – and the realities faced by 

artists waiting for protective relocation and subsequently affected by the conditions of 

displacement. I have endeavoured to modify policies and change behaviours; in other 

words, to ‘move from affective dissonance to affective solidarity’ (Ibid.: 150). 
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Increasing numbers of artists-at-risk are being relocated in Europe, but there is little 

published research and documentation about them or surveys of their absolute numbers 

(van Schagen, 2020; Mimeta, 2023). The Martin Roth Initiative, a project of the Goethe 

Institute and the ifa (Institut für Auslandsbeziehungen/German institute of foreign 

cultural relations) has commissioned and published nine studies, of which three are 

about artists – African and Latin American artists residencies in 2021 and relocation of 

artists to Europe in 2022 (Yazaji and Schmidt, 2022). Research done by NGOs such as 

ICORN and PEN is confidential. To my knowledge, no one has taken on the task of 

contacting the growing number of artists residencies offering short- or longer-term 

places in any attempt to definitively count the numbers. Different organisations define 

risk differently, ranging from direct death or imprisonment risk to a general climate of 

threat. Some artists have been offered placements or in organisations that are not 

exclusive to artists-at-risk, and inversely, some will be artists whose cases have not been 

verified by a competent NGO (Whyatt, 2023). 

 

Human rights defenders ‘are identified primarily by what they do rather than their 

profession’ (Human Rights House Foundation, 2018:4). Artists can be deemed human 

rights defenders when their work promotes or exemplifies human rights such as free 

expression, political, educational, cultural or women’s rights, for themselves, their 

communities or their countries through peaceful means and without discrimination. They 

thus may be considered as valid constituents of human rights defender NGOs; they may 

be considered artists by the arts sector, but they can also be unrecognised as belonging to 

one or the other sectors if their work combines elements of each. This transdisciplinary 

area is still growing and learning is taking place as numbers of at-risk artists globally 

increase annually; 1200 recorded violations of artistic freedom were recorded in 2021, in 

a context of increased global understanding of artistic freedom and of international 
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campaigns drawing attention to their cases (Freemuse, 2022). This thesis posits that the 

arts sector, in tandem with the human rights sector, could become a positive model of 

adapting to a new migration reality by collaboratively creating equitable long-term 

policies and practices for and with artists who have been persecuted and displaced from 

their home countries.  

 

This thesis frequently invokes terminology and legislation connected to free expression 

as a human right. The universality of human rights as set down in both binding and non-

binding international treaties has been contested as culturally Western-centric, a colonial 

legacy, secular and focused on the individual rather than the collective (Bielefeld, cited 

in Bechler, 2004). However, these accusations are considered defences of patriarchy and 

authoritarianism, especially by feminist legal experts such as Seyla Benhabib (2007) and 

Shirin Ebadi (2004). Lawyer and former United Nations Special Rapporteur Karima 

Bennoune writes: ‘Universality is not a weapon against cultural diversity, nor is cultural 

diversity a weapon against universality. The two principles are mutually reinforcing and 

interlocking. In today’s polarized world, we need a sophisticated multi-directional stance’ 

(2018b, n.p.).  

 

Artistic freedom as a right gained new attention from 2010 through its use during the 

Arab Spring revolutions (Cuny, 2023). Lawyer Paul Kearns has written that freedom of 

artistic expression in international human rights law had been ‘historically overlooked’ 

and ‘conspicuously problematic… despite being a judicially-recognised sub-category of 

freedom of expression, a fundamental human right’ (Kearns, 2020: 99). States are asked 

to sign and ratify internationally approved human rights legislation, and although various 

United Nations processes, such as Universal Periodic Reviews, aim to hold them to 

account, there are countries who neither sign, nor accept the international human rights 
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APPENDIX I: ‘Bridging Citizenship’ (2022b) 
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APPENDIX II: ‘Citizenship and Culture’ (2012) 
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ANALYZING THE ART OF RESISTANCE 
JULY 9, 2014 

 

By Mary Ann DeVlieg 

A theatre director is beaten and stabbed to death in front of his apartment. 
Another is shot to death in front of his wife and child. A filmmaker is 
kidnapped, his fingers cut off, and he’s le< to bleed along the roadside. A radio 
DJ wakes to see his car in flames. A writer comes home to a house drenched in 
kerosene. A dancer is raped. A performance ar@st is kidnapped and beaten. A 
singer is imprisoned for years. A television comedian is kidnapped, threatened 
and told to never work again or be killed. These are real cases of ar@sts whose 
artwork speaks truth to power and upholds social jus@ce. 

Shall we measure the work of these ar@sts by the number of people in their 
audiences, how many workshops they have given or how much turnover their 
ar@s@c output has generated, directly or indirectly, to the ‘evening economy’ of 
the city? Can these standardized indicators capture the depth or long term 
effect of thought-provoking ar@s@c interven@ons in highly charged public and 
poli@cal contexts? 

We are living in a period of measurement by economic indicators that define 
financial and legal support. The arts sector has con@nuously baulked at 
submiMng its ‘intrinsic values’ to market measures, even if it has been temp@ng 

https://worldpolicy.org/2014/07/09/analyzing-the-art-of-resistance/
https://worldpolicy.org/2014/07/09/analyzing-the-art-of-resistance/
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to play the risky game of ci@ng urban regenera@on and ‘crea@ve’ economic 
development as benefits. 

Today, we believe that public and private financial support ought to be 
awarded on the basis of objec@ve criteria that confirm an (o<en elusive) idea of 
quality. The distribu@on of money must be accountable to taxpayers and 
donors. Subjec@ve choice here is suspect, yet evalua@on concepts have been 
offered, argued, and contested with no clear conclusion. Are we hell-bent on 
finding the perfect means of objec@vely assessing ar@s@c quality, aesthe@c 
delight, taste, and the impact of thought on human development? 

Evalua@ng the impact of art and cultural ac@vity is tough already. Throwing in 
human rights and free speech complicates the issue. Support for human rights 
defenders who confront governments, civil or religious groups is jus@fied by 
interna@onal law. But how do we evaluate arts prac@ces that raise awareness 
of universal rights or individual iden@@es in situa@ons where they are 
denied?  Egyp@an writer Alaa Al-Aswany writes, “My father told me his legacy 
to me was prison cells. My legacy to my son will be prison cells.” On what 
‘impact measures’ are ar@sts risking their lives? 

More research is needed on alterna@ve methods to analyse fields that resist 
economic-based measurement. We need to describe the real impact of 
suppor@ng ar@sts and cultural communicators whose poli@cally or socially 
charged work places them into the crosshairs of repressive regimes intent on 
quashing perspec@ves differing from their own. If numbers-driven criteria can 
be supplanted by deeper, more long-term analysis, donors can feel confident 
suppor@ng such work. 

Some researchers are trying to explain what happens in circumstances where 
tradi@onal quan@ty measures are not the most meaningful indicators. In 
a recent ar@cle, Dr. Patrycja Kaszynska dissects “the difficult rela@onship 
between cultural value, economics and the problem of measurement and 
evalua@on.” She concludes that a major problem is the assump@on that a 
natural hierarchy of disciplines places economics on top, as the final arbiter of 
all other disciplines: a hierarchy, which is not accepted by many, and is 
accompanied by “the fear of fla\ening all expressions of value into a single 
register.” 

Regarding human rights, Johannes Thoolen adds, “ The first problem of 
assessment is that common to all human rights advocacy work, namely the 
difficulty of measuring and establishing a causal link between a par@cular 
interven@on and an outcome…. assessing advocacy for individual cases is the 
least developed.” 

http://culturalvalueinitiative.org/2014/04/18/culture-economics-looking-buried-hatchet-patrycja-kaszynska/
http://jhrp.oxfordjournals.org/content/early/2013/11/03/jhuman.hut024.abstract
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Clearly, the current means of valuing art that upholds social jus@ce is 
inadequate. There must be a more comprehensive method that brings together 
different disciplines as well as value systems and objec@ves. 

freeDimensional (fD) is one of a very few NGOs and non-profit associa@ons 
working at the intersec@on of arts and human rights. Since 2006, fD has 
supported ar@sts and culture workers whose ar@s@c work presents 
alterna@ves, challenges the status quo, a government line, or fundamentalist 
views. These cultural communicators may be threatened, their economic 
livelihood denied; they and their families can be physically harmed, imprisoned, 
or worse. fD recognizes them as doing the work of human rights defenders, 
iden@fies shelters in ar@sts residencies, and develops ar@sts’ safety networks in 
high risk regions. 

But non-profits such as fD are mired in the current evalua@on stalemate, 
pressed by funders to demonstrate impact in an interdisciplinary area 
comprising sectors bogged down by lack of adequate evalua@on 
methodologies. 

There is light at the end of the tunnel. At the upcoming Interna@onal 
Conference on Cultural Policy Research (ICCPR) in Hildesheim, Germany, fD 
will call out to universi@es and researchers interested in tackling these issues, 
iden@fying best prac@ces and exploring alterna@ve methods to describe the 
impact of suppor@ng ar@sts whose work defends human rights and social 
jus@ce. 

The challenge is about measuring the impact of work that influences thought, 
poses a ques@on to engrained perspec@ves, and may take years or even 
genera@ons to reach a concrete @pping point. Rebecca Solnit finds, “many now 
do not even hope for a be\er society, but they recognize it when they 
encounter it, and that discovery shines out even through the namelessness of 
their experience.” 

Let’s work across disciplines – cultural workers, human rights workers, 
universi@es, and researchers – to share informa@on, build upon lessons 
learned, and ul@mately find ways to measure impact and convince poten@al 
legal and financial supporters. It is important to uncover the ripple effects of 
these ar@sts’ courageous behaviour and in doing so, learn how to be\er 
support, defend, and protect those who undertake it, at great risk to their own 
safety. 

***** 

Mary Ann DeVlieg is the director for strategic development at freeDimensional.  

  

http://freedimensional.org/
http://artsfex.org/?page_id=239
http://iccpr2014.de/welcome/
http://www.nytimes.com/2009/09/06/books/review/Vanderbilt-t.html?pagewanted=all&_r=1&
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Artistic Freedom a Moveable Feast 
14 May 2018 
 
 
Despite the excellent work of FreeMuse, PEN, ICORN, freeDimensional, and the Arts 
Rights Justice EU working group, we need more involvement from the general public 
and from artists in the free world. Some of the major issues we are dealing with in the 
field of artist rights and safety include reaching artists in peril, assisting artists to 
escape home country threats, coordinating placement and host options, supporting 
threatened artists (including legal, medical, educational, and artistic support), and 
spreading awareness to arts communities and beyond. This series will highlight the 
work that is being done around artist rights and safety in the theatre world, in the hopes 
that we can ignite dialogue, spark further exploration, and encourage more people to 
get involved in this growing field.—Jessica Litwak, series curator 

 

What then is the role of art in a post-truth world? 

We call it that, “post-truth,” but we should call it “lies”—an era where some 
people are not ashamed to openly lie for their own ends. 

I do believe that the true nature of things comes out, and that’s why intentions in 
art are always revealed in the work. If artists are interested in their fellow humans 
and in this society, that will also come out in the work. I guess this interest is also 
called solidarity. Again, I don’t feel like artists should particularly be singled out, 
but we all need to question if we show enough solidarity with our fellow humans. 

—Wolfgang Tillmans 

We are living in a moment when many contemporary artists have turned to social 
engagement as an artistic form. Like philosophers, they bring into an investigative light 
the behaviours, words, and deeds that society is taking for granted. 

Like journalists uncovering embarrassing or illegal activities, artists thus become targets 
for repression by those who do not want an informed, questioning public. In most parts 
of the world, there is a “battle of narratives” in the public space. 

Freedom of expression as a concept has been around for a long time, but freedom 
specifically of artistic expression is relatively recent, although organisations such 
as PEN international or the UK’s Index on Censorship have been active for many 
years supporting writers. In 1998, Freemuse was founded, researching cases, 
advocating on behalf of censored, persecuted, and imprisoned musicians, and also 
negotiating behind the scenes for their freedom and safety. Freemuse is the only 
organization that publishes annual statistics on violations of freedom of artistic 
expression (for all art forms since 2014). Active since 1993, ICORN (the International 
Cities of Refuge Network) was established in 2006 and is now an international network 
of nearly seventy cities that host writers and other artists fleeing 
persecution. freeDimensional (since transitioned into ArtistSafety.net) was formed in 

https://pen.org/
https://www.icorn.org/
http://freedimensional.org/
https://cultureactioneurope.org/projects/arj-arts-rights-justice/
https://cultureactioneurope.org/projects/arj-arts-rights-justice/
https://nyti.ms/2GkwKy5
http://www.alvanoe.com/strange-tools/
http://pen-international.org/
https://www.indexoncensorship.org/
https://freemuse.org/
https://freemuse.org/resources/item/state-artistic-freedom-2018/
https://www.icorn.org/
http://freedimensional.org/
http://artistsafety.net/
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2006 as well—a ten-year project that matched artists-at-risk (as they are called) with 
artists’ residencies to host them in safety. 

Artists-at-risk are those whose artwork speaks truth to power, upholds 
social justice ideals, and exercises human rights, and as a direct result, they 
see their human rights threatened, abused, or violated. 
 

In 2017, Freemuse cited 533 cases in seventy-eight countries, saying, “This is only the 
tip of the iceberg”—there are many more that are unreported. Reported numbers are 
constantly rising, probably due to growing visibility of the phenomena. Although some 
artists are uneasy with the title, the recognition of artists as human rights defenders 
(HRDs) has been crucial, because human rights and freedom of expression NGOs have 
systems of monitoring abuses as well as support programs and funds to protect HRDs. 
Gradually, increasingly, artists, arts organisations, and individuals who support at-risk 
artists can access these systems and are setting up artists-at-risk-specific programs 
including funds, scholarships, or relocation to temporary safe residencies. 

In 2013, a landmark report was presented to the UN by Farida Shaheed, then the UN 
Special Rapporteur in the Field of Cultural Rights. Her report, The Right to Freedom 
of Artistic Expression and Creation, highlights art’s specificities, among which: 

…artists may entertain…, but they also contribute to social debates, sometimes 
bringing counter-discourses and potential counterweights to existing power 
centres. …contesting meanings and revisiting culturally inherited ideas and 
concepts…/… An artwork differs from non-fictional statements… interpretations 
given to an artwork do not necessarily coincide with the author’s intended 
meaning. Artistic expressions and creations … should not be reduced to be 
carrying a specific message or information. 

https://freemuse.org/news/un-report-on-the-right-to-artistic-expression-and-creation-now-available/
https://freemuse.org/news/un-report-on-the-right-to-artistic-expression-and-creation-now-available/
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Arts Rights Justice Academy, University of Hildesheim 2017. Photo by Clemens 
Heidrich. 

 

Artists-at-risk are those whose artwork speaks truth to power, upholds social justice 
ideals, and exercises human rights, and as a direct result, they see their human rights 
threatened, abused, or violated. We use the umbrella term “censorship,” but there are 
several degrees, from the annoying to the deadly: 

• A gallery or theatre decides to cancel an event due to public or private pressure. 
• A sponsor withdraws a prize for an artist’s controversial work; public subsidy 

is cut or a city council cancels permission to use a studio or rehearsal space. 
• The artist is put on a secret blacklist by the public authorities. 
• A group threatens or destroys artworks, or blocks public entry to a theatre 

performance. Police use the excuse of protecting the public and force the 
closure of an event. 

• Artists or their loved ones are threatened or physically harmed. 
• Or the artists are simply murdered. 
• Or they are arrested as a warning, or put in prison, or left in prison for years in 

the hope that their public will forget them. 
• Indirect censorship can include loss of subsidy or sponsorship; loss of premises, 

loss of exhibitions or bookings; lack of police protection. Censorship of the 
market happens when publishers are afraid to publish or creating, maintaining 
and developing audiences are obstructed through bans of the work. 

https://www.theguardian.com/world/2018/feb/22/madrid-mayor-boycotts-arco-art-fair-opening-censorship-row-political-prisoners
https://www.washingtonpost.com/blogs/arts-post/post/lacoste-elysee-prize-withdraws-nomination-of-palestinian-photographer/2011/12/21/gIQAcWCM9O_blog.html?utm_term=.1b23b32945ff
https://news.artnet.com/art-world/south-korea-cho-yoon-sun-artist-blacklist-1207286
https://anfenglish.com/news/another-art-exhibition-attacked-in-istanbul-2189
https://www.theguardian.com/uk/2004/dec/20/arts.religion1
https://en.wikipedia.org/wiki/Juliano_Mer-Khamis
https://en.wikipedia.org/wiki/Mark_Weil
https://en.wikipedia.org/wiki/Ashraf_Fayadh
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• Freedom of mobility is threatened when artists are denied visas or banned entry, 
as recently in the USA, and many face aggressive interrogation at airports. 

 

There is increasing danger to artists on social media, with threats coming from those 
who disagree with them on issues their work speaks to (such as women’s rights, 
religion, rights of minorities, or political affiliation). Social media platforms themselves 
are guilty of censoring work that should be legally shown. 

Finally, self-censorship is abundant where and when artists feel threatened. In 2015, 
“almost half of the 2,900 Swedish artists who responded to a questionnaire had 
experienced threats and violence due to their work, mainly by ‘right-wing extremists 
and racists,’ and a third had withdrawn from the public domain or abandoned certain 
themes” (Swedish Agency for Cultural Policy Analysis, 2016). 

The State is charged with protecting and defending the rights it has put into law, yet the 
State is the perpetrator in the majority of violations—by failing to enforce international 
laws they have signed, failing to protect artists or failing to punish those who repress 
artists. Non-State perpetrators include: 

• educational institutions (firing teachers) 
• mass media, broadcasting, telecommunications, and production companies (not 

diffusing work) 
• unions (prohibiting an artist from working by denying membership) 
• armed extremists, organized crime (drug mafia and gangs) 
• religious authorities, traditional leaders 
• corporations, distribution companies and retailers, sponsors (big multinationals 

suing artists for breach of copyright) 
• civil society groups, associations, and so on (censorship of the mob, street 

censorship) 
Governments use various laws as pretexts to silence artists: 

• Sedition, anti-discrimination, or hate speech 
• Terrorism 
• Disturbance of the public order 
• Blasphemy (in Myanmar, a café owner from New Zealand was sentenced to 

two-and-a-half years’ imprisonment and hard labour for insulting Buddhism by 
using an image of Buddha wearing headphones in a post on Facebook.) 

• New laws against fake news 
• Obscenity: in the USA, religious groups have tried to cover up nude statures in 

public parks 

https://www.ifex.org/united_states/2017/03/08/interrogation-artists-writers/
https://www.politico.eu/article/norwegian-prime-minister-facebook-wrong-to-censor-vietnam-war-picture/
http://uis.unesco.org/sites/default/files/documents/reshaping-cultural-policies-2018-en.pdf
https://www.nytimes.com/2015/03/18/world/asia/myanmar-sentences-3-to-prison-for-defaming-buddhism.html
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In her 2017 report on the contribution of artistic and cultural initiatives to creating and 
developing right-respecting societies, the current UN Special Rapporteur in the field of 
cultural rights Karima Bennoune states that abuses, 

Often involve attempts at cultural engineering aimed at redesigning culture based 
on monolithic world views, focused on ‘purity’ and enmity toward ‘the other,’ 
policing ‘honour’ and ‘modesty,’ claiming cultural and moral superiority, 
imposing a claimed ‘true religion’ or ‘authentic culture’ along with dress and 
behavior codes often alien to the lived cultures of local populations, stifling 
freedom of artistic expression and curtailing scientific freedom. 

There is widespread ignorance of what is actually permitted or prohibited legally. 
Artists and arts professionals do not fully understand the law. Often international law 
has been ratified but is not enforced, or there are still national laws in the books that 
actually contravene international law—which, by the way, takes precedence over 
national legislation when ratified by a country. 

The State is charged with protecting and defending the rights it has put into 
law, yet the State is the perpetrator in the majority of violations—by failing 
to enforce international laws they have signed, failing to protect artists or 
failing to punish those who repress artists. 
 

And, of course, the general public hardly ever understands what is legally permitted and 
because arts organisations have not worked to deepen their understanding, the public is 
often unsympathetic to the artist or art work. In almost all cases of public 
demonstrations against an art work, the demonstrators have not read the book, nor seen 
the play or movie, nor taken the opportunity to understand the artist’s intention in 
making the work. The general public can be our biggest threat or our most solid support. 
When incited by populists, they can protest blindly, manipulated by fear, hatred, or their 
own existential frustrations. Yet they can also stand up for “their” local arts 
organization. Dialoguing deeply with audiences well before any controversy arises is 
clearly a responsibility of arts organisations all over the world today, and 
some museum directors in the USA are calling for more action in this regard. 

In a few countries, specialist lawyers, associations, or organisations defend the arts and 
artists against illegal violations of freedom of expression. It is crucial that lawyers and 
judges everywhere become more informed. 

States, police, or other public services responsible for protecting freedom of expression 
often demonstrate ignorance of the law, wrong interpretation, or wilful transgression. 
Imprecise and undefined legal concepts such as insult, glorifying terrorism, or 
blasphemy are cited inaccurately. Although Iceland, Malta, and Denmark have all 
recently removed their national laws against blasphemy, UNESCO reports that 
“…insult to religion and blasphemy, as well as perceived transgressions of traditional 

http://www.ohchr.org/EN/Issues/CulturalRights/Pages/AnnualReports.aspx
https://news.artnet.com/art-world/dana-schutz-controversy-recent-protests-changed-museums-forever-1236020#.Wp71CEnCaS0.email
http://uis.unesco.org/sites/default/files/documents/reshaping-cultural-policies-2018-en.pdf
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and conservative values, accounted for over a third of court cases against artists 
worldwide in 2016.” 

The laws state that everyone, everywhere, no matter what their political or religious 
persuasion, has the right: 

• To hold opinions 
• To receive and share information and ideas 
• To express, seek out, find and access opinions (in certain conditions, including 

those which others might find offensive) 
International conventions include freedom of thought, conscience, and religion but also 
the right to peaceful assembly; freedom of association; the right to form and join trade 
unions; to benefit from the protection of the moral and material interests resulting from 
any literary or artistic production of which a person is the author; the right to leisure 
(the rights of children include the right to play). 

Arts Rights Justice Academy, University of Hildesheim 2017. Photo by Clemens 
Heidrich. 
 

Freedom of artistic expression is included in many of the United Nations’ international 
legal instruments ratified by many countries around the world. They include the 
Universal Declaration of Human Rights 1948; International Conventions on Civil and 
Political Rights (ICCPR) and on Economic, Social and Cultural Rights (ICESCR) from 
1996; Convention on the Elimination of Racial Discrimination (CERD)1969 and several 
others. In 2005 UNESCO published its first Global Report on the Protection and 
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Promotion of the Diversity of Cultural Expressions, monitored and updated with a 
“global report” every two years. In its most recent Global Report, Chapter 10, 
Promoting the Freedom to Imagine and Create, focuses on freedom of artistic 
expression. Signatories to the 2005 UNESCO cultural diversity convention are asked to 
go further than mere protection, and to actively enact supportive policies and funding. 

Although the rising interest in protecting and defending freedom of artistic 
expression is absolutely to be welcomed, there is still much to do to develop 
public understanding and support, as well as informing professionals in the 
arts and legal sectors. 
 

On a regional level, in the EU there are several references including the EU Guidelines 
on Freedom of Expression Online and Offline from 2014. These EU guidelines play 
an important role, not only in EU Member countries but also for EU delegations and 
diplomats stationed in non-EU countries. Artists are explicitly mentioned in the 
definition of human rights defenders in the texts. 

Of course, artists are not obliged to offend, insult, or provoke, just as audiences are not 
obliged to see the work, read it or listen to it. Many are surprised to learn that it 
is permissible to insult or offend. Why? Because such accusations are subjective: what 
may be insulting or offensive to one person may not be at all upsetting to another. The 
laws were formulated to protect someone expressing their freedom of opinion from, for 
example, governments, extremists, or social groups who merely do not like those 
opinions. International law has thus set a number of tests to ascertain if the suppression 
of free speech is legitimate or not. 

There are tests for the legality and necessity of suppression, and to assess the 
proportionality of the action taken. The context of an insult will be examined by lawyers 
according to seven factors: 

1. what was said, 
2. who said it and to whom, 
3. how was it said, 
4. when was it said, 
5. where it was said, 
6. what intent the speaker had, and 
7. what impact the statement had (Article 19) 

 

This article cannot trace the history of the emergence of arts-specific initiatives, but we 
can briefly describe the main essential responses: advocacy (public and 
private); relocation to safe places; emergency funds to assist in the costs of relocation, 

http://en.unesco.org/creativity/global-report-2018
https://eeas.europa.eu/sites/eeas/files/eu_human_rights_guidelines_on_freedom_of_expression_online_and_offline_en.pdf
https://eeas.europa.eu/sites/eeas/files/eu_human_rights_guidelines_on_freedom_of_expression_online_and_offline_en.pdf
http://hrlr.law.columbia.edu/2017/11/15/the-right-to-insult-in-international-law/
https://www.article19.org/
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lawyers and medical support; and training for the arts sector, activists, lawyers and 
jurists, and NGOs. 

Several new initiatives have been recently founded or funded, such as ARC, the Artists 
at Risk Connection, based in New York at PEN America that features a database of 
organisations that assist artists-at-risk, or the Artists Protection Fund, also based in 
New York, that, like ICORN, places artists in safe residencies or universities. Free 
speech advocates are starting to support artists although the big NGOs tend to focus 
only on the most famous cases. More artists residencies are offering to host artists-at-
risk, although the residency period needs to be longer than usual and residency staff 
require training to psychologically and professionally support the artist. These programs 
usually include formal “verification” to ascertain if the story of the defender is 
legitimate and the degree of danger is serious. But we are also finally beginning to look 
into the importance of supporting the relocated artist to integrate fully in their new life 
and work environment. Still, relocation or international advocacy campaigns treat 
symptoms. The causes are more deeply rooted in societies. 

There are also some good models such as Index on Censorship’s “Law Packs"—online 
booklets created by artists, lawyers, and the police that outline the most common legal 
accusations against artists, how artists can prepare and protect themselves, what the law 
actually says and guarantees, how to approach the police if necessary. The Law Packs 
only refer to UK law but they are an excellent model that other countries could adapt. 

Another good initiative is the annual ARJ (Arts-Rights-Justice) Academy at the 
University of Hildesheim in Germany. It brings together arts associations or 
organisations, artists, lawyers, human rights, and free speech NGOs to share knowledge 
and expertise. 

Emergency Funds to assist in relocation, legal and medical costs for verified cases are 
accessible by artists-at-risk, sometimes in collaboration with their hosts. EU 
ProtectDefenders is a consortium of twelve HRs NGOs working internationally funded 
by the European Commission. From the USA, Freedom House runs similar 
international programs and there are other activist support organisations that may 
support artists, specifically for women, or other targeted defenders, such 
as LGBTQI advocates. 

Although the rising interest in protecting and defending freedom of artistic expression is 
absolutely to be welcomed, there is still much to do to develop public understanding 
and support, as well as informing professionals in the arts and legal sectors. Let’s face 
it, it would be better if we did not even have to relocate artists or defend artistic freedom 
because the popular and legislative climates in our countries were favourable. As 
Tillmans points out to those of us in the arts sector, it’s all about solidarity. 

 
 

 

https://artistsatriskconnection.org/
https://artistsatriskconnection.org/
https://www.iie.org/Programs/Artist-Protection-Fund/About
https://www.indexoncensorship.org/campaigns/artistic-freedom/art-and-the-law/
http://arts-rights-justice.de/
http://arts-rights-justice.de/
https://www.protectdefenders.eu/en/index.html
https://www.protectdefenders.eu/en/index.html
https://freedomhouse.org/
https://urgentactionfund.org/
https://www.astraeafoundation.org/
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Stand for Art GLOSSARY 
Compiled by Mary Ann DeVlieg with Legal Defini;ons by Eleni Polymenopoulou  
for al Mawred al Thaqafy 
24 July 2023 
 
 Ar$sts and Human Rights Defenders 
 
Ar$st at risk – an ar;st who is persecuted due to their artwork. They may face 
repression from the state, police, mili;a or other government authori;es; by social or 
religious groups, by na;onalis;c or poli;cal fac;ons; through racial or gender 
discrimina;on; by commercial interests, through false accusa;ons, falsified criminal 
charges or other aNempts to stop their work as ar;sts.  They may be blacklisted, 
threatened, prohibited from assembling with others, prohibited from doing their 
artwork, arrested, detained, tortured, killed. Their friends and families may be similarly 
threatened as a warning or punishment.  
 
Ar$st impacted by displacement- ar;sts whose displacement, a result of their strong 
ar;s;c engagement, has largely been involuntary as the only reasonable op;on open 
to them. They are ar;sts in exile, constrained to move from their home territory, socio-
cultural environment and usual ar;s;c ac;vi;es due to a number of factors. These may 
include armed conflict; natural disasters and severe clima;c changes; viola;ons against 
recognized human rights such as those protec;ng and defending free expression, the 
rights of women, the rights of children, the right to educa;on, religious freedom, 
freedom of sexual orienta;on; as well as circumstances depriving them of their 
recognized economic rights and cultural rights. With legal status in their new host 
country denied or postponed, their civic status may be in flux: they may be seeking 
asylum, have gained (or not) refugee status, be clandes;ne or simply classed as a 
migrant.  Because their art works oXen ‘speak truth to power’, repressive elements in 
their socie;es want them silenced. Due to their art prac;ces, they encounter 
censorship, persecu;on, viola;ons of basic human rights, imprisonment, physical and 
mental harm, even death.  These are ar;sts who, when lacking a civil status in their 
new host country, cannot enjoy the same rights as other ar;sts who are ci;zens or 
have a similar legal status.  
 
(DeVlieg, ‘Ar;sts, Displacement and Belonging’, IFACCA, 2019) 
 
 
Human Rights Defender (HRD) – Human rights defenders are those individuals, groups 
and organs of society that promote and protect universally recognised human rights 
and fundamental freedoms. Human rights defenders seek the promo;on and 
protec;on of civil and poli;cal rights as well as the promo;on, protec;on and 
realisa;on of economic, social and cultural rights. Human rights defenders also 
promote and protect the rights of members of groups such as indigenous communi;es. 
The defini;on does not include those individuals or groups who commit or propagate 
violence. A HRD must not deny anyone else any recognised human right.  
Ar$st-as-HRD – In some cases an ar;st can be considered as a human rights defender 
and benefit from the resources available to medical and legal assistance and temporary 
reloca;on. If the ar;st’s work expresses universally recognised human and cultural 
rights such as (but not limited to) expressing in their own language, behaving according 
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to their own customs, upholding rights of women or minori;es, expressing a poli;cal 
preference, associa;ng with others, and so on.  Note that this is not limited to poli;cal 
or religious artwork; the ar;st may be ‘performing’ or embodying their rights or the 
rights of their community in their art prac;ce.  
 
 
 
See also the 1998 UN Declara;on on the Right and Responsibility of Individuals, Groups 
and Organs of Society to Promote and Protect Universally Recognized Human Rights 
and Fundamental Freedoms (in Arabic: hNps://www.ohchr.org/ar/instruments-
mechanisms/instruments/declara;on-right-and-responsibility-individuals-groups-and  
 
 Reloca$on and Ar$sts Residencies 
 
Ar$sts’ residency, at-risk ar$sts residency – a facility such as a studio, offered to an 
ar;st for a specified period of ;me in order to work on ar;s;c projects.  It may be paid 
by the organisa;on or a third party through a s;pend or scholarship, or may require 
payment by the ar;st.  It may come with a living space or not.  It may come with 
materials appropriate to the ar;st’s work or not. hNps://en.wikipedia.org/wiki/Ar;st-
in-residence   At-risk ar;sts residencies offer ;me out and a safe space for an ar;st who 
is persecuted.  
 
Temporary reloca$on - A measure for assistance and protec;on of human right 
defenders (HRDs) in danger, by suppor;ng them to relocate inside their country, within 
their region or abroad in case of urgent threat and where appropriate, issuing 
emergency visas and facilita;ng temporary shelter in other states. 
 
Visa - A visa is an official document that allows the bearer to legally enter a foreign 
country. The visa is usually stamped or glued into the bearer’s passport. There are 
several different types of visas, each of which afford the bearer different rights in the 
host country. See this comprehensive website that describes visa types, which 
countries you can or cannot enter with your passport, etc. (It is USA based, but covers 
interna;onal info.)  hNps://www.passpor;ndex.org/visa.php  
hNps://www.passpor;ndex.org  
 
 
 Peer Coaching and Care 
 
Peer coaching - Peer coaching (also known as co-coaching) is a confiden;al process 
where two or more people, who are at a similar level in their jobs or a similar situa;on, 
support each other to work through challenges they are facing. During a coaching 
session, peer coaches take turns to coach each other. A peer coach ac;vely 
‘reflec;vely’ listens without judgment, reflects back what they are hearing, asks ‘open 
insighkul ques;ons’, and supports their peer coaching partner(s) to come to a new 
realiza;on about their blocked situa;on, see it from a different perspec;ve, 
understand more op;ons, decide on a course of ac;on and so on.  It is a technique, it 
can be learned, there are many people who can teach it but it can also be done 
informally. It takes some prac;ce to be good at asking open insighkul ques;ons. It 

https://www.ohchr.org/ar/instruments-mechanisms/instruments/declaration-right-and-responsibility-individuals-groups-and
https://www.ohchr.org/ar/instruments-mechanisms/instruments/declaration-right-and-responsibility-individuals-groups-and
https://en.wikipedia.org/wiki/Artist-in-residence
https://en.wikipedia.org/wiki/Artist-in-residence
https://www.passportindex.org/visa.php
https://www.passportindex.org/
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cannot be a ‘leading’ ques;on reflec;ng an opinion that the asker has. It cannot be 
answered with yes or no or a single word. OXen it starts with how, why or what… 
The experts on relocated ar;sts and those accompanying them are in fact the relocated 
ar;sts and the people who accompany them.  Thus, peer coaching can be a useful, 
economically viable way of fostering mutual support and advancing knowledge and 
exper;se in a sector.  
 
Care and Self-Care - A focus on self-care and care in general has been a tendency in the 
arts already for some years (we can see it even in the 1970s) reflec;ng the difficul;es 
of women and carers in the professional arts, the high rate of burnout amongst ar;sts 
and arts managers, and doubtless the Covid pandemic that exacerbated exis;ng 
precarity in the arts.  That ‘care’ and ‘self-care’ has become both an industry and a 
social phenomenon linked to so-called ‘snowflakes’, has made it ubiquitous. In the last 
few years, ‘care’ as a conference, training and project theme has proliferated to the 
extent that some people are ;red of it.  However, it is s;ll an issue; people in the arts 
are s;ll burning out, and they include the case workers of staff members who are 
charged to accompany relocated ar;sts-at-risk, themselves oXen trauma;sed and 
needing care. 
 
There are a few issues we can list with regard to case workers and relocated or 
persecuted ar;sts: 
 
In the arts we are passionate.  We tend to work too hard, never say ‘no’ to anything 
and feel guilty if we are not doing something expected of us. 
 
Arts managers or operators are trained to ‘serve ar;sts’.  If an ar;st at risk is relocated 
to our organisa;on and we have the job to accompany them, their needs are oXen 
more than we can realis;cally fulfil.  OXen there is no one sharing the job with us, and 
no one for us to go to for help. 
 
In terms of the ar;st themself, genng psycho-social help may be embarrassing or 
unacceptable in their home culture.  The ar;st may not even know that they need this 
type of help.   
 
They may have some sessions with someone in one type of therapy that is not a good 
fit for them, and give up, not realising that there are many different approaches.  
 
If the relocated ar;st is legally or securely in a country with good, public social and 
health services, they may be able to get free care.  The residency where they are 
‘should’ be able to guide them to these services. But they may not be in such a country, 
do not have the right kind of visa, or are do not have a legal statute that allows them 
access to these services. 
 
There is a professional code amongst psycho-social therapists that no one should give 
services for free.  This is in order to keep a level playing field and ensure everyone can 
be properly paid for their work (depending on the country more or less 100 $ or € per 
session). However, this is a dilemma for a persecuted ar;st, relocated, with very liNle 
or no income. 
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 Law 
 
Law - General 
 
Law: a set of rules regula;ng human behavior and a source of restraint  
Domes;c law: the law applicable within the jurisdic;on of a State  
Jurisdic;on: power, including judicial authority (i.e., courts or states exercise their 
jurisdic;on)  
Civil law: the oldest civil legal tradi;on (Europe, France, Germany) 
Common law: the common law tradi;on (US, Australia, UK, India ...)  
Islamic law: the Muslim legal tradi;on (Muslim States) 
‘Hybrid’ legal systems: States whose legal systems have significant influences of more 
than one legal tradi;on (e.g., mixture of civil law and Sharia law) 
Private (civil) law: rules regula;ng rela;ons among individuals  
Public law: rules regula;ng rela;ons among individuals and States  
Tort: a branch of private law about civil wrongs generally entailing liability / individuals’ 
acts or omissions that cause harm to others, interpersonal wrongs (e.g. negligent 
injury; civil defama;on) 
Criminal law: the body of law concerning crime and punishment, generally involving 
the State prosecu;ng authori;es  
Plain;ff: the complaining party  
Defendant: the one against whom a claim is brought   
Cons;tu;on: The highest form of law within a State  
Legal precedent (stare decisis): may have important value in some cases, especially in 
common law systems (judicial law making)   
Regula;ons / policies: rules of norma;ve content, issues by public authori;es, bodies 
of the public administra;on    
Legal principles: values entrenched in the law, e.g., no crime should be punishment 
twice, no punishment without law 
Judgements: Final decisions issued by courts, are binding upon par;es  
Provisional measures (precau;onary measures): measures ordered by courts under a 
usually succinct or rapid procedure intended to prevent harm, usually aiming at 
protec;ng persons at risk and while a judgement is pending  
 
Legal Defini$ons Regarding Ar$s$c Freedom and Crea$ve Prac$ce  
 
Common restric;ons [to freedom of expression and crea;ve prac;ce]:  all restric;ons 
imposing subsequent liability on the grounds of protec;on of either private or public 
interests These can include protec;on of children, women, religious or cultural 
standards, property, terrorism, state secrets  etc. and are some;mes legi;mate and 
some;mes unlawful pretexts   
Censorship (non-legal term): a generic no;on that encompasses all situa;ons where 
the free flow of informa;on is unduly inhibited – it involves all types of stringent or 
overbroad restric;ons to freedom of speech, including aNempts to limit dissent. 
‘Censorship’ is a generic term and can be used to cover a range of ac;ons from edi;ng, 
banning, taking books or films from the market to harassment, in;mida;on, threats, 
blacklis;ng, arrest, detainment, torture, killing. 
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Prior censorship (legal term): imposi;on of prior restraints by State’s organs, i.e. any 
aNempt by State’s organs (judiciary, legislature etc) to suppress in advance of 
publica;on. 
Collateral censorship: censorship exercised by private actors rather than the State, 
especially social media and internet plakorms 
Interference with a right / infringement of a right: restric;on, limita;on  
Defama;on (tort, criminal): tort and in some cases, crime, involving harming or 
damaging one’s reputa;on  
Media regula;on: the senng of rules for the media (and oversight of compliance with 
those rules), most of the ;mes lawful  
State regula;on: regula;on through government / public bodies (bodies that operate 
within the public sector)    
Classifica;on commiNees: bodies that regulate arts and entertainment, including 
through classifica;on decisions and screening visas    
Judicial review: the ability to request through judicial means the review of the decision 
or ac;on of an administra;ve / execu;ve / legisla;ve public body (e.g. classifica;on 
authority), in order to determine its lawfulness  
Statutory regula;on: regula;on through bodies that are set up and operate under 
legisla;on 
Self-regula;on: informal regula;on through independent bodies, voluntary/ self-
regulatory bodies, with minimal control or influence by the government 
 
 
Interna$onal Law  
 
Interna;onal law (public): The rules primarily regula;ng conduct between States, and 
also interna;onal organisa;ons (IOs) 
Sources of interna;onal law: primarily include trea;es, and customary interna;onal 
law  
Trea;es: Interna;onal agreements between States in wriNen form governed by 
interna;onal law, they are generally binding upon States (resolu;ons, declara;ons etc 
are not trea;es)  
Customary interna;onal law: State prac;ce accompanied by ‘belief’ of a legal 
obliga;on, e.g. prohibi;on of torture) 
United Na;ons Charter (1945): the document establishing the United Na;ons  
United Na;ons: an interna;onal organisa;on, established with the purpose to 
‘maintain interna;onal peace and security… To develop friendly rela;ons among 
na;ons .. and to take other appropriate measures to strengthen universal peace .. to 
advance Human Rights and the rule of law domes;cally ..’ 
Interna;onal human rights law: The part of interna;onal law that deals with individual 
rights and State du;es under interna;onal law   
Sources of interna;onal human rights law: primarily human rights trea;es, especially 
those concluded under the auspices of the United Na;ons, and customary law  
 
 Human Rights Instruments and Bodies  
 
Major Universal Human Rights Instruments and Bodies 
 
The Interna;onal Bill of Rights: UDHR, ICCPR and ICESCR  
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UDHR: Universal Declara;on of Human Rights: the first standard-senng document that 
was passed by a United Na;ons General Assembly Resolu;on on the 10 December 
1948  
ICCPR: Interna;onal Covenant on Civil and Poli;cal Rights: the leading interna;onal 
human rights treaty in the area of civil and poli;cal rights 
ICESCR: Interna;onal Covenant on Economic, Social and Cultural Rights: the leading 
interna;onal human rights treaty in the area of socio-economic and cultural rights  
interna;onal human rights bodies: bodies that overview human rights trea;es (treaty-
based and charter-based) 
Treaty bodies: expert bodies (i.e. bodies consis;ng of experts in the area of human 
rights law) established in the context of the United Na;ons, to monitor and implement 
human rights trea;es, e.g. the CEDAW CommiNee: the body of experts monitoring the 
implementa;on of the CEDAW (the Conven;on on Elimina;on of Discrimina;on 
against Women)  
UN Human Rights CommiNee: the main body that interprets and monitors the 
implementa;on of the ICCPR  
The UN CommiNee on Social, Economic and Cultural rights (ESCR CommiNee): the main 
body that interprets and monitors the implementa;on of the ICESCR  
The UN Human Rights Council: the main poli;cal body of the United Na;ons (charter-
based body) working in the area of human rights law 
UN Special Procedures / Special Rapporteurs: independent experts established under 
the mandate of the UN Human Rights Council   
 
 
Major Regional Human Rights Instruments and Bodies Outside the Arab World 
 
Trea&es  
 
European Conven;on of Human Rights (1950): the first Human Rights instrument 
nego;ated in the context of the Council of Europe (CoE) = 47 member States 
Charter of Fundamental Rights of the European Union (2000) (‘the Nice Charter’): main 
Human Rights instrument nego;ated in the context of the European Union (EU) (= 27 
member States), binding since 2009  
American Declara;on on Human Rights passed in the context of the Organiza;on of 
American States (OAS) (=35 member States)  
American Conven;on on Human Rights nego;ated in the context of the Organiza;on 
of American States (OAS)   
The African Charter on Human and Peoples’ Rights (ACHPR, ‘the Banjul Charter’) in 
1981.  (54 out of the African Union’s 55 States have signed it) 
 
Main Human Rights Bodies 
 
European Court of Human Rights (Strasbourg, France)  
European Court of Jus;ce (Luxemburg)  
European Commissioner for Human Rights (HR) currently: Dunja Mijatović from Bosnia 
and Herzegovina, elected in 2018) 
European Commission against Racism and Intolerance (ECRI)  
Inter-American Commission on Human Rights (IACHR Commission) (in Washington DC) 
Inter-American Court on Human Rights (IACHR Commission) (in Costa Rica) 
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African Commission of Human and Peoples Rights (in Banjul, Gambia) 
African Court of Human & Peoples Rights (in Arusha, Tanzania) 
 
 
Major Regional Human Rights Instruments and Bodies in the Arab World 
 
Arab Charter of Human Rights nego;ated in the context of the League of Arab States 
(LAS) (=22 member States)  hNp://www.lasportal.org  
Arab Court of Human Rights: its statute is established but not func;oning yet  
Organiza;on of the Islamic Coopera;on (OIC) (=57  member States (Syria suspended) 
hNp://www.oic-oci.org/oicv2/  
- OIC Documents : the Universal Islamic Declara;on (1981) 
hNp://hrlibrary.umn.edu/instree/islamic_declara;on_HR.html ; Cairo Declara;on on 
Human Rights in Islam (1993) hNp://hrlibrary.umn.edu/instree/cairodeclara;on.html  
  

http://www.lasportal.org/
http://www.oic-oci.org/oicv2/
http://hrlibrary.umn.edu/instree/islamic_declaration_HR.html
http://hrlibrary.umn.edu/instree/cairodeclaration.html
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MAIN INTERNATIONAL CONVENTIONS REGARDING ARTS AND CULTURE 
Compiled by Mary Ann DeVlieg for al Mawred al Thaqafy 
24 July 2023 
 
To find out if your country has ra$fied these trea$es:  Country-by country list of 
states that have ra$fied human rights trea$es and the current status in those 
countries of the legisla$on: h[ps://indicators.ohchr.org  
 
Universal Periodic Reviews: To see what other countries and the UN has 
recommended regarding the progress (or not) of your country in achieving the goals 
in the trea$es:  h[ps://www.ohchr.org/en/hr-bodies/upr/documenta$on  
 
 
I.  UNITED NATIONS 
 
The Universal Declara$on of Human Rights (UDHR) 1948 this is non-binding, but 
norma$ve, in the sense that it creates interna$onal standards: codifica;on of 
customary interna;onal law or a reflec;on of the general principles of interna;onal 
law)  To create binding legisla$on, the UN and its member states created the two 
conven$ons listed below. 
In Arabic:  
hNps://www.ohchr.org/en/human-rights/universal-declara;on/transla;ons/arabic 
 
This is a milestone document in the history of human rights. DraXed by representa;ves 
with different legal and cultural backgrounds from all regions of the world, the 
Declara;on was proclaimed by the United Na;ons General Assembly in Paris on 10 
December 1948 (General Assembly resolu;on 217 A) as a common standard of 
achievements for all peoples and all na;ons. It sets out, for the first ;me, fundamental 
human rights to be universally protected and it has been translated into over 500 
languages. The UDHR is widely recognized as having inspired, and paved the way for, 
the adop;on of more than seventy human rights trea;es, applied today on a 
permanent basis at global and regional levels (all containing references to it in their 
preambles).  
 
Important for us:  

Ar$cle 19 
Everyone has the right to freedom of opinion and expression; this right includes 
freedom to hold opinions without interference and to seek, receive and impart 
informa&on and ideas through any media and regardless of fron&ers. 
 
Ar$cle 27 states that everyone has the right freely to par&cipate in the cultural 
life of the community, to enjoy the arts and to share in scien&fic advancement 
and its benefits. 

 
From the outset there was general agreement to the effect that the substance of the 
Universal Declara;on should be translated into the hard legal form of an interna;onal 
treaty. The General Assembly reaffirmed the necessity of complemen;ng tradi;onal 
civil and poli;cal rights with economic, social and cultural rights, since both classes of 
rights were “interconnected and interdependent.  Two trea;es were draXed: a 

https://indicators.ohchr.org/
https://www.ohchr.org/en/hr-bodies/upr/documentation
https://www.un.org/sites/un2.un.org/files/2021/03/udhr.pdf
https://www.ohchr.org/en/human-rights/universal-declaration/translations/arabic
http://undocs.org/en/A/RES/217(III)
http://www.ohchr.org/en/search?f%5B0%5D=event_type_taxonomy_term_name%3AUniversal%20Declaration%20of%20Human%20Rights
http://www.ohchr.org/en/search?f%5B0%5D=event_type_taxonomy_term_name%3AUniversal%20Declaration%20of%20Human%20Rights
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Covenant senng forth civil and poli;cal rights (ICCPR) and a parallel Covenant 
providing for economic, social and cultural rights (ICESCR). Contrary to many 
pessimis;c expecta;ons, they have mostly been ra;fied simultaneously. The United 
States has leX aside the ICESCR, and China has not found it convenient to ra;fy the 
ICCPR. 
 
The International Bill of Human Rights, comprises the Universal Declaration of Human 
Rights (UDHR), the ICESCR (and its Optional Protocol) and the International Covenant 
on Civil and Political Rights (ICCPR), including its first and second Optional Protocols.  

 
 
Interna$onal Covenant on Civil and Poli$cal Rights, (ICCPR) 1966.  This is binding 
legisla$on for countries that have ra$fied it.  
In Arabic: hNps://legal.un.org/avl/pdf/ha/iccpr/iccpr_a.pdf  
 
It commits the states that have ra;fied it to the right to self-determina;on, to privacy, 
to liberty and freedom, fair treatment under the law without any discrimina;on, and 
against arbitrary arrest and deten;on. It prohibits torture, cruel punishment and 
slavery, and protects free assembly and associa;on. 
 
As of June 2022, the Covenant has 173 par;es and six more signatories without 
ra;fica;on, most notably the People's Republic of China and Cuba; North Korea is the 
only state that has tried to withdraw. 
 
Important for us: 

Ar;cle 19 
1. Everyone shall have the right to hold opinions without interference. 
2. Everyone shall have the right to freedom of expression; this right shall include 
freedom to seek, receive and impart informa&on and ideas of all kinds, 
regardless of fron&ers, either orally, in wri&ng or in print, in the form of art, or 
through any other media of his choice. 

 
 
The Interna$onal Covenant on Economic, Social and Cultural Rights (ICESCR) 1966.  
This is binding legisla$on for countries that have ra$fied it.  
In Arabic: https://www.ohchr.org/ar/instruments-
mechanisms/instruments/international-covenant-economic-social-and-cultural-rights  
 
It commits its parties to work toward the granting of economic, social, and cultural 
rights (ESCR) to territories under the control of another state, and individuals, 
including labour rights and the right to health, the right to education, and the right to 
an adequate standard of living. As of July 2020, the Covenant has 171 parties. A further 
four countries, including the United States, have signed but not ratified the Covenant 
 
Important for us: 

Article 15  recognises the right of everyone to participate in cultural life, enjoy 
the benefits of scientific progress, and to benefit from the protection of the 
moral and material rights to any scientific discovery or artistic work they have 
created.  Also Article 15 staes that the States Parties to the present Covenant 

https://en.wikipedia.org/wiki/International_Bill_of_Human_Rights
https://en.wikipedia.org/wiki/Universal_Declaration_of_Human_Rights
https://en.wikipedia.org/wiki/Universal_Declaration_of_Human_Rights
https://en.wikipedia.org/wiki/Optional_Protocol_to_the_International_Covenant_on_Economic,_Social_and_Cultural_Rights
https://en.wikipedia.org/wiki/International_Covenant_on_Civil_and_Political_Rights
https://en.wikipedia.org/wiki/International_Covenant_on_Civil_and_Political_Rights
https://en.wikipedia.org/wiki/First_Optional_Protocol_to_the_International_Covenant_on_Civil_and_Political_Rights
https://en.wikipedia.org/wiki/Second_Optional_Protocol_to_the_International_Covenant_on_Civil_and_Political_Rights
https://legal.un.org/avl/pdf/ha/iccpr/iccpr_a.pdf
https://www.ohchr.org/ar/instruments-mechanisms/instruments/international-covenant-economic-social-and-cultural-rights
https://www.ohchr.org/ar/instruments-mechanisms/instruments/international-covenant-economic-social-and-cultural-rights
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undertake to respect the freedom indispensable for scientific research and 
creative activity. 

 

The principle of "progressive realisation" acknowledges that some of the rights (for 
example, the right to health) may be difficult in practice to achieve in a short period of 
time, and that states may be subject to resource constraints, but requires them to act 
as best they can within their means.  The requirement to "take steps" imposes a 
continuing obligation to work towards the realisation of the rights. It also rules out 
deliberately regressive measures which impede that goal. The Committee on 
Economic, Social and Cultural Rights also interprets the principle as imposing minimum 
core obligations to provide, at the least, minimum essential levels of each of the 
rights. If resources are highly constrained, this should include the use of targeted 
programmes aimed at the vulnerable. Some provisions, such as anti-discrimination 
laws, are already required under other human rights instruments, such as the ICCPR. 

 
 

II.  UNESCO 

 

UNESCO Convention on the Protection and Promotion of the Diversity of Cultural 
Expressions (2005) Non-Binding  https://en.unesco.org/creativity/convention 
in Arabic: https://unesdoc.unesco.org/ark:/48223/pf0000246264_ara  

 

Based on human rights and fundamental freedoms, through this historic agreement, 
the global community formally recognised the dual nature, both cultural and 
economic, of contemporary cultural expressions produced by artists and cultural 
professionals. It aims to shape the design and implementation of policies and 
measures that support the creation, production, distribution of and access to cultural 
goods and services. 

It recognizes the sovereign right of States to maintain, adopt and implement policies to 
protect and promote the diversity of cultural expression, both nationally and 
internationally, and supports governments and civil society in finding policy solutions 
for emerging challenges.  But importantly, establishes a framework for participatory 
systems of governance for culture.  

The UNESCO Universal Declaration on Cultural Diversity adopted by the UNESCO 
General Assembly on 2 November 2001, treats the freedom of artistic expression as 
the basis of cultural diversity. Article 6 of the Declaration reads that “while ensuring 
the free flow of ideas by word and image, care should be exercised so that all cultures 
can express themselves and make themselves known. Freedom of expression, media 
pluralism, multilingualism, equal access to art and scientific and technological 
knowledge, including in digital form, and the possibility for all cultures to have access 
to the means of expression and dissemination are the guarantees of cultural diversity”.  

The ‘purposes’ of the UNESCO Convention, can be interpreted from both its Articles 1 
(Objectives) and 2 (Guiding principles) which underline the protection and promotion 
of diversity of cultural expressions as the Convention’s basic purpose and the respect 

https://en.unesco.org/creativity/convention
https://unesdoc.unesco.org/ark:/48223/pf0000246264_ara


 

 221 

of human rights as one of its guiding principles. Finally, pursuant to Article 5(2) of the 
UNESCO Convention, “when a Party implements policies and takes measures to 
protect and promote the diversity of cultural expressions within its territory, its 
policies and measures shall be consistent with the provisions of this Convention. 

The Convention currently has 148 countries (by way of acceptance, approval and 
ratification of accession) and the European Union as parties and concerns the specific 
context of freedom of expression, including artistic.  
 
 
UNESCO Recommendation concerning the Status of the Artist (1980) Non-Binding. 
In English, French and Spanish, Arabic: 
https://en.unesco.org/creativity/publications/unesco-recommendation-concerning-
status-artist-1980  
In Arabic: https://unesdoc.unesco.org/ark:/48223/pf0000114029_ara.page=177 
 
Section III.3 states: “Member States, recognizing the essential role of art in the life and 
development of the individual and of society, accordingly have a duty to protect, 
defend and assist artists and their freedom of creation. For this purpose, they should 
take all necessary steps to stimulate artistic creativity and the flowering of talent, in 
particular by adopting measures to secure greater freedom for artists, without which 
they cannot fulfil their mission, and to improve their status by acknowledging their 
right to enjoy the fruits of their work.  
 
Member States should endeavour by all appropriate means to secure increased 
participation by artists in decisions concerning the quality of life. By all means at their 
disposal, Member States should demonstrate and confirm that artistic activities have a 
part to play in the nations’ global development effort to build a juster and more 
humane society and to live together in circumstances of peace and spiritual 
enrichment”.  
 
The Mexico Declaration of Cultural Policies (1982): Non-Binding. 
key document of the UNESCO establishing guidelines for cultural policies In English, 
German, French, Spanish  https://unesdoc.unesco.org/ark:/48223/pf0000052505   
In Arabic: https://unesdoc.unesco.org/search/N-EXPLORE-93c3be92-2c64-4018-b050-
b0bdccfebb72  

It defines culture broadly: “Culture may now be said to be the whole complex of 
distinctive spiritual, material, intellectual and emotional features that characterize a 
society or social group. It includes not only the arts and letters, but also modes of life, 
the fundamental rights of the human being, value systems, traditions and beliefs.”  

It links culture to identity (Articles 1 – 9) and says it must be protected: “Article 2: The 
assertion of cultural identity therefore contributes to the liberation of peoples. 
Conversely, any form of domination constitutes a denial or an impairment of that 
identity.”  “Article 5: Cultural identity and cultural diversity are inseparable.”  

It links culture to development (Articles 10 – 13), to heritage (Articles 23 – 26) , and to 
democracy (articles 17 – 22): “Article 19: The aim, above all, should be to open up new 

https://en.unesco.org/creativity/publications/unesco-recommendation-concerning-status-artist-1980
https://en.unesco.org/creativity/publications/unesco-recommendation-concerning-status-artist-1980
https://unesdoc.unesco.org/ark:/48223/pf0000052505
https://unesdoc.unesco.org/search/N-EXPLORE-93c3be92-2c64-4018-b050-b0bdccfebb72
https://unesdoc.unesco.org/search/N-EXPLORE-93c3be92-2c64-4018-b050-b0bdccfebb72
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channels for democracy through equality of opportunity in education and culture.” 
“Article 27: The flowering of culture is inseparable both from the independence of 
peoples and from individual freedom. Freedom of opinion and expression is essential 
for the creative activities of artists and intellectuals alike.” 

It links culture with art education, with creation (Articles 27 – 29), with science and 
communication (articles 30 – 36): “Article 36: A free flow and a wider and more 
balanced dissemination of information, ideas and knowledge, which are among the 
principles of a new world information and communication order, imply for all nations 
the right not only to receive but also to transmit cultural, educational, scientific and 
technical information.”  

It discusses planning, administration and financing of cultural activities. (Articles 41-42) 

It discusses international cultural collaboration (articles 43 – 50): “Article 43: The 
widest possible dissemination of ideas and knowledge on the basis of cultural 
exchanges and encounters is essential to man's creative activity and to the full 
development of the individual and of society.” 

And the role of UNESCO.  (It set some standards for the UNESCO 2005 convention on 
cultural diversity – see above) 

 

Binding or non-binding? 
 
An interna;onal conven;on or treaty is an agreement between different countries that 
is legally binding to the contrac;ng States. Exis;ng interna;onal conven;ons cover 
different areas, including trade, science, crime, disarmament, transport, and human 
rights. A conven$on becomes legally binding to a par$cular State when that State 
ra$fies it. Signing does not make a conven;on binding, but it indicates support for the 
principles of the conven;on and the country’s inten;on to ra;fy it. As contrac;ng 
States are legally bound to adhere to the principles included in the conven;on, a 
monitoring body is ofen set up to assess State par$es’ progress in implemen$ng the 
conven$on by considering reports periodically submi[ed by States. Human rights 
conven;ons do not contain any enforcement mechanism to compel States to comply 
with the principles of the conven;on or with the recommenda;ons of the monitoring 
body, and the implementa;on of these conven;ons depends on the commitment of 
each country. 
 
 
UN Special Rapporteur in the Field of Cultural Rights (currently Alexandra Xanthaki)  
 
The UN Special Rapporteurs (in a framework called ‘special procedures’) are 
independent human rights experts with mandates to report and advise on human 
rights from a thema;c or country-specific perspec;ve. They are non-paid and elected 
for 3-year mandates that can be reconducted for another three years. As of October 
2022, there are 45 thema;c and 14 country mandates. 
With the support of the Office of the United Na;ons High Commissioner for Human 
Rights (OHCHR), special procedures, they: 

http://spinternet.ohchr.org/_Layouts/SpecialProceduresInternet/ViewAllCountryMandates.aspx?Type=TM
http://spinternet.ohchr.org/_Layouts/SpecialProceduresInternet/ViewAllCountryMandates.aspx
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• Undertake country visits 
• Act on individual cases of reported viola;ons and concerns of a broader nature 

by sending communica;ons to States and others 
• Contribute to the development of interna;onal human rights standards, and 
• Engage in advocacy, raise public awareness, and provide advice for technical 

coopera;on. 
 
For the arts and culture sector, the Special Rapporteurs have been extremely 
knowledgeable and extremely helpful, listening to us, advising us, reporting to the UN 
and to our countries any problems they find. They are not staff members of the UN, 
and their natural allies are us - civil society.  They have other jobs and usually are 
extremely busy keeping their ‘real’ jobs and also doing their work of the Special 
Rapporteur.  The arts and culture sector, globally, hugely appreciates their work.   
Some of the landmark ‘Special Reports’ are listed below. It is really worthwhile to see 
all of their Reports! 
 
Farida Shaheed (2009 - 2015).  Farida was the first UN SR, and she really shone a light 
on the right to freedom of artistic expression and creation. 
 

https://www.ohchr.org/en/special-procedures/sr-cultural-rights/artistic-
freedom   

 
Karima Bennoune (2015 – 2021). Karima came after Farida, and was also a close ally. 
 

https://www.ohchr.org/en/special-procedures/sr-cultural-rights/universality-
and-diversity 
 
https://www.ohchr.org/en/special-procedures/sr-cultural-rights/cultural-
rights-defenders  

 
Alexandra Xanthaki (2021 -) 
https://www.ohchr.org/en/special-procedures/sr-cultural-rights  
 

Her Report on Cultural Rights and Migration is available in Arabic: 
https://daccess-ods.un.org/tmp/3575866.52040482.html  
 
Also her Report on Development and Cultural rights is in Arabic: 
https://documents-dds-
ny.un.org/doc/UNDOC/GEN/N23/123/22/PDF/N2312322.pdf?OpenElement  

 
 
 
All UN Special Rapports in the Field of Cultural Rights to date: 
https://www.ohchr.org/en/special-procedures/sr-cultural-rights/annual-reports  
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