The Louvre Abu Dhabi Project:

A New Arm for France’s Cultural Diplomacy

in the Persian Gulf Region?

A Paper by Julien Herlory

10'™" Semester Project — Master Thesis
Aalborg University, Denmark
June 2008



« Pourquoi c’est si important, un nom bien choisi ?
Un nom, c’est par la gu’on découvre un endroit, pas
vrai ? C’est le visage qu’on présente au monde. »

Colson Whiteheadjpex



(8

ALALBORG UNIVERSITET

Department of Development and
International Relations

The Louvre Abu Dhabi Project:
A New Arm for France’s Cultural Diplomacy

in the Persian Gulf Region?

Statement of Authenticity:

| hereby certify that this paper is my original wor

and has been cited accurately.

Julien Herlory:

Supervisor:................. Henrik Plaschke
10" Semester Master Program in

Development and International Relations

Full amount of characters (no space): 183 522
Handed in:

June 38 2008



Remerciements

Je tiens a exprimer ma vive reconnaissance a Jalmie temps qu’il m’a consacré et l'aide

si précieuse qu’il m’'a apportée a la correctiorce@némaoire.

Je voudrais exprimer ma gratitude a Louma Salarharggée de Communication a ’Agence
France-Museums, pour avoir répondu a mes questionsernant le projet du Louvre Abu
Dhabi.

Bien sUr je remercie chaleureusement mes parentsi@ars encouragements et leur soutien
aussi bien moral que financier tout au long de étades et plus particulierement au cours de

la rédaction de ce mémoire !

Je souhaiterais aussi remercier mon frere OlivieBéatrice qui m’ont poussé a persévérer

dans mon entreprise.

Je voudrais également remercier John et Susanmdguoyprécieux soutien au plus mauvais

moment de mon mémoire. Mille mercis ! Thank yoursah! Tusind tak !

Enfin, je remercie également ma famille et mes gooisr leur soutien tout au long de la

rédaction de ce mémaoire.



Abstract

This paper deals with the Louvre Abu Dhabi thati:iew universal museum
established with France’s assistance in the Untedb Emirates to be opened in
2013. Through the three-fold lens of soft powemcpl branding and cultural
diplomacy, this essay examines the French engageméms unprecedented and
outstanding cultural cooperation venture and itpaot on France’s image and

interests.

The French participation in the Emirati venture egos to be in tune with
France’s continuous and long-standing commitmenth# international cultural
relations as a major component of its foreign golithrough the conduct of this
project, France pursues its international cultotgéctives. On the one hand, itis a
way of promoting French culture and spreading nftuence in the United Arab
Emirates. On the other hand, this remarkable catijo@er project represents a

cultural bridge between the civilizations.

Furthermore, the Louvre Abu Dhabi may have politjcand economically
beneficial knock-on effects for France in many walike Louvre Abu Dhabi is
notably a remarkable means of branding France’gémén addition, the Louvre
Abu Dhabi is a striking illustration of the deplognt of France’s soft power and

even smart power in the Persian Gulf region.

However some critics voice concerns about theuns#ntalization of French
cultural legacy and institutions for political endsd they underline that France’s

image may somewhat be negatively impacted by theieoAbu Dhabi venture.

The paper ends with recommendations for the futaneduct of complex
international museum cooperation project, by adimgahe need to build a strong
and independent governance structure in which plelstakeholders and notably
cultural professionals could develop and implem&ntoordinated and strategic

policy.

Keywords:Louvre Abu Dhabi — French cultural diplomacy —tgebwer — place

branding — international cultural relations — irgdnte assets — museum franchising
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CHAPTER 1: Introduction

In March 2007, the French government made an lgstizal with the government from the

United Arab Emirates (UAE) which paves the waytfoe establishment of a museum named
“Louvre Abu Dhabi” on Saadiyat Island. Accordingttas cultural cooperation agreement,

France will help the UAE to launch and develop ohés four new museums located on this
island in the Emirate of Abu Dhabi which aspiresotwome one of the world’s new culture

capitals. In exchange of € 1 billion, France’s stssice consists of providing museum
expertise, the creation of several exhibitions, libens of hundreds of artworks from its

national collections and the 30-year rent of thenre name (Ministére de la Culture et de la
Communication 2007).

By being the first deal of its kind worldwide, thislateral cooperation agreement raises
numerous transdisciplinary and interdisciplinaguiss in the fields of culture, economics and
politics. More specifically, the Louvre Abu Dhabiopect brings up the concern for the impact
that cultural institutions in general such as museand particularly artworks and intangible
cultural capital (including brands and expertisegy potentially have on cultural, political,

diplomatic and economic issues.

First of all, it is noteworthy that an increasingyeater attention has been paid to the vital
role that culture and cultural ventures play ireinational relations. The matter of culture in
international affairs has largely been consider®dl@v politics” and an issue of secondary
importance among some circles of the political rsis¢s’ community. However, the recent
work of some scholars and the flourishing of pudtimns dealing with the issues related to
the impact of culture on international relatiorigstrate the rising interest in this question.

Recently, the significance of culture in world pick has been underlined by former
US Assistant Secretary of Defense Joseph Nye bo,defines it as one of the main sources
of soft power (Nye 1990; Nye 2004a; Nye 2004b; N®4c; Nye 2006 and Nye 2008).
Furthermore, the publication of several reportsttoa topic of cultural diplomacy or public
diplomacy reflects the increasing concern for ikgie. In 2007, British think tanRemos
published a paper entitl&ultural Diplomacywhose subtitle “Culture is a central component
of international relations. It's time to unlock itsll potential..” makes the growing interest
in the essential role of international culturabtens clear (Bound et al. 2007)!



Furthermore, the very nature and dimension of tbevte Abu Dhabi project constitute one
of the hugest contemporary challenges of Franadtsral diplomacy. France is renowned as
one of the most active practitioners of culturgdloinacy in the world, it forming a long-
standing and major element of France’s foreigngyolindeed, the French foreign cultural
policy system has, over the past 125 years, draaiigtievolved into its present form and
nowadays represents a remarkable bh&llenged structure. Based on old and strong
foundations, the French cultural diplomacy systéamds out from other cultural diplomacy
systems.

France devotes significant economic means to ittural actions abroad. These
actions cover a wide range of activities (from gremotion of the French language to the
subsidization of exports of audiovisual productjoasid they are carried out by a vast,
worldwide network of cultural centers and institutas well as Alliances Francaises (de
Raymond 2000 and Lombard 2003). In addition, Francencern for international cultural
relations issues is particularly noticeable in tebates related to cultural issues that took
place in the multilateral arenas. In her capaci#yadvocate for the concepts of cultural
exception and cultural diversity at a global leeknce has indeed been playing a key role in
international cultural issues.

However, some recent reports and articles note tttetFrench cultural diplomacy
system is on the wane and has been going througtofaund crisis (Daugé 2001; Djian
2003). France has been facing problems, notablly adtapting its cultural network to the
post-Cold War world organization and to the newternhof globalization. Additionally; it is
difficult for France to increase its cultural infloce and its soft power, or even to maintain
them, against the rising power of China and Indiactv are very active in terms of cultural

diplomacy.

It is worth noting that France embarks on this t@unding cultural cooperation project, the
Louvre Abu Dhabi, with a country that is gainingignificant foothold on the international
stage and with which it maintains excellent dipltimand economic relations. The UAE is
certainly a small country, but this rich oil-produ@spires to become an international cultural
capital. In addition, France undertakes the Loudbe Dhabi challenge at a time when its
commercial, political and economic relations witte tUAE - a significant strategic partner

due to its location, its economic development asddsources - are growing in intensity.



In this general context, the development of theMtelAbu Dhabi project seenaspriori to be
a boon for France in several ways. As an excegdtiand remarkable project, the museum
may be a way for France to reinvent and reviveculural diplomacy. In addition to its
inherent cultural nature, the Louvre Abu Dhabi miagresent an important component of
France’s international affairs toolbox. It may lgyisignificant benefits to France in terms of
interests and image.

However, France’s engagement in the Abu Dhabi ventas been harshly criticized
by some politicians and art professionals. The oppts to the project underline that the

Louvre Abu Dhabi project may somewhat negativefgcifFrance’s image and interests.

This controversy over the Louvre Abu Dhabi projpobmpts me to explore the intricate
implications this outstanding cultural project magve for France’s cultural diplomacy and

soft power. Therefore | have chosen the followinggbem formulation:

Does the establishment of the Louvre Abu Dhabi enimee or damage
France’s cultural diplomacy and France’s soft powe?

In order to investigate my problem formulation Iveacome up with the following sub-
guestions:
« What are the cultural, political, diplomatic andoromic issues involved in the
Louvre Abu Dhabi project?
* What France’s interests may the Louvre Abu Dhabirgioute to achieve?

* To what extent does the Louvre Abu Dhabi impachEeés image?



CHAPTER 2: Methodology

In the following chapter, | will present my methdoigical considerations. | will firstly
shed light on the reasons for which | chose théctopthe Louvre Abu Dhabi Museum
project as it relates to French foreign policy foy master thesis. In continuation, | will
delimit the scope of my investigation. Next, | wgdlve some definitions for the core
vocabulary of my thesis. Furthermore, | will given averview of my conceptual
framework followed by a presentation of my empiricansiderations. In addition, | will
also highlight the analytical approach | intencttoploy throughout the thesis. The chapter
ends with a brief outline of my project.

I will first say a few words about my personal bagaund because | think that it may
throw some light on the reasons for which | amredéed in the relevant and intellectually
stimulating topic of my thesis as well as on thetives for the original approach | choose
to deal with my paper. | have studied for threergea a French Business School where |
graduated in Management Science and | have notstbigied marketing. Besides, |
interned at the National Maritime Museum, as | wewsy intrigued to know how a cultural
institution works. As part of my studies at Aalbodniversity, | also conducted an
internship within the French cultural diplomacy wetk, at the French Embassy in
Washington, D.C. | decided to complete this inteipsas | am keenly interested in how

arts and culture may have a crucial role to playiarnational relations.

| was actually underway with this internship, whieheard about the Louvre Museum
project in Abu Dhabi for the first time in March @D. | then heard about the large scale of
the project, the sharp debates about it as weleselated and interconnected implications
it has in political, cultural and economic domaifs.brief, this project combines some
disciplines | have been interested in since thenmegg of my higher education. While the
bitter controversy over the Louvre Abu Dhabi projéas been most notably aroused
within the cultural professionals’ circle, | thougthat this new project would be an
intellectually stimulating topic for my thesis, wstted, however, within the scope of the

international relations’ discipline.



2.1 Definition of Central Concepts

In the following part, | wish to introduce the kegncepts | will employ throughout my
thesis. In order to do so, | will discuss the megrof these main terms, | will particularly
underline how they are related one to another andl define these terms as | intend to
use them for the purpose of my thesis. The mamgdrwill employ throughout my thesis
aresoft powey culture place brandingandcultural diplomacy Nevertheless, it may also
be useful to first provide some backgrounddgmiomacyandpublic diplomacyin order to
have a better understanding of cultural diplomd2gfining public diplomacyis all the
more important as it is the crux of the matter thks soft power and cultural diplomacy.
Hence, the list of terminology includes: cultureftspower, culture, diplomacy, public
diplomacy, cultural diplomacy or foreign culturalljgy, branding.

Soft power

Soft power is a term coined by Joseph Nye, formearDof the Kennedy School of
Government at Harvard University, in his 1986und to LeadNye 1990). Since then,
Nye has developed this concept in several artehesbooks, and notabBoft Power: The
Means to Success in World Politiddye 2004a). Nye defines soft power as “the abilit
get what you want through attraction rather thaercon or payments. It arises from the
attractiveness of a country’s culture, politicaads and policies” (Nye 2004a: x). Nye also
underlines that soft power resources tend to bsidered as intangible assets (Nye 2004a:
7). In other words, soft power is the ability of aotor to obtain what it wants in the
international environment because some of its gitde assets — its culture, its policies, or
its values, or the combination of these three efésne make it attractive for the other
actors.

It is commonly stated that soft power is more amatenimportant in the global
information age (Melissen 2005: 2). This contexdoahrouses an increasing concern for
soft power in the international relations discipliwe will further develop the concept of
soft power in the theoretical framework of my tisesi



Culture

Culture is a term employed in a variety of sendasEconomics and CultureDavid
Throsby gives a precise definition of two sensekwiture’ (Throsby 2001: 3-5). In fact,
these two meanings correspond to the two ways dndhtto use the term ‘culture’
throughout my thesis.

On the one hand, Throsby adopts the anthropologitalsociological approach of
culture. He broadly defines culture as “a set tifuates, beliefs, mores, customs, values
and practices which are common to or shared bygaoyp” (Throsby 2001: 4). On the
other hand, Throsby refers more narrowly to cultase “certain activities that are
undertaken by people, and the products of thoseitat, which have to do with the
intellectual, moral and artistic aspects of humiéat (Throsby 2001: 4). This definition
embraces a wide range of activities such as thgukge and arts (architecture, music,
literature, dance, visual arts and so on). Thesedefinitions are not mutually exclusive
and somewhat overlap each other. Artistic produacéind language are indeed some of the
characteristics which are expressions of a waijf@ahd which also shape group identity.

For the purpose of this thesis, | will mainly applys latter definition, describing
culture in the narrow sense with two major exceygtid will refer to the broad definition

of culture when | refer to cultural diversity andiitington’s clash of civilizations.

Diplomacy

Each dictionary and textbook on the subject, eaplomhatic researcher and practitioner
has its own definition of diplomacy. Th&merican Heritage Dictionary of the English
Languagedefines diplomacy as “the art or practice of cartishg international relations, as
in negotiating alliances, treaties and agreemeffsierican Heritage Dictionary of the
English Language 2004 quoted in Dictionary.com)enBf of other definitions of
diplomacy exist and stress either on its main psepdts agents, its chief function
(Melissen 2005: 4) or on its channel. Furthermayees definitions narrowly consider
diplomacy as “putting of foreign policies into ptige” via “political contact between
governments of different nations” (Snow and Brov@9@: 486 quoted in Tiederman 2004:
4). It is worth noting that new actors, such asnmational organizations and non-
governmental organizations, have also recently ldpee diplomacy. The former view of
diplomacy exclusively as a practice between sogarstates is consequently out-of-date,

or at least no longer sufficient.



Nicholas Cull, from the University of Southern QGatnia’s Center on Public
Diplomacy, gives a general definition of diplomaepcompassing all kinds of actors and
all the potential goals pursued through it. Nicksaull broadly defines “diplomacy as the
mechanisms short of war deployed by an internatiantor to manage the international
environment” (Cull 2007a: 6). He specifically stwt¢hat “traditional diplomacy is
international actor’s attempt to manage the intgonal environment through engagement
with another international actor” (Cull 2007a: 8s mentioned above, diplomacy is no
longer the monopoly of governments; internationafjanizations, non-governmental
organizations and non-state actors also practmerdiacy (Cull: 2007b: 4:00).

Another recent trend is the growing recognitiorthe significant role played by the
foreign publics in international relations. Foreigmblic opinion has indeed gained
influence on the events and the conduct of forgiglicies through the development of
mass media and new technologies of information@mmunication (Melissen 2005: 3).
We are moving away from a world where diplomacy vpasnarily concerned with
relations between a small number of states’ reptatees to one where ‘ordinary’ people
somewhat influence the formation and executiontafes foreign policies. International
actors, diplomatic practitioners and academic mebeas then focus on how international
actors may interact with foreign publics in a pesitway in order to have a favorable
context for the advancement of their own intere$tss field of study and practices in
international relations is called public diplomagye will go further on this concept in the

following section.

Public Diplomacy

According to Cull, public diplomacy is a subsetdgflomacy which may be defined as an
“international actor's attempt to manage the iméional environment through
engagement with a foreign public” (Cull 2007a: B)us, this definition identifies the main
distinction between public diplomacy and traditibdglomacy. Traditional diplomacy is
operated between the representatives of statesther international actors. On the other
hand, public diplomacy targets the general pulbliforeign countries.

With respect to soft power, public diplomacy islasely related concept but it is
not the same thing. According to Cull, public diplacy “can be the mechanism to deploy
soft power” (Cull 2007a: 9). Public diplomacy isi\deed, one key instrument of soft

power, as it revolves around how a country mayngther military means nor economic



threats but rather its attractiveness in ordernituence the behaviors of others and
advance its national interests as well as its ovalsy In other words, public diplomacy is
the practical expression of the use of soft poweis{ralian Senate 2007:16).

Public diplomacy encompasses a wide range of #esvi According to
Wyszomirski et al., public diplomacy rests on twajar components: information policy
and cultural diplomacy (Wyszomirski et al. 2003:Qh the other hand, Cull states that
public diplomacy includes five core components civity which are closely related and
somewhat overlap each other. These five elemerds lastening, advocacy, cultural
diplomacy, exchange and international broadcastg. also notes that it is not possible
to combine all the five components at the same.t@umsequently, various states have put
forward one particular component of public diplomae their approach. In the case of
France, this salient element is “cultural diplonfa¢@ull 2007a: 20-21 and Cull 2007b:
12:00). Hence, this concept of cultural diplomaswery much used both in the official
publications and reports of the French authoritiesharge of diplomacy and by scholars,

while the concept of public diplomacy is rarely dayed in the case of France.

In this section, we have clearly defined the teraisdiplomacy and public
diplomacy. Additionally, we have highlighted thaulic diplomacy is a practical
manifestation of soft power. We have eventuallyalelsshed that cultural diplomacy is
somewhat a subset of public diplomacy. We turnhte éxploration of the concept of
cultural diplomacy, and to the discussion of itsamiag as it is in turn subject to various

definitions.

Cultural Diplomacy

According to Nicholas Cull, “[c]ultural diplomacyay be defined as an actor’s attempt to
manage the international environment through makitsy cultural resources and
achievements known overseas and/or facilitatingucall transmission abroad” (Cull
2007a: 15). As a subfield of public diplomacy, fractice of cultural diplomacy indeed
shares the same goal as the one pursued by putilienécy, which is to create a positive
international environment for the conduct of théods objectives. Cultural diplomacy’s
scope of activity specifically corresponds to thenpotion of the quite large field of
cultural industries and artistic production as veslthe support to the dissemination of the
language abroad.



As cultural diplomacy is a subset of public diplayand public diplomacy is a
practical manifestation of the use soft power, &ynbe asserted that cultural diplomacy is
also a way of wielding soft power. Hence, cultudgdlomacy is an element of a country’s
foreign policy toolbox which can deploy the courdrgoft power to advance the national
objectives and to improve in turn the attractiveneisthe country.

With respect to the practice of cultural diplomdgystates, it may be noted that the
terminology varies from one country to the next, eech country regards different
objectives, has different structures to conducs policy and employs a different set of
activities (Lending 2000: chapter 1, paragraphir8their multi-country comparison about
the practice of cultural diplomacy, Wyszomirski at note that several countries
alternatively refer to this daaternational cultural relationor international cultural policy
(Wyszomirski et al. 2003: 9). The termfofeign cultural policymay also be added to this
list of terminology as it is employed as such bynNay (Lending 2000). With respect to
France, Wyszomirski et al. mention that culturglainacy is the term employed to refer
to the promotion of French culture overseas (Wyseknet al. 2003: 9). When we peruse
the literature from French diplomatic historiansgdahe official publications from the
Ministry of Foreign Affairs about France’s policggarding the promotion of its culture
abroad, we however realize that the termaofion culturelle extérieurgthat we can
translate into “foreign cultural action”) is alsery much used (Dubosclard 2002: 25). It is
notably illustrated by the title of one of the kégpoks dealing with France’s policy
regarding foreign cultural issuek'action culturelle extérieure de la Franoaritten by
Jean Francois de Raymond (de Raymond 2000). Frelglomat historian Alain
Dubosclard notices that there are some slight reiffees between ‘foreign cultural

relation’ and “cultural diplomacy:

! Alain Dubosclard notes that French scholars mairdg the term ‘foreign cultural action’ rather than
‘cultural diplomacy’. He also mentions that Freranid Anglo-Saxon scholars may have a slightly diffier
view of what cultural diplomacy is. Dubosclard et that the distinction between foreign cultuictican
and cultural diplomacy concerns the scope of agtiviccording to Dubosclard the term ‘foreign cuétl
action’ refers to the international cultural adiizs supported by the state and led by all kindatbrs, while
cultural diplomacy only embraces the internatioactivities laid down by the state and carried optith
agencies or its cultural network (Dubosclard 20@3). Hence, the concept of foreign cultural action
encompasses a larger scope of activity than cliltippomacy does. Some scholars even include thierec
operated in the field of sciences and technology their definition of foreign cultural action (ORaymond
2000: 7). As these aspects are not related to thwwre Abu Dhabi Museum project, the fields of scien
and technology will however not be included in nafidition of foreign cultural policy.
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Notwithstanding these nuances and those betwealtural diplomacy,
international cultural policy and foreign cultural policy, | intend to employ these
expressions throughout my thesis in the same bseade which is formulated above by
Nicholas Cull. In other words, foreign cultural gl and cultural diplomacy refer to the
set of cultural activities deployed by an actor aimty a state — overseas in order to create
a positive climate and advance its national goals. will develop the different goals a
state seeks to pursue through the developmentfofeggn cultural policy below in the

conceptual framework section.

Place Branding

“Place Branding” or “Nation Branding”, as it is algeferred, or to a lesser extent “Cultural
Branding” (Tomalin 2004) is an emerging field oétiny and practice which stands at the
intersection of several different disciplines: neikg, international relations, tourism,
media and communication studies, etc. There areyropmions on what it is. Generally
speaking, place branding refers to the applicatfomarketing strategies and techniques to
the promotion of a place’s image (mainly a couninyt also a city or a region) in order to
get benefits for this place in a wide range ofwdiitis such as the increase of incoming
investment or trade exports, but also the achiemewiepolitical and diplomatic goals.
Within the framework of my thesis, | will mainly ¢as on a limited scope of place
branding, the one which is related to the concépiublic diplomacy. Branding is gaining
a significant foothold in the field of public diptwacy. Indeed, Nicholas Cull mentions that
“public diplomacy makes increasing use of concdpid derived from marketing —
especially place and nation-branding” (Cull 2007a:We notice this close link between
public diplomacy and branding both among the ptiaciers and among the academics. In
practice, it is notably illustrated by the appoietih of former J.W. Thompsbn
Chairperson Charlotte Beers to the post of Underedary for Public Diplomacy and
Public Affairs under the Bush administration in 2q@iedeman 2004: 3). In the academic
field, it is worth noting the creation of the joatnentitled Place Branding and Public
Diplomacyin 2004. The Managing Editor of this journal isn®n Anholt, one of the main

thinkers of the concept of place branding.

2 J.W. Thompson is one of the world’s largest adsieny company.
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For the convenience of discussion, | will mainlym@ay the term of place branding
rather than nation branding throughout my thesmsleustood to mean the applications of
brand strategies and marketing tools by governnamity the institutions of a state for the
promotion of a nation’s image in order to advanegiamal interests, whether they be

political, economic or/and cultural objectives.

Having defined the main concepts | will employ tgbout my thesis, | will turn to

delimit the scope of my investigation in the neattson.
2.2 Scope of Investigation

This paper is an attempt to obtain an in-depth cehlmgmsion of the Louvre Abu Dhabi
project within the framework of French cultural idimacy. The aim of this study is not to
test any existing theory, but rather to contribwi¢h additional knowledge to the topic
under investigation, i.e. cultural diplomacy. Thepleration of the Louvre Abu Dhabi
project implies the investigation of some aspeetsgining to three main areas: the field of
public or cultural diplomacy, the French foreigritatal action in particular, as well as the
practice of place branding.

By focusing on the Louvre Abu Dhabi project, thiggis hence intends to gain new
knowledge about several different fields. On the @wand, this study aims to provide a
better understanding with the role of museums itucal diplomacy and in international
relations in general, which is a very rarely stddiepic in international relations. On the
other hand, the aim of this investigation is tangrnew knowledge about the practice of
place branding in the field of public diplomacy.rifermore, the in-depth analysis of this
original project will contribute to bring a deepesight into the French cultural diplomacy.
Besides, the exploration of the Louvre Abu Dhatwjget will shed light on the United
Arab Emirates which is a rarely-handled countrinternational relations.

Though this study seeks to highlight the role oseums in cultural diplomacy and
international relations by examining the Louvre Abhabi project, it does not intend to
develop any existing theories in this field. Indeet approach | choose in this thesis does
not enable the generalization of the main findiafmy investigation. In order to do so, it
would have been necessary to compare the LouvreDXabi project with other practices
pertaining to museums in the field of internatiooaltural relations, such as international
exhibitions carried out through the internationabgeration of several museums. It was

tempting to do such studies. However, | assessadattcomparative study between the
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different ways a museum may use to act in inteonati relations would first require the
realization of the Louvre Abu Dhabi project and tao#lection of visitors’ experience and
opinions of its exhibitions.

Additionally, the comparison of the Louvre Abu Dhaooject with other similar
projects is not possible... as there exist no simpliagject! The Louvre Abu Dhabi is
indeed unique. While the Guggenheim Foundationageyt franchised its name and
launched its first museum branches abroad in tf94,9this venture concerns a private
organization, whereas the Louvre Museum is a gowent-owned museum and the French
state is in turn strongly involved in the projezking place in Abu Dhabi. Hence, it would
be difficult to draw some comparisons between ttoegss of the Guggenheim museum’s
internationalization and the carrying out of a LomvMuseum abroad. It would
nevertheless be interesting to compare the repgonssthese projects would have on the
soft power of their country of origin, i.e. the G#mheim Foundation with regard to the
United States and the Louvre Abu Dhabi with reg&wdFrance. However, such a
comparative study would only be possible just afieeven a few years after the opening
of the Louvre Museum in Abu Dhabi, as the use @f gower and notably the practices in
the field of cultural diplomacy have a diffuse am@h-immediate effect.

In sum, a comparative approach, analyzing the Leudbu Dhabi project in
conjunction with other international cultural proje — either the organization of
international exhibitions or the franchising of raums — would be a very interesting way
of dealing with the Abu Dhabi project. However,onsider that such a perspective would
be more appropriate after the Louvre Abu Dhabid@ened in 2013, as this would enable
a focus on the different or similar outcomes the various actions of museums may

produce in the field of international relations.

In continuation of the definition of the main ternamd concepts employed
throughout this thesis and the delimitation of pugpose of my investigation, | will now
proceed to the presentation of the build up ofttiesis starting with the framework for

investigation
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2.3 Considerations about the Framework for

Investigation

In this part, | will explain what the purpose of rfimgmework for investigation is, how it is
built, why it is built as such and which literaturese for it.

My framework for investigation aims to present #lements necessary to address
the question posed in the problem formulation. Trasnework for investigation revolves
around two considerations: it develops both thedaycepts related to my subject and the
context in which the topic under examination takksce. Thus, on the one hand, | will
outline the concepts of soft power, branding arel ible of foreign cultural policy in
international relations in order to gain anpriori understanding of the question under
discussion. On the other hand, an overview of text in which the Louvre Abu Dhabi
project takes place will provide us with the neeegdackground to comprehend the full
details concerning the topic under investigation.

I will first and foremost employ the concept of spbwer. Though it is a well-
known concept, it is still a less-studied topianternational relations. | will give a general
presentation of the concept of soft power. | wil itl succinctly in order to devote more
effort to focus on the role of culture as a sowtsoft power. Indeed, this aspect of soft
power is the most relevant to my study. For thigiea, | have mainly reviewed the work
of Joseph Nye who coined this concept and develdgpedhumerous works, frorBound
to Leadwritten in 1990 (Nye 1990) t8oft Power: the Means to Success in World Politics
published in 2004 (Nye 2004a) and through mangladgiand other books.

The second main conceptual framework | have chésemploy throughout this
thesis is the concept of place branding with a $omo museum branding. In this section of
my conceptual framework | summarize the main idaead theories of this emerging
discipline by reviewing several articles which amestly issued from the journal &lace
Branding and Public Diplomagywhose managing editor is Simon Anholt. | alserdd
Niall Caldwell’s articleThe Emergence dfluseum Brandg$o build the section on the
concept of museum branding (Caldwell 2000). | deditb choose the paradigm of place
branding since | considered that the place branbaggon — a model framed by Simon
Anholt — fits with the Louvre Abu Dhabi. The LouvAdu Dhabi indeed encompasses the
“export brand” and “culture and heritage” facetsh# place branding hexagon. To a lesser

extent, it also matters with the aspects of “fongiglicy” and “tourism”.
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Finally, the third main concept | discuss in the@eptual framework is the role of
foreign cultural policies in international relatsnrhis discussion about the set of goals a
country may pursue through its international caltyyolicy will help me to explore and
analyze what French cultural diplomacy seeks téeaehthrough the project in Abu Dhabi.
This conceptual section about the role of foreighucal policies in international relations
is all the more original as there are only few pdilons which seek to define a precise
taxonomy of the issues related to the practiceoodiin cultural policy. Indeed, | read
several reports about the practices of internatien#ural policies in several different
countries around the world. These reports are reiilti-country comparison studies
(Wyszomirski et al. 2003 and Bound et al. 2007g@rernment papers (Lending 2000 and
Australian Senate 2007). Most of these publicatisimsd light only on some objectives a
country may achieve through cultural diplomacy, thety do not precisely define the set of
goals a foreign cultural policy may pursue. Howewalain Lombard does so iha
Politique culturelle internationale: Le modéle figais face a la mondialisatiofLombard
2003). Lombard frames a taxonomy of the purposesumtry may pursue through the
implementation of an international cultural polidg.the section dealing with the role of
foreign cultural policies in international relatgnl will then develop the taxonomy
provided by Alain Lombard and illustrate it withetexamples given by the other reports.

After having discussed the conceptual frameworkyill turn to the contextual
framework. In order to investigate the Louvre Abhabi project, which is a new, large
and original project for French cultural diplomacywill first outline the French cultural
diplomacy itself. 1 will do it by highlighting itswo main priorities which revolve around
the notions ofinfluenceand solidarity. For this section, | have mainly used reports and
documents from the French Ministry of Foreign Affaiand the works of French
academics. The main authors in this field of area the diplomatic historians Jean-
Francois de Raymond (de Raymond 2000) and Alaindaych(Lombard 2003).

The last component of my framework for investigatiwill shed light on the
environment in which the Louvre Abu Dhabi projedti wake place. In this section, | will
give an overview of the United Arab Emirates amdll notably focus on the relations this
country has with France. Such a look at the Un#keab Emirates will provide me with
thorough information that can assist in comprehsgmdivhat France seeks to achieve
through the implementation of this bilateral cudiuproject. It is all the more important to

present the United Arab Emirates as it is a lesdistl country in international relations.
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Indeed, only few books deal with the United Emisabe the other small monarchies of the
Persian Gulf such as Oman, Qatar, Kuwait and Bahkowever, these countries are very
interesting topics of investigation. They have ugdee some major changes and a
remarkable modernization this last couple of desadéey have gained an increasingly
important role in the world economy as they are esahthe main oil-producers in the
world. Nowadays, they face significant challengestably concerning the diversification
of their economies and the slow process they hagaged towards democratization. The
main books dealing with the United Arab Emirated #ime other Persian Gulf states are
The Making of the Modern Gulf States: Kuwait, Bamy&atar, the United Arab Emirates
and Omanby Rosemarie Said Zahlan which is relatively outiate as its last version
dates back to 1998 (Said Zahlan 1998) Rhaharchies du Golfe: Les Micro-Etats de la
Péninsule Arabiqueedited by Rémy Leveau and Frédéric Charillon migd in 2005
(Leveau and Charillon 2005). Besides these bodiesyrtain sources of information used
throughout this section issue from France’s Miwisif Foreign Affairs, the press release
concerning the agreement between the UAE and Frahoat the Louvre Abu Dhabi
project (Ministéere de la Culture et de la Commutica 2007) and the reports from the
Parliament (Balkany 2007).

2.4 Considerations about the Analytical Approach

My analysis is built up around three main issuasny first sectiorPurpose of France’s
Participation to the Louvre Abu Dhabi Venturstart with an in-depth exploration of the
motives which prompted French authorities to engagie Louvre Abu Dhabi project.
Next | focus on the impacts of this tremendousgmbpn France’s image. | finish with a
section on the implications of the Louvre Abu DhfdriFrance’s soft power.

Both conceptual and contextual frameworks will fiime as the underlying basis
for my analysis of the Louvre Abu Dhabi’s impactrance’s cultural diplomacy and soft
power. In addition, | extensively use the trandsripf parliamentary discussions and the
remarks of both the proponents and detractorseot.tiuvre Abu Dhabi project published
in the newspapers. | also use the lampoon writtgerFtench academician Jean Clair
entittedMalaise dans les MusééSlair 20071).

As well, it is important to mention that | had thpportunity to have an interview
with Ms. Louma Salamé, PR of the Agency France-Mosein charge of the Louvre Abu
Dhabi project. Though this meeting was very infatineg | did not put the transcript of
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this interview in this paper for several reasons.te one hand, it is due to the lack of
time since this interview occurred late May 200& (e other hand, this interview
corroborates many points that | observed during extensive research for this paper.
Additionally, some pieces of information will bertanly more helpful for the oral exam.
However, | wish | could have met some persons argd of the Louvre Abu Dhabi
project at the Louvre Museum or the officials iraale of France’s international cultural
actions at the Ministry of Foreign Affairs and Miiiy of Culture and at the Louvre

Museum. It would have certainly improved my analysi
2.5 Project Outline

This paper starts with an introduction (chaptetol)he Louvre Abu Dhabi project and to
the cultural diplomacy’s issue. A chapter about thethodological section follows
(chapter 2). Next, | will discuss the conceptual aontextual framework that underlies the
analysis (chapter 3). In continuation, | will predeto the analysis where | will explore and
discuss my problem formulation (chapter 4). Follogvi | will develop some
recommendations with respect the further developmeh museums’ large-scale
international actions (chapter 5). To sum up, | piesent my conclusion on the positive
and negative effects of the Louvre Abu Dhabi onnEeés cultural diplomacy and soft

power in terms image and interests (chapter 6).
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CHAPTER 3: A Framework for Investigation

In the following chapter | will highlight both thieey concepts related to my subject and the
context in which the Louvre Abu Dhabi takes plathkis will provide us with the necessary
background to investigate my problem formulatiomst- | will shed light on the notions of
soft power and place branding as well as on theqa# of an international cultural policy.
Then, an overview of the context surrounding thesttigpment of the Louvre Abu Dhabi will

be presented.
3.1 A Conceptual Framework

This section will introduce the key concepts | vathploy throughout my thesis. | have first
and foremost chosen to give an overview of the ephof soft power. Next, this section
includes elaborations on the concept of place bngndEventually, the objectives that
countries may pursue through the implementatioarofnternational cultural policy will be

discussed.
3.1.1 Soft Power

This section will provide a necessary literaturgiee concerning soft power, since this
concept is at the core of my problem formulatiowill first develop the definition formulated
in the above methodological section. In order tosdo | will constantly feature the main
facets of soft power in juxtaposition to the maspects which characterize hard power.
Indeed, soft power and hard power are closely tink@ncepts, constituting the head and tail
of the same coin, as it were, they may be congidé¢ne two types defining power in
international relations. Then, | will focus on theurces of soft power. | will conclude this
section by presenting the limits of soft power ahd critics which has been formulated

against this concept.

3.1.1.1 The Prominence of Hard Power and the Emerge nce of Soft
Power
As mentioned in the methodological section, theceph of soft power, which was coined by
Joseph Nye at the time of the end of Cold War,rgefe the capacity of getting others —
nations, individuals or others entities — to wané toutcomes you want. Soft power is

basically about one specific type of power in tealm of international relations. Power in
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international relations, in turn, refers to the aapy to affect the behavior of other actors in
order to get the outcomes one wants. For a long,ttliis capacity has only referred to the
possession of and the ability to use military feremd economic leverage, also called hard
power.

This prevalent consideration of power in internadborelations as only economic and
military might may be explained by two factors.dEiit may be caused by the predominance
of the Realist school of thought in internationalations theory. Indeed, Realism basically
focuses on the state as the principal actor inrnatenal relations, and its pursuit of its
national economic, political and military securiag well as its survival. Consequently,
military might and economic strength are perceiliggRealists as two key elements in their
approach.

The second cause comes from the definition of pamer how this concept is used.
Power resides both in the concept of ability andasftrol. On the one hand, power means the
ability to do things. On the other hand, power o be defined as having the capabilities
to exert control over others in order to get thenda what you wish (Nye 2004a: 1-2). Based
on these two assertions, power, in Joseph Nye'slsyaneans “the ability to influence the
behaviour of others to get the outcomes one waiNgé 2004a: 2). However, it is worth
noting that, in its limited, popular conceptione thotion of ‘power’ is truncated such that it
only encompasses a partial meaning, that of ‘pawsources.’” This shorthand for ‘power’
refers only to the possession of a subset of ressuisuch as population, natural resources,
economic size and military forces, i.e. a countttyasic sources of hard power available to
exert control over others, while failing to gradpe tmore comprehensive implications of
power (Nye 2004a: 3). Obviously, a definition ofwer based on such an incomplete
inventory of the resources able to “influence tleddvior of others to get the outcomes one
wants” neglects the entire arsenal available topttaetitioner of soft power. Yet it is this
flawed meaning that stands in for the concept ofvgr,” with its intrinsic meaning of ‘hard
power,” and which finds currency in the discourseternational relations.

Joseph Nye starts from this pre-eminence of theeutrof hard power in international
relations to shed light on his concept of soft powg/e notes that considering power only as
‘possessing the resources to influence the behasioothers’ is a narrow and flawed
definition. Indeed, the application of this defiait encounters problems to explain concrete
examples. In fact, several examples such as thmafie War illustrate the paradoxical fact

that actors with the larger tangible power resasid® not always get what they want — in the
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case of the Vietnam War, the USA did not succeediming in spite of its considerable
military and economic means (Nye 2004a: 3). Thuge Bsserts that having tangible power
resources does not guarantee getting the desitedroes (Nye 2004a: 3).

Furthermore, Nye highlights that the context in etlhpower is at play is crucial (Nye
2004a: 4). An identical power resource will not @ahe same effect dependent upon the
different contexts in which it may be employed.

In addition, Nye underlines that power is not oalynatter of resources, but it is also
about the motivations and the acts — in other wdids behavior — of the protagonists which
were intended to be influenced (Nye 2004a: 2). dlheration of the target’s behavior is not
only affected by the tangible resources, which gaeeeconomic influence and military
force, but it is also accomplished through intalegdssets which somewhat create a feeling of
attraction or its opposite, viz. repulsion.

In his overall thinking about power, Joseph Nye arfides that power is a complex
two-fold notion, which actually relies on the twestihct aspects of behavior and resources.
The notion of power refers both to the ability ttain outcomes you want (behavioral aspect
of power) and to the possession of resources tieatisually associated with the ability to
reach outcomes you want (resource aspect of pqieghane and Nye 1998: 86). Nye puts
forward a broad approach to the concept of powdchvinay be defined as the ability to
affect the behavior of others to get the outcomes wants. In the framework of this
definition of power, Joseph Nye sheds light onft that there are two types employed to
affect the behavior of others and thus to obtasdbsired outcomes. Apart from the use of
hard power, the preeminent aspect in internatioelations, an actor can achieve its goals
through the attraction, also called soft power dgejph Nye.

In the next section, we will see in which behaviaad resource aspects these two

concepts differ.

3.1.1.2 Hard Power and Soft Power: Two Differentbu t

Complementary Concepts

By considering power as the ability to affect theh&vior of others to get the desired
outcomes, Joseph Nye notes that there are basita#ye different ways to exert power:
coercion, inducement and attraction. Indeed, yon a#ect the behavior of others by
commanding or coercing them with threats. You c&o gay them to get the desired
outcomes. Eventually, you can get what you wanmnfitbe others through attraction (Nye
2004a: 2). In international relations theory, the first ways are commonly encompassed in
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the term hard power while the third way refershi® tlassification soft power. In other words,
soft power is the ability to influence the behavaidrothers in order to obtain the desired
outcomes, since the others understand you or eseir@ you. On the one hand, the others
may consider that what you do is legitimate andeagltto your attitude. On the other hand,
they may be appealed by what you are and what gou d

With respect to the behavioral aspect of the coneepower, hard power is the ability
to get others to do what they would not do otheswiigough threats and rewards, while soft
power is the ability to get desired outcomes besathers want what you want. In other
words, soft power is the ability to shape the pefees of others through conviction and
persuasion. Simply put, hard power tends to becestsa with the coercive side of the
behavioral power continuum, while soft power, rathrests on a co-optive behavior (Nye
2004a: 7).

In terms of resources, hard and soft power alsoarglifferent kinds of assets. Hard
power rests on the use of military force and/ometonic might while soft power mainly rests
on the appeal of one’s culture, values and policigsch | will develop below (Nye 2004a: 5-
6).

Simply put in striking terms, soft power is abotiée' battle for hearts and minds”,
while hard power deals with the mix of “economicrots and military sticks” (Keohane and
Nye 1998: 86). These different options between lzaud soft power as they may be plotted
within the overall framework of power in internatal relations, may be synthesized in the

following figure.

Figure 1: Power Spectrum

Power:
The ability to affect the behavior of others in@rdo get the outcomes one want
Type Hard i Soft
Definition | The ability to change what others do | Hirdlity to shape what others want
Behavior . ! . .
Coercion Inducement ; Agenda Setting Attraction
Comman< I Co-opt
Source
: Values
Force Payments | Institutions Culture
Sanctions Bribes ! Policies

Source: Adapted from Soft Power: The Means to SigoeWorld Politics (Nye 2004a: 8)

As summarized by this figure, hard power and softvgr are two related concepts which

differ in many aspects. However, hard power and goWer are to be considered as two
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different but complementary notions rather than opposite and exclusive ones. Indeed, soft
power and hard power share the same goal but relgistinctive behaviors and means to
reach this goal. Their purpose is to obtain theltdbat others do what one wants, but the
nature of the behavior and the tangibility of tlesaurces they imply are different (Nye
2004a: 7). In international politics, Joseph Nyasiders that neither should states exclusively
rely on hard power, nor should they only rely offt power. In order to reach their foreign
policy objectives, states should effectively congbimard and soft power. This ability to
combine both kinds of power has been called “smpawter” (Nye 2006: paragraph 12). This
complementarity between hard and soft powers 3 itllsstrated by the following quotation
from Senator Fulbright, who set up the Fulbrigtitaarship:
“In the long course of history, having people undestand your thought is

much greater security than another submarine.” (Fubright quoted by
Bound et al. 2007: 15)

By this quotation, Senator Fulbright means that gownot have to resort to more coercive or
inducement means, when you can instead get otbanaderstand you or even admire you
because they came and studied in your countrypliddge also notices that you do not have
to spend as much on sticks and carrots to movesotheyour direction, when others shape
their preferences or define their interests in wagasistent with yours (Nye 2004a: x).

Simply put, power rests on a bright mix of hard antt resources.

In the following section, we will shed light on theee main resources which generate

soft power.

3.1.1.3 The Soft-Power Resources

As mentioned in the definition formulated in the thwological section, a country’s soft
power mainly arises from three resources: its celtiis political ideals and its policies.

First of all, we will focus on how culture may geake soft power. As mentioned in
the methodology section, culture is both a setadfies and practices which are shared by a
society and the artistic and intellectual manifistes which are produced by this complex
and original mix. Cultural manifestations embraegiaus and numerous intellectual, moral
and artistic activities such as literature, musidycation, etc. The quality, richness and the

wealth of cultural activities may appeal to foregnand arouse their admiration. In addition,

® The Fulbright scholarship is one of the most successistruments of American soft power, as this
educational grant has been giving the opportuitthbusands of foreign people to study in the Whiiates,
and it has also been sending thousands of Amepieaple abroad.
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Nye acknowledges that a country may largely beffifih its culture, when this one conveys
values which are considered as universal and wdrielshared by others (Nye 2004a: 12).

A distinction may be made between highbrow cultech as art and education,
which appeals to elites and lowbrow culture whiefers to mass popular entertainment. Both
may produce significant soft power, though massufaulture is often disdained. However,
it is a mistake to interpret this disdain as graufad dismissing popular entertainment, which,
in fact, seduces a large global audience. Indeedsnsulture is spread all over the world
through new technologies of information and comroation (Nye 2004b: 45). With respect
to highbrow culture, it is worth underlining thadueation and academic exchanges are some
of soft power’s key elements. Indeed, foreigner® wtudy abroad explore the local culture
and then, come back to their home country witheagr appreciation of their host country’s
culture. They somewhat represent informal ambasgsamothe country they have visited.
Additionally, decision-makers who have studied abranay be influenced by their journey
and education that they followed abroad. In thelssequent careers as decision-makers and
opinion leaders, their choices and decisions mayimae to gravitate along the same lines as
the interests of the country which welcomed therstadents (Nye 2004b: 42-45).

The second main source of a country's soft powtreiggovernment's policies at home
and abroad. A country which implements a domestlicp morally consistent with its
foreign policy (and vice-versa), and both acting tbe welfare of humans and society
reinforces its soft power. Conversely, either a dstie or foreign policy which appears to be
arrogant, repressive, or indifferent to the opinadnothers may undermine a country's soft
power (Nye 2004a: 14).

Thirdly, another potential source of soft powetthe political values a government
advocates in both his domestic and foreign policdesountry which champions ideals such
as democracy, human rights and peace reinforcesoits power (Nye 2004a: 14). For
example, some countries not generally consideredotustitute global loci of power, like
Norway and Canada, have enhanced their soft powedelining their foreign policy to
include the advocacy of attractive causes concgminiversal values and ideals such as peace
and/or respect for the environment (Nye 2004a: 9BHbora 2005).

In short, the culture of a country, its ideals @sdolicies are the main sources of its
soft power. In the next part, | will present an wew of the main critics concerning soft

power.
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3.1.1.4 Limits of and Critics about Soft Power

Since Joseph Nye first defined the concept of pofter inBound to Leadsome scholars and
political leaders have kept criticizing or even yieg the concept of soft power.

In his 2004 article entitledhe Decline of America’s Soft Pow@tye 2004c), Joseph
Nye reports that former Defense Secretary of Bugtmifistration, Donald Rumsfeld
declared that he did not know what soft power viage(2004c: 16).

Some authors such as Niall Ferguson argue thapeuwfér is “too soft.” Their point is
that some people may have an affinity for and fgélacted to the cultural products of a
country; but these people do not necessarily baimgut any positive political effects for the
country in question (Ferguson 2003: 21).

Other authors such as Javier Noya challenge Ny#édisdic view about hard power
and soft power. They consider that soft power isantype of power, since any resource —
including military capabilities — may generate attion. Indeed, Javier Noya mentions the
example of the use of a country’s military meanshie case of humanitarian aid as arousing
legitimacy, thus potentially inspiring a feeling aftraction for the country deploying such
military capabilities (Noya 2006).

Ultimately, it is worth underlining that anothemiit to the notion of soft power in
international relations is that is difficult to nseme. As Joseph Nye notes, it is said that it is
guite easy to measure hard power in quantifiabl@gesuch as economic growth or military
might, but it is more difficult to measure soft panyas it is largely based on intangible assets
and has diffuse and long-term effects (Nye 2006agraph 6).

Nye responds to these critics. To those who oligettie very existence of the concept
of soft power, Nye argues that these skeptics fif mmver have such a viewpoint because
they only allow a narrow definition of power, comsiing it only in realist terms and
restrictively associating it with command and cohtrThey believe that attraction and
popularity are minor factors and should not thenlguhe implementation of a foreign policy
(Nye 2004a: 15 and Nye 2004c: 16). Nye insists loe importance of soft power in
international relations by using the example of fdikure of the Bush Administration, while
Donald Rumsfeld was Defense Secretary, to garnpulpoty abroad for its foreign policy,
which neglected the aspects related to soft poige 2006).

To those who consider that soft power is not @ typpower either because it is too
soft or/and because even military capabilities t@poft power resources, Nye responds that
power in general implies both the resources at playalso the behavior of the protagonists;

Nye adds that the environment in which power iagtion is also a key element. Indeed, it is
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not because people enjoy the cultural products adumtry that they adhere to the political
actions of this country. Cultural resources mayhelproduce soft power; but in order to do
so, the behavior of the people who enjoy theseuress must generally be that of attraction
(Nye 2006). With respect to Javier Noya'’s criticjsheseph Nye insists on the fact that the
effectiveness of a power resource depends on thtextoin which it is employed. Therefore,
what could be associated with a hard power respgroeh as the exercise of military might,
may turn out to be a source of soft power, if itereployed in a context which makes it
attractive, as in the case of the humanitariar(idie: 2006).

Finally, Nye refutes the assertion that soft posemnot be measured. He does so in
two ways: both that ther@re reliable indicators for the resources employedihy the effects
of soft power, but also that, if the effects of tspbwer are questionable, due to their
intangible nature, the measurable effects of handep are likewise elusive. Of course, the
traditional resources which underpin hard powereasly measurable; economic growth and
military stockpiles represent major indicators tealeate the hard power resources of a
country. However, one can also take stock of softgy’s armory, examining a combination
of several indicators, such as the export of ausi@l programs and educational exchanges,
may provide significant information about a coutgrgoft power resources. The effects of
soft power on the receiving end can likewise bengjtiad via public opinion polls. However,
strategies of hard and soft power rely not onlyttenresources available to be mobilized, but
also depend on the behavioral aspect and on thextan which they are activated. Due to
the unpredictable nature of these intangible vémlihe concrete effects of wielding hard
power are by no means definite. In this way, Nyseds that whatever shortcomings in
measurability soft power may suffer from apply dtyu@ hard power (Nye 2006).

In sum, this section has shed light on the terrft {sower,” which was created by Joseph Nye
to define the importance of the quality of attraetiess occurring in a relation of power. The
term ‘power’ has long been restrictively defined terms of possession of resources or
capabilities and only associated with the notiorhafd power, while the behavioral aspects
and the importance of attraction have been largemissed. Soft power and hard power are
inextricably linked, as their common purpose isifect the behavior of others but they differ

in the nature of the behavior and in the resourdesountry’s soft power mainly relies on its

culture, its values and its policies as well asdabetext in which these assets are deployed. A
country whose culture and ideals convey values whiay be considered as universal and

whose policies reinforce its credibility abroadikely to be an attractive country.
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3.1.2 Place Branding

In this section, | wish to gain a deeper insigh ithe concept of place branding by presenting
the views and thoughts of the main writers in fie&l. As mentioned in the methodological
part (seesection 2.}, place branding — which means the management gaee’s image
through marketing tools, strategies and campaigmsder to advance political, economic and
cultural interests — has recently become a buzzwotte discipline of public diplomacy. It
has indeed recently gained a significant foothadthkin the practice and in the thinking of
public diplomacy.

| wish to introduce this concept as it will be la¢ theart of the matter in the analysis of
the impact of the Louvre Abu Dhabi on France’s imafhough the national brand “France”
is not directly displayed, it is affected by thishendous project in the United Arab Emirates.
In fact, such an international venture spreads lthevre museum’s fame, but also the
country’s image, as the Louvre is a government-alvmeiseum and is one of most salient
cultural attributes of which France’s so-calledaibd image’ is made up. In addition to the
vehicular role of the Louvre name, the Louvre Abbabi is a significant component of
France’s brand image, since it hosts France’s lind heritage and therefore it somewhat
represents French cultural tourist attractions. artesser degree, it also reflects France’s
foreign cultural policy.

Among all the kinds of places, museums have reafdykengaged in the process of
branding. | will discuss the components which shapeuseum brand in order to apply it to
the Louvre brand throughout my analytical section.

In order to sharpen my understanding of the conogégilace branding, | will first
present a classification of positions on place thragn In continuation, | will offer an
overview of the main goals that branding techniguey contribute to the attainment of for a
place. Next, | will shed light on the key stakeleskland attributes of a place which are at
play in shaping a place’s brand image and whicls tlepresent the characteristics that place
branding techniques may influence in order to enbdhe reputation of the place in question.

Eventually, I will focus on the particular notiohmuseum brand.
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3.1.2.1 Taxonomy of Positions on Place Branding

The recent emergence of the issue of brandingamete a place, such as a country or
a city, has raised a controversy among the cirdiesacademics, business people and
politicians. They debate about whether a natioarnyrother kind of place can be promoted by
using the branding techniques which are employedporiamote a corporation. Hlynur
Gudjonsson, a brand manager for Icelandic USA distinguishes the different positions on
branding and classifies them in three groups: theolutists, the Royalists and the Moderates.

According to Gudjonsson, the Absolutists are thoke consider that the techniques
of branding can and should be used to brand natjosisas may be done for a corporation or
a product. They believe that a nation is similaatproduct. By nature, both a product and a
nation are the creation of a series of changestamitheir respective identity can be altered
or reinvented by modifying some of their featurés.this viewpoint, a nation strives to
position itself among other nations, as a corpomatdoes among other corporations
(Gudjonsson 2005: 283-284).

Quite the reverse, the Royalists are those whewelihat nations cannot be altered by
resorting the tools of branding. They believe thatation has a holistic nature and cannot
therefore be altered by using the brand strateapeéstools. They consider that nations cannot
be owned and be fully controlled; nations are bey@nd above the regular human
interventions such as those which are at play enltanding techniques employed to shape
the image of a corporation or a product (GudjonsX@0b: 283-284).

Situated between these two drastically opposeddmares, the Moderates are those
who think that a nation cannot be branded, bujatgernment and its institutions can employ
the tools of branding to advance its interestsrantdbly, to strengthen its national industries
and its national corporation brands (Gudjonssorb2083-285).

After having proposed a classification of positimrsthe practice of place branding,
which will be very helpful for the analysis of tlidferent discourses about the Louvre Abu
Dhabi project, | will now highlight the main reasomhich explain why more and more

places undertake place branding in order to imptbge reputation.
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3.1.2.2 The Goals that Place Branding Enables to Ac  hieve

In recent years, places have increasingly engagegtaoming their image and reputation
through the application of marketing and brandiechhiques. Reputation and image matter
more than ever in a world considered as a very etitnge global marketplace. In this
context, marketing and branding tools turn out ¢ocabpowerful force for places to position
themselves on the map and to differentiate therasdhom one another.

The point of departure of the place branding condéego consider that the brand
image of a place represents a tremendous potentiate of benefits for the place in question.
The brand image of a place is regarded as a vaumddet for the place, as it maer se
create value for the place (Anholt 2004b: 5). Injebe brand image of a place conveys a
combination of attributes which is peculiar to fllace; these embedded attributes may trigger
a positive emotional perception in people’s mindt A marketing terms, this is about the
place’s brand equity which refers to this outcoraregated by the brand image of a place and
which would have not been produced if this placeildave had a different image (Kotler
and Gertner 2002: 250).

Place branding aims to create an additional p@sg&iwotional value about the place in
question in people’s minds through the associatiothis place with a complex combination
of characteristics. In other words, place branditiyes to convince people that the place in
question is superior to others by enhancing pei@epif quality that people have about a
place.

Places have primarily resorted to branding techesqgn order to advance economic
interests such as boosting their companies’ exg@tsljonsson 2005, Van Ham 2001; Van
Ham 2008: 129), or more generally supporting teesnomic development. These economic
outcomes may include the increasing the influxoofrism, the attraction of both bright talent
and foreign direct investment, the improvement led private-sector competitiveness and
therefore the stimulation of economic growth (Tle€D07). Beyond economic imperatives,
place branding may also impact many other aspéaptace. It may help a place to improve

its image or to enhance its international politiciluence (Van Ham 2001; Van Ham 2008).

| turn now to the overview of the main attributdswhich a place’s brand image is

made up.
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3.1.2.3 The Stakeholders and the Main Elements of P lace Branding

Place branding involves all the protagonists of fhlace — the political leaders, the

governmental and public organisations, the prigaior and the civil society — and relies on
a wide-ranging set of factors and their intricabenbinations. These characteristics may be
classified in one or several of the six followingtegories: export brands, foreign and
domestic policy, investment and immigration, cutand heritage, people and eventually
tourism. The associations of these six attributemfthe so-called place branding hexagon

(seeFigure below).

Figure 2: Place Branding Hexagon

Tourism Export Brands
The Place
People Branding Foreign and
Hexagon Domestic Policy
Culture and Heritage Investment and Immigration

Source: Anholt 2004a: 215

When developing and implementing a branding stsatagplace aims to positively shape its
brand image through a coordinated policy that comgn@mbraces several of these six

dimensions. | will succinctly look at each pointtbé hexagon and describe how each of these

areas impacts a place brand.
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Export Brands

The commercial brands and companies which are teghdmy a place represent a prominent
vector for the place’s identity, culture and repiota

Commercial brands enjoy a large exposure and tiergfore have a strong impact on
consumer’s mind. People’s view of a nation from mheommercial brands originate is
largely formed by its perception of these comméimiands (Anholt 2002: 233).

The impact of export brands on the reputation pfaae has been a key issue in place
branding literature: the concept of export branas motably been at the root of the concept of
place brand and the concepts are strongly linketkdd, the impact of commercial brands on
the image of a country has been extensively deidiit by Simon Anholt in his 1998 article
entitledNations-brands of the twenty-first centyAnholt 1998) which may be considered as
the first article about place branding.

The idea that some local, regional or national samr companies are flag carriers for
the places they come from is derived from a mamnketioncept called the country-of-origin
effect. This term refers to the impact that a pad@uprovenance may have on the consumer’s
perception of the product and how companies tenplag with the origin and use it as a
significant element of the product's name (Anhd@9&). Simply put, the country-of-origin
effect is about the effect of “Made in” on consumdn turn, a country’s image is altered by
these associations that people make between thenemial brands and the name of a
country. The names of some corporate brands evetkaic values that consumers connect to
the qualities of the country where these brandsectsom. Anholt notes that these reciprocal
associations between certain brands and their gowhtorigin can evolve into a complex
relation in which it is hard to define whether therception of a particular characteristic
results more from the brand itself or more fromptevenance (Anholt 1998: 397). In other
words, the images of both brands and states temietge in people’s minds, becoming one
strong association in which both terms — i.e. thea of the corporate brands and the name of
the territory entity — are interchangeable (Van H2008: 4). In many ways, BMW is Munich,

BMW is Bavaria, BMW is Germany and vice versa.

However, it is worth noting some challenges to itifeience of corporate brands on
the shaping of a country’s image. Anholt gives &xample of what he calls the “cuckoo
brands” (Anholt 1998: 396). A cuckoo brand referatcompany originating from country A
but deciding to adopt a name sounding as thougbnites from country B because consumers

associate more positive values to the products mgrfrom B, and therefore perceive the
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products with B-sounding names as being superitihdse coming from A, based solely on
the qualities their names convey (Anholt 1998: 396)

It may also be argued that the increasing numbenexfjers and acquisitions as well
as the internationalisation of companies’ capitehymblur people’s perception of the
companies’ provenance. For instance, people maieveelthat the luxury perfumeries
Marionnaud are French. But this company createéramce in the 1980s with shops located
in more than ten countries was bought by Chinesnbasman Li Ka-Shing Chairman of
Hutchinson Whampoa Limited in 2005 (Doumayrou 2005)

Moreover, it is interesting to observe the pragioére-branding that some companies
develop in the context of globalisation. Indeed sotransnational companies decide to
reshape their identity in order to fit with theiumerous and various markets. In this re-
branding process, companies tend to diminish tipeasof their country’s provenance or
even to make it completely disappeared. For exantpéeformer Compagnie Générale des
Eaux underwent a profound alteration of its imagée 1990s and its new identity under the

name Veolia does not reflect its French provenamgenore.

Anholt notes that export brands only give a partiedtrictive and somewhat distorted
view of a place to other people, as they largebyphith clichés and stereotypes (Anholt
2002: 233). But the place’s image relies on otlesr fleatures which should be developed and
put forward by the place so as to achieve an emicind more sophisticated and attractive
place’s image. In this sense, promoting and reptesge culture constitute a crucial

component for forming an elaborated place-image.

Culture and Heritage

Culture and heritage play a vital and comprehensiieein the process of enhancing a place’s
brand image (Anholt 2002; Anholt 2004a: 215 and éihB004b: 9). Culture encompasses a
very vast scope, from the very short and distantaxi that people may experience through
media communications to the long-term cultural imsten which enables a deeper
exploration and understanding of the concernedefgaculture. The protection and the
promotion of heritage as well as the organisatibouitural events showcase the skills, the
intellectual qualities and the values of the plageéople; this presentation of both past and
contemporary cultural achievements arouses adwratiust and respect and then contributes
to enrich the brand image of the place in question.
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Tourism

Tourism is often the most visible component of $heattributes forming the place branding
hexagon (Anholt 2004a: 215). This point of the tyorais also the one which usually
receives the hugest allocation of government outaholt 2004a: 215). Places are engaged
In a very intense competition for tourists’ attenti Places invest more and more in numerous,
varioed and high-quality attractions to cater fad aare for tourists well, preferably and
better than the other places. Being an attractivedt destination for a place is undoubtedly a

way of enriching its image.

People

The population of a place is a decisive elemenpisigathe perception of strangers on the
image of the place in question. The way each citinéeracts either at home or abroad with
foreign people has an impact on how the lattergieecthe whole population of the place and
the place itself in general (Anholt 2004a: 215).clEecitizen is, in essence, a brand

ambassador of the place where he comes from.

Foreign and domestic policy

Just as it is for a country’s soft power, foreigrdalomestic policy is a key element for the
brand image of a country. The way a state acts adbtitome and abroad has a strong impact
on how foreign people — and notably businessmelitjgad leaders and tourists — picture the
concerned country (Anholt 2004a: 215). In the pcaocdf place branding, the political leaders
of a geographical location need to take domesticfareign decisions which are aligned with
the other attributes shaping the territory entityifeage and which are also intended to be
perceived as being “good” by foreigners. In otherds, one of the six key components
shaping a place brand is about the issue of gowdrgance, i.e. how competently a place is
governed. But it is also related to issues conogriihe respect of human rights, the efforts

deployed for upholding peace, and so on.

Investment and Immigration

The ability of a place to be a magnet for investi@em immigration is a crucial aspect for its
brand image (Anholt 2004a: 215). Places where thigiqgal and economic situation is
propitious for investment and opportunities for abing an excellent educational
gualification are good enjoy a very good brand iemagonsequently, places compete with
each other by each making efforts to be and to pterthemselves as being a place where it
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is pleasant to live and to work or successful amdigable to invest. Being and looking like a
place attracting talent and funds enhance the aéipatof the concerned place.

In this section, | have presented the major featureich characterize the brand image

of a place. In what follows, | will shed light ohe characteristics of museum branding.

3.1.2.4 The Practice of Museum Branding

As Senior Lecturer in Marketing Niall Caldwell aRdrmer Chief Executive of theéunion
des Musées NationauRhilippe Durey notethe museum sector has undergone profound
changes in the past couple of decades (Caldwel;2D0rey 2001). From a past typified by
the cliché of outmoded cultural temples hostingvarks displayed in dusty galleries under
pallid lights, which were only visited by a smallmber of elite, today museums, notably the
largest ones, have evolved into modern culturalezenhosted in new or renovated buildings,
which organise ambitious exhibitions and welcomarger and larger public year after year.
This dramatic transformation has been driven by enonrs motives, some of whose are in
tune with the primary missions of a museum. Indek@, change was intended to improve
public access to the world’s cultural heritage aslvas to attract more funds to further
develop new scientific projects and more ambitiemhiibitions. But it is worth noting that
new functions have been added to the core missiotineo museums through this major
revolution. In addition to their inherent cultur@inction, museum have become important
players in the tourism sector, notably by earniiggiicant revenues and by driving indirect
economic benefits for the tourism sector of thg, dle region and even the country in which
its is located.

Along with this modernization, the museum sectos bacome a competitive field.
Museums vie with each other to attract funds stogmirchase massively on the art market —
and notably to acquire the most prized artworkand ® invest in the renovation of their
buildings or the construction of new facilities (@aell 2000; Durey 2001). In this context of
modernization and competition, the issue relatetthéomuseum’s image and its perception by
people — either visitors or business and politi=dision-makers — has increasingly gained in
significance. In the same vein as it is for a plate brand image of a museum is an
additional valuable asset for this institution. Bgnveying the intricate combination of
intrinsic attributes shaping the museum’s identitye brand image of this institution may
represent a significant source of benefits for ineseum in question. To put it in different
words, the museum’s prestige represents a dedsoter to attract an increasing number of
visitors and sponsors who are a more and more t@amosource of income. Simply put, the
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museum’s prestige greatly matters to keep on furteveloping the museum activities.
Museum leaders are aware of this strategic impoetalaken on by the image of their
institutions. Thus they strive to bolster theirtingion’s fame by applying branding and
marketing techniques to some of the key attribiiegping their institution’s image; the
museum’s collection, its name awareness, its mgldits location and its recognition in
international media may be considered as someedetimajor components influencing the
reputation of a museum (Caldwell 2000 and Durey1200

As the reputation of a museum results from thadate combination of these various
factors, the branding strategy adopted by the mmuseleaders to enhance the reputation of
their establishment is a complex and coordinatesh pvhich integrates transverse actions
aiming to strengthen these crucial characteristics.

Name awareness is a vital element for the valuee mmuseum brand, referring to what
degree the museum name is familiar to people.dsrthiseum’s name unknown to people? Or
does it mean something quite vague to them? Or domstantly trigger recognition in
people’s mind? Obviously, a high level of name amass is an essential attribute for a
strong brand image. The higher the level a museuraise awareness is, the higher the
number of visitors or people intending to visit threiseum in question will probably be
(Caldwell 2000: 29 & 32). Interestingly, the musésimame awareness may turn out to be a
significant issue for the place branding field. $hthe museum’s name awareness has been at
the core of one of the most striking cases of pla@ading through the establishment of a
Guggenheim branch in Bilbao and the franchisesoh@me to this new museum. By being the
central attraction of Bilbao’s redevelopment asiiucal centre and a tourist destination, this
project substantially contributes to bring life amcbnomic vitality back to the Basque city
and its surrounding region (Bergere and Osmont ROlds has meant all the more a rapid
regeneration for Bilbao since the museum hostsriagbdhe high-quality collections of and
enjoys the internationally well-renowned name @& frestigious New York parent museum.
In other words, Guggenheim’s fame has been a trdmenasset for Bilbao; it has been one
of the most salient attributes driving a significaamber of visitors to the Basque city. It has
beyond doubt assured that Bilbao has captivatemleraudience than it would have been the
case had its new museum not benefited from the n@oegnition and support of an
internationally prestigious museum. Besides, iw@th noting that this kind of international
initiative, the opening of a museum satellite, wiatedly increases the parent museum’s level

of name awareness overseas (Caldwell 200: 32).
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The building itself plays a prominent role for thiand value (Caldwell 2000: 33). The
architecture of the museum’s edifice representexgerience in itself for people, either those
who visit the museum or those who have had expdsuitee concerned museum through the
media. The museum’s structure draws people’s attesnd makes an impression on them.
People may like or dislike the building; but, inyarase, they notice the architecture of the
building and they strongly associate it with thesewm. People recognize the architecture of
a museum as an important characteristic of the umi'sevisual identity. Therefore, the
architecture has a strong impact on people’s mimdl feow they perceive the museum. It is
then necessary for museum’s leaders to pay paticttention to the condition of the
building as well as to the renovation works of du#fice or to the design of extensions. The
more original and outstanding the architecture lofidding is, the increased number of people
will easily identify and remember the museum hosted. In other words, the high-profile
architecture of an institution is intended to irage the visibility of this institution in the
landscape of competing museums. It is worth obsgr#ihat the most notorious museums
built in the 28" century possesses an iconic and outstanding ectinie designed by world-
famous architects (also called starchitects) siultha New York’'s Guggenheim Museum
designed by Frank Lloyd Wright, the Centre Pompido®aris by Renzo Piano and Richard
Roger$ or the above-mentioned case of the Bilbao Guggentlesigned by Frank Gehry. In
some cases, it is also interesting to note thaatblkitecture of the museum may be as world
renowned — perhaps even more-so — as the collettimsts! To a certain extent, this is the
case of the Guggenheim Bilbao, since the edifiesighed by Gehry, draws most of the
attention which focuses on the recently-built Basquuseum (Caldwell 2000: 32). Even the
oldest museums have engaged in the venture of emlgatineir architecture in order to enjoy
a remarkable structure through the renovation eirtbuilding or the extension of their
facilities. For instance, the British Museum’s &mbf has recently been enhanced with the
construction of a glass dome (Caldwell 2000: 33).

The location of the museum plays a significant folats image. The district in which
the museum is located and its surroundings mayctaffee image. Since the museum is a
tourist destination, its district and the surroungdi are expected to be an attractive area
equipped with a very good public transport syster excellent facilities, which both host
the tourists and supply these tourists with surdmg attractions such as theatres and sports

arenas or stadiums. The image of the museum isneatido the degree it is well positioned.

* Though Piano and Rogers were almost unknown winein project was chosen for the Centre Pompidou.
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The collection itself is an integral part of theabhd value. Indeed, a high-quality
collection with a certain number of masterpiecqggasents a key element for a museum’s
fame. For instance, the prestige of Musée d’Orsal the Art Institute of Chicago mainly
relies on their outstanding and extensive collectd impressionist paintings. And we may
wonder whether the British Museum would enjoy sadlreat reputation without the Rosetta
Stone or the Elgin Marbles?

Finally, the recognition of the museum in interoatll media has a strong influence on
the image of this museum. Though the previous-cititdbutes greatly help a museum to
draw media attention, the capacity of a museumato gecognition from international media
is per sea key feature for the improvement of the museumage. The more attention from
international media the museum captures, the batidrgreater the image of the museum

internationally.
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3.1.3 The Objectives of an International Cultural P olicy

We notice a recent increasing interest in the ptdged by culture in international relations.
This growing concern for culture notably arisesnirdhe observation of increasing and
unequal cultural exchanges. Additionally, the debaabout Samuel Huntington’s clash of
civilizations and about cultural exception in 19@ATT negotiations as well as the
emergence of Joseph Nye’s soft power contributeateising attention to culture in
international relations. These recent questions addto the historical issue about the
intertwinement of the assertion of power with th@read of cultural influence abroad
(Lombard 2003: 14; Bound et al. 2007: 15). In tbamtext, several scholars focus on the
study of why and how states have developed annati@nal cultural policy, also called
cultural diplomacy.

In his 2003 book entitleBolitique Culturelle Internationale, le Modele Freais face
a la Mondialisation (Lombard 2003), Alain Lombard asserts that stategpléement
international cultural policy to seek to four olijees. As mentioned abvoe, the goal which is
primarily pursued by states through cultural dipdmy is to extend their influence around the
world. Secondly, states consider that the impleatent of an international cultural policy is
a source of economic prosperity. Thirdly, statelelse that an international cultural policy
may bring about a more peaceful world. Lastly, yiag out an international cultural policy

contributes to the promotion of cultural divergitpmbard 2003: 41).

3.1.3.1 International Cultural Policy asa Wayto S pread its
Influence Abroad

The first development of international cultural ipigs in the late 19 century, as well as the
ancient tradition of rulers exchanging gifts ofsaid primarily motivated by the question of
prestige. Indeed, states consider that the satiingf international cultural relations aims at
extending their influence around the world, or edst obtaining the respect of other states
(Lombard 2003: 42). By organising cultural eventsoad such as concerts, exhibitions or
conferences, a state showcases the knowledgesghiivity and the diversity of its artists and
intellectuals. This elite represents the wholearaaind the display of its talent then conveys
both the image and the values of the nation. Irb1T™omas Jefferson already noticed that

states could gain influence and recognition fromtuce:
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“I am an enthusiast on the subject of the arts. Buit is an enthusiasm of
which | am not ashamed, as its object is to improvéhe taste of my
countrymen, to increase their reputation, to reconite to them the
respect of the world and procure them its praise.”(Thomas Jefferson
guoted by Schneider 2003: 1)

Thomas Jefferson’s observatissignifies that culture could provide states wtie means to
play a role on the world stage and brings abouitigesassets such as respect and even
admiration.

However, influence may turn out to be negativeame cases. The influence exerted
by one state on another may be too strong and @y the interests of the dominated state
or may undermine its culture. This influence isnthpgerceived as cultural imperialism and
engenders repulsion from the dominated country tdsvihe influential country. This unequal
situation in the cultural dialog among the statsults from the growing unbalanced cultural
flows among the countries. As this situation of qured cultural exchanges may be offset by
economic measures, we notice that the search éotaonomic interests and the exertion of

influence through international cultural relaticarg linked (Lombard 2003: 46-47).

In brief, the question of spreading its influenoehe foreign countries is the first and
main reason for implementing an international aaltyolicy. However, this issue is more

and more connected with the pursuit of economingai

3.1.3.2 International Cultural Policy as a Way to R each Economic

Prosperity

The pursuit of economic gains has recently beconsggaificant reason for the states to
implement an international cultural policy.

On the one hand, cultural industries are burgeoramg developed countries’
economic growth partly rests on this key sectoplémenting an international cultural policy
aims to boost the exports of cultural goods (Lordl2003: 47 and Wyszomirski et al. 2003:
2). On the other hand, the international culturaliqy serves as a platform to advance
economic interests, which are not necessarily@dléd the cultural industries. International
cultural relations project a positive image of twuntry abroad and enhance the context of

trade negotiations in general (Lombard 2003: 50).

® This quotation issues from a letter written by fitas Jefferson, Minister to France at that timeJames
Madison, the “Father of the Constitution.”
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In short, international cultural policy has recgncquired trade-related aspects.
Through cultural diplomacy, states seek to achiegenomic goals. Cultural diplomacy
directly and indirectly contributes to the econord&velopment of a country, by promoting

the export of cultural products and also by furithgtrade opportunities in general.

3.1.3.3 International Cultural Policy as a Way to B  uild a More
Peaceful World

By developing international cultural relations wdther nations or in multilateral institutions,
states aim at bringing out a more peaceful world.

Bilateral or multilateral international culturallagons provide the states with a better
understanding of others and an awareness of tfeahices which exist between them and the
neighbors. In the 1945 UNESCO Constitution, it waleeady mentioned that cultural
exchanges may bring about peace.

“The purpose of the Organization is to contribute b peace and security
by promoting collaboration among the nations throudp education,
science and culture in order to further universal espect for justice, for
the rule of law and for the human rights and fundanental freedoms
which are affirmed for the peoples of the world, wthout distinction of

race, sex, language or religion, by the Charter athe United Nations.”
(UNESCO 1945: Article 1.1)

UNESCO has kept on emphasizing the key role pldyedulture in the pursuit of peace in
the last couple of decades. UNESCO coordinatesatitwities of the “Decade for the
Promotion of a Culture of Peace and Non-Violenaelie Children of the World”, which the
United Nations General Assembly launched as an ingeto this new century and
millennium. In the 2001 UNESCO Universal Declaratmn Cultural Diversity and the 2005
UNESCO Convention on the Protection and Promotidnthe Diversity of Cultural
Expressions, the UNESCO affirms that cultural refeg are a crucial factor to advance the
objective of international peace (UNESCO 2001: 214INESCO 2005: 1 & 3).

However, international cultural relations may ateoperceived as a source of tensions
and may even lead to conflicts rather than to pelackis 1993 article, entitleihe Clash of
Civilizations? (Huntington 1993), Samuel Huntington emphasizes$ tudtural differences

may generate tensions and even conflicts:
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“It is my hypothesis that the fundamental source ofconflict in this new
world will not be primarily ideological or primaril y economic. The great
divisions among humankind and the dominating sourcef conflict will
be cultural. Nation states will remain the most powrful actors in world
affairs, but the principal conflicts of global politics will occur between
nations and groups of different civilizations.” (Huntington 1993: 22)

In Huntington’s prism, the cultural differences atite increasing interactions between
peoples of different civilizations may be the prignaource of conflicts. However, it is hard
to imagine that the development of internationaltuzal relations based on respect for
different cultures would cause such tensions angrepitious a chance for the outbreak of
conflicts (Lombard 2003: 59). Consequently, it igaial for states to carry out international
cultural policy based on respect and mutual undedshg. Such an international cultural
policy would foster a dialogue of civilizations nat than a clash of civilizations.

In sum, the development of international culturdltions is the best guarantee of
peace. However, cultural differences may generasimderstanding between peoples and
may then cause conflicts. By carrying out intemorai cultural policy based on respect for
different cultures, states contribute to the demelent of a better mutual understanding and

trust. By doing so, states also foster the intéucal dialogue among nations and civilisations.

3.1.3.4 International Cultural Policy as a Way to F  oster Cultural
Diversity

The fourth objective of international cultural rébes is the promotion of cultural diversity,
which is “the common heritage of humanity” (UNESQOOQ1: Article 1) This objective is
more difficult to comprehend as it is more abstthan the three above-mentioned goals.

International cultural relations contribute to tmeitual improvement of each culture.
Indeed, they enable peoples to share their plyrafitl discover other cultures. Additionally,
cultures meet, mingle and morph through the dewveéy of international cultural relations.
These exchanges further the creativity and theviatien of each culture (Lombard 2003: 61).

However, unbalanced cultural flows may cause negaffects on cultural diversity.
The unequal situation of cultural flows may harnagite and marginalized cultures.
Additionally, a preponderant domination of cultuexichanges by one culture may lead to the

uniformization and standardization of culture ardtime world (Lombard 2003: 63).

In brief, the implementation of international cuél policies benefits the cultural
diversity in the world. However, the unbalancedunall flows may provoke a loss in cultural

biodiversity.
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3.2 A Contextual Framework

This section aims to present the context surrogndne development of the Louvre Abu
Dhabi project. This is an essential section sihgeavides thorough background information
which will be essential to the investigation of rmpyoblem formulation, i.e. whether the
Louvre Abu Dhabi project positively or negativelppacts France’s cultural diplomacy and
soft power.
First, | will focus on France’s cultural diplomackhen, | will give an overview of the

United Arab Emirates with which France engages fideo to develop a new universal
museum. In continuation, | will shed light on theufrce-UAE relationship. 1 will end with an

extensive presentation of the project itself.
3.2.1 An Overview of French Cultural Diplomacy

This section takes a look at France’s culturalafipdcy with the objective of providing an in-
depth background to this topic, since this isswa the heart of my problem formulation.

This section is built up around the two main ptied of France’s foreign cultural
policy, which in turn revolves around two large cepts: influence and solidarity. From an
historic perspective, promoting the tremendous ¢hecultural wealth (seéppendix) and
spreading France’s influence overseas have beeprithary missions of the French cultural
diplomacy. However, these missions have graduagnkbuilt upon by two recent objectives:
fostering cultural dialogue and enhancing cultwabperation. The promotion of cultural
pluralism and diversity is an overall objective aihnisomewhat encompasses the three former
goals (Lombard 2003: 86-87).

By successively presenting the main lines of then€in foreign cultural policy, this
section also highlights the salient features whibhracterize the French cultural diplomacy
system, which turns out to be a very peculiar nfodel comparison with other countries’
cultural diplomacy systems. Cultural diplomacy s age-old and fundamental element of
France’s foreign policy. In this regard, France&asnmonly recognized as a precursor in the
field of cultural diplomacy. In addition, French lewal diplomacy differs from other
countries’ cultural diplomacy systems by the highb#@ious goals it pursues, the very

voluntarist state policy it implements and the veoynplete strategy it develops with regard

® By “model”, | do not mean an example to followtbuefer to a complex system with its own charestes.
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to both the geographical areas and the fields tddrasz All these characteristics of the French
cultural diplomacy will then be developed throughttiis section.

First, 1 will shed light on the objective of pronmay France’s cultural wealth abroad
and spreading its influence overseas by trackingk ihe evolution of the French cultural
diplomacy from its origin to the mid-20century. Then, | will present the objectives of
fostering the cultural dialogue and enhancing thleucal cooperation which emerged after the
Second World War.

3.2.1.1 Promoting French Culture and Spreading Fren  ch Influence

Expanding France’s influence overseas has been ndafoental motive for France’s
international cultural actions since the very eéginnings of these initiatives.

Although the early institutionalization of Frenafternational cultural relations dates
back to the establishment of the first Alliancesrfgaises abroad in 1883, the nascent
beginnings of France’s international cultural relas are commonly dated back to the King
Francis |, the Patron of the Arts and the FatherRestorer of Letters, in the @entury. In
1535, Francis | and his ally Suleiman the Magniiic&ultan of the Ottoman Empire signed a
treaty which granted complete religious libertyttee French and protection over all the
Catholics in the Levant as well as the right tocpice French language and French culture in
the Ottoman Empire (Lombard 2003: 71; de RaymoriD205-16).

Since the 18 century, France has increased the interaction dmtwculture and
international relations. France has long embedt$ethternational relations on the prestige of
its arts and culture, particularly during Louis X$Weign. The Sun King indeed considered
that France must not only have achieved a politwal military dominance in Europe, but
also a cultural one. As symbols of power and a efapfluencing foreign countries, Arts and
Culture were then part of foreign policy (de Raym@000: 16).

Two somewhat close concepts emerged from thesg kadinnings and have long
characterized France’s cultural diplomacy ideologjye notions of fayonnement” and
messianism Like the sun, France intends to “radiate” to thiher parts of the world,
especially through its culture. This willingnesssiaread its cultural influence is notably due
to France’s belief that it has a particular rol@lkay in the world (Lombard 2003: 81; 207).

During the Age of Enlightenment, this close linkween French culture and politics

is illustrated by the cases of French intellect@ald artists who were invited to the courts of

" The Alliance Francaise is a non-profit private anigation whose mission is to foster the diffusafrthe
French language and culture abroad. This associasioccomposed of a headquarter based in Paris and a
worldwide network of independent establishmentsifféation Alliance Francaise 2008).
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European leaders. For example, Voltaire visitedi&niek I, King of Prussia and Diderot was
invited by Catherine I, Empress of Russia (Lomb2003: 71 and de Raymond 2000: 17-18).
Napoleon continued in the same vein as the edfliench leaders by contributing to the
influence of French culture abroad (Lombard 20A3aid de Raymond 2000: 18-19).

In the late 19 century, the foundation of the Alliance FrancaiseParis and the
creation of its first cultural establishments alor@ae the signs of the modern French cultural
diplomacy. After its defeat against Prussia in ®edad the end of the Second Empire in
1870, France wanted to show its will of preservicmpsolidating and expanding its influence
overseas notably through the promotion of the Hréacguage (de Raymond 2000: 19).

During the First World War, the French state insezhits involvement in support of
international cultural actions, as cultural inflaenand the power of information played a
significant role in the conflict.

After the First World War, French authorities dengd significant means to improve
France’s cultural diplomacy apparatus. Foreign ersiies give an impetus to the creation of
the first French cultural institutes overseas. Thaission was to foster academic exchanges
and university cooperation between French univessiand foreign ones, as well as to
showcase French culture and promote the Frencludaeg(de Raymond 2000: 20). Besides,
the Association Francaise d’expansion et d’échangesstgtiesis created in 1922. This
association will become the French Association Adiistic Action, also known as AFAA
(Association Francaise d’Action Artistique) in 193Ws purpose is to organize cultural
manifestations overseas (de Raymond 2000: 21).

During the inter-war period, the French -culturapldmacy apparatus is thus
considerably strengthened by the creation of bbth AFAA and the network of cultural
institutes abroad. Henceforth France’s clout isveged overseas through the promotion of
the French language and the organization of cultnemifestations overseas.

After the Second World War, the policy about Frasmaeternational cultural actions
overseas underwent a remarkable development fdy tyears. Just after the Second World
War, the Ministry of Foreign Affairs implementedaw apparatus to conduct its international
cultural activities abroad; the Directorate GenévalCultural Relations was founded in 1945
and Cultural Counselors were appointed in the Esibagrom 1949 (de Raymond 2000: 22).
Decolonization and De Gaulle’s presidency changemhde’s policy about cultural actions
abroad. France maintained close cultural relatwitis its former colonies, but these relations
assumed a new shape. Henceforth, France develofiadat cooperation relations with these

independent countries (de Raymond 2000: 22-23). toueresident de Gaulle’s ambitious
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view about France’s place in the world, France enpnted a sound policy with respect to
the cultural actions overseas. On the one handcEraignificantly increased the means to
spread the French language abroad, since it prahtbéeFrench culture. On the other hand,
France gradually extended its international cultuedations to the fields of sciences and
technologies (de Raymond 2000: 23 and Lombard 2098

In the 1980s, the French cultural diplomacy systemderwent new major changes,
spurred by a report about foreign cultural relaianitten by Jacques Rigaud for the Ministry
of Foreign Affairs in 1979 (Rigaud 1979). Rigaucommended reforms, of which most
would be set up in the 1980s. Rigaud notably adedcdhat France should widen its
openness to foreign cultures and significantly empihe available new technologies of
information and communication. In the 1980s and0E9%rance invested significant means in
its audiovisual presence worldwide. In additionset up new structures and new models to
welcome foreign cultures. For instance, the cultsemsons model was implemented: each
year, one country is invited to be the focus ofedes of exhibitions and events (Lombard
2003: 77-78).

At the dawn of the 21 century, the French cultural diplomacy’s systenaituge
apparatus with a wide-ranging and worldwide actldowever, this model is going through a
crisis, as it is reported by several publicatioDaygé 2001; Djian 2004). In the context of
globalization, the tremendous development of adedncommunication systems and the
increasing internationalization of cultural indussr have profoundly challenged the role
states play in the foreign cultural relations. Ae French foreign cultural relations apparatus
significantly relies on the involvement of the stathis system has been particularly affected
by the above-mentioned dramatic changes the woalsl iIndergone in recent decades.
Furthermore, the means employed by the French raliltliplomacy apparatus have been
challenged. On the one hand, the French culturbuhiacy system has been squeezed by
budget cuts (Daugé 2001: 10; Djian 2004). Altholgrhnce is one of the countries that
allocates the largest amount of economic resoutgesultural diplomacy, this budget is
relatively trifling to accomplish such an ambitiglerge-scale and widespread action. On the
other hand, the worldwide cultural network turng oat to fit the new context and shape of
the world order. The geographical deployment of th&titutes is questioned and these
structures of French cultural diplomacy are somewbasidered as no longer appropriate to
the context anymore (Lombard 2003: 100). With respethe means of the France’s foreign
cultural actions, it is eventually worth noting théne increasing number of operators

contributes to a relative unwieldiness of the Fhenaltural diplomacy apparatus (Lombard
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2003: 100-101). In other words, it is increasingifficult for the French cultural diplomacy’s
apparatus to conduct its global and large-scaleradDue to the combination of the financial
cuts and the increasing numbers of issues to déal thve French state should redefine a clear
strategy with geographical, social and sector-baseutities (Lombard 2003: 101). Hence,
the French cultural diplomacy system embarks onofopnd reform of its organization and

its missions at the turn of the century.

In sum, France’s international cultural policy Haeen profoundly altered after the
Second World War; and this change is notably represl by the fact that France
increasingly takes the field of cultural cooperatinto consideration.

3.2.1.2 Fostering Cultural Dialogue and Enhancing C  ultural

Cooperation

As mentioned above, the objective of enhancingucalltcooperation has been increasingly

taken into consideration during the last 60 ye&@rscolonization has prompted France to

further develop its initiatives in the field of tuttal cooperation. Then the successive reforms
and notably the most recent one that the Frendhbralidiplomacy system has engaged in, put
forward this new main line of France’s internatibcaltural action.

The salient point of the abovementioned reform h@ Erench cultural diplomacy
system is that its main apparatus has been reslzeqkethe scope of its activities extended so
as to response to the dramatic changes of thenattenal context and to take into account the
increasingly significant cooperation issues. Indebd main administrative structure of the
French cultural diplomacy integrates the entitiésclv used to be in charge of the cooperation
domain (Lombard 2003: 78). Its new naniErection Générale de la Coopération
Internationale et du Développem&@DGCID) in itself reflects this new organizationdaset
of priorities (North 2003: 1). Though the word ‘ttuie’ is not present in the name anymore,
cultural action remains a significant pillar of tik@ench cultural diplomacy system. The
modern French foreign cultural policy relies on tifbars: cooperation and cultural action.

The DGCID outlines the mainstreams of France’s faeeign cultural policy. Cultural
diversity and the promotion of the cultural indietroverseas are placed at the core of French
foreign cultural policy, as they are two major issun the context of globalization (Lombard
2003: 102-103). In addition, the DGCID frames aaclstrategy which puts forward some

major priorities in its field of activities. Thoughe DGCID does not abandon any activity, it

® Directorate General for International Cooperatiod Development
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focuses its action on the promotion of French idadsoad, the implementation of
development aid programs, its participation in #aucation of foreign elites and the
strengthening of the French audiovisual presencddwae (Lombard 2003: 104; North
2003).

Furthermore, the other significant step in the reestiring of the French cultural
diplomacy is the redefinition of the role of thatstin its conduct. The French state intends to
develop a more flexible cultural diplomacy systdmy, resorting to autonomous operators
(Lombard 2003: 105). This reshaping of the Frendtural diplomacy system has led to the
creation of CulturesFrance, the new agency in @afgnternational cultural exchanges. This
new operator which was created in 2006 results fttermerger of the French Association for
Artistic Action and the Association for the Disseatiion of French Thinking (Ministere des
Affaires Etrangeres 2006c). Through this restructyrthe French state seeks to have a
unique but strong operator which covers a brodd fi¢ activities — from the promotion of
French culture abroad to cultural cooperation s tliugain a greater efficiency in its foreign
cultural action. Besides, the cultural network oérich institutes has also been affected by
this modernization of the French cultural diplomaggtem

It is also worth noting that French internationaltaral policy’s intention to foster
cultural diversity is also illustrated by the sifycant role France plays at a global level.
France advocated the concept of cultural excemtiahe 1993 GATT negotiations, and then
for the notion of cultural diversity. The conceptocaltural exception states that cultural goods
are different by nature from other goods and they tshould be treated as being not like
other forms of merchandise in trade (Tardif andckar2007). With respect to cultural
diversity, France played a key role in negotiatad adoption of the UNESCO Convention

on the Protection and Promotion of the DiversityCoftural Diversity.

In brief, this section has highlighted that Frasc#sreign cultural policy rests on a
two-fold purpose. On the one hand, French cultdiplomacy aims to increase France’s
cultural influence by promoting the French langydg®stering the presence of French artists
and their works overseas, strengthening its pasitiche intellectual life and debates abroad,
supporting cultural industries abroad and fostetimg export of cultural goods as well as
enhancing its presence in the audiovisual sectatdwale. On the other hand, France’s
international cultural policy aims to foster cullrdialogue and to assist the cultural
development of other countries, by acting as a hosforeign cultures and artists, by

supporting artistic creation in foreign countriby, offering its assistance and its expertise in
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the field of cultural policy and cultural enginewegito other countries. Thus France intends to
help foreign cultures to maintain and develop tlo&m artistic creation. This intention is also
expressed and strengthened by France’s viewpooutahe promotion of cultural diversity
for which France advocates in the multilateral areach as the UNESCO.

The presentation of these objectives has also edable shedding of light on the
salient characteristics of the French cultural @hphcy system: its age-old foundations, the
important role played by the state and the tremesdpparatus which conduct this policy.
For several centuries France has managed to stdbessolve this system in pace with the
political, economic and technological changes ugolee by the world. Indeed, the .French
cultural diplomacy system has created new operabodeal with a broader field of activities,
to reach more people in an increasing number ohtt@s. French cultural diplomacy has
become a system based on a very active state anexffenditure of significant means in
pursuit of numerous ambitious goals. However, thetext of globalization has challenged
the characteristics of this system. In the firstadte of the 2L century, France intends to lay
the foundations of its cultural action abroad omeav basis and it seeks to pursue new goals

such as the promotion of cultural dialogue.
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3.2.2 The Environment of the Louvre Abu Dhabi Museu m

This section outlines the environment in which ltloeivre Abu Dhabi project takes place, by

taking a look at the United Arab Emirates. Thistisecaims to have a better comprehension
of this small and rich country where the first LoexMuseum branch will be settled. Hence,
this section intends to develop an in-depth baakguoabout the political and economic

situation of the UAE as wells as the relations #&gsian Gulf country has with France. By
doing so, this section will provide me with the essary knowledge to explore and analyze
which of France’s interests the Louvre Abu Dhabisélum may contribute to achieve.

This section starts with some general informatibow the United Arab Emirates. Then, it

focuses on the bilateral relations France has thi#gHJnited Arab Emirates.

3.2.2.1 The United Arab Emirates

This section will shed light on the main geographidemographical, political and economic
characteristics of the United Arab Emirates.

The United Arab Emirates is a Middle Eastern fetienaof seven emirates that
became independent in 1971. The UAE is situatetiensoutheast of the Arabian Peninsula
between Oman and Saudi Arabia and bordering thé @@Wman and the Persian Gulf. The
UAE area is estimated to be 82,880 square kilorseldre seven emirates, in order of size are
Abu Dhabi where the national capital Abu Dhabi egdted, Dubai, Sharjah, Umm al
Qaywayn, Ajman, Al Fajayah and Ras al Khaymah @ipof Congress 2007: 1-3).

Figure 3: Location Map of the United Arab Emirates in the Middle East Region
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Figure 4: Administrative Map of the United Arab Emi  rates
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The UAE has around 4 million inhabitants with agkarpopulation of non-nationals. An

estimated 20 percent of the population is comprigedational citizens while the non-

nationals constitute approximately 80 percent @& gopulation. These foreigners mainly
come from other Arab countries as well as Pakistadia and Bangladesh (Library of

Congress 2007: 5). A large part of this expatrfapulation lives and works in substandard
conditions without any civil rights (Library of Cgress 2007: 13-14). Numerous practices
related to discrimination against the Asian mignaopulation and non-respect of their rights
have been noted by international non-governmentgarozations and foreign institutions

such as the Human Right Watch (Human Right Watdb8P@&nd the U.S. Department of

State (U.S. Department of State 2007).

The United Arab Emirates may be considered as seléederation, since each above-
mentioned emirate has its own ruler and has coraitke powers (Library of Congress 2007:
19; U.S. Department of State 2007: section “Govemtf). With respect to the rule of the
federation, the constitution establishes the ma&titutions: the Supreme Council of Rulers,
the Presidency, the Vice-Presidency, the Premiersiie Council of Ministers and the
Federal National Council. The rulers of the severr&tes constitute the Supreme Council of
Rulers which is the highest federal authority. leccadance with the Constitution, the

Supreme Council of Rulers elects the Presidentthedv/ice President of the federation for
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five years (Library of Congress 2007: 19; U.S. Dapant of State 2007: section
“Government”).

The United Arab Emirates recently underwent a chaagong its leaders. In 2004
Sheikh Khalifa bin Zayed Al Nahayan became RulefAlofi Dhabi Emirate — the larget, most
populated and richest emirate of the federatiomé also President of the federation. He
succeeded to his father Sheikh Zayed bin SultaNakyan who was the first and only UAE
President until he died in 2004 (Library of Congré007: 19; U.S. Department of State
2007: section “History” paragraph 6). The UAE Vieessident and Prime Minister is Sheikh
Mohammed bin Rashid Al Maktum who is Ruler of Dukanirate, the commercial center of
the federation. He succeeded to his brother Shdikktum bin Rashid Al Maktum when he
passed away in 2006. Although non-official, theo@dltion of positions in the federal
government reflects the political and economicuefice of each emirate and itde facto
hereditarily ordained. As the clan ruling the rishand largest emirate, the Al Nahyan clan of
Abu Dhabide factoinherits the Presidency of the Federation whike ¥ice Presidency and
the Premiership have always been held by the Maldiam, which rules Dubai, the second
richest emirate of the federation (Library of Caegg 2007: 20; U.S. Department of State
2007: section “Political Conditions” paragraph Ajong with this smooth transition of power
to a new generation of rulers, it is worth notingeaeent step towards democracy through the
organization of the first-ever elections in 200@wever, these elections only concerned half
the members of the Federal National Council whicherely a consultative body (Library of
Congress 2007: 20; U.S. Department of State 2@@dlitical Conditions” paragraph 3).

The UAE has a very flourishing economy. The UAE'BRSper capita is one of the
highest in the world. As mentioned in the appeniixgeached $ 38,600 in 2006. The UAE'’s
GDP reached $163 billion with an annual growth &t8.4% in 2006 and a substantial trade
surplus which attained $35.942 billion. The Emisaté Abu Dhabi and Dubai are the two
economic motors of the United Arab Emirates. Theyvigle approximately 80 percent of the
UAE’s income (Library of Congress 2007: 8).

The UAE economy is mainly based on the oil and gmsor, which accounts for
around one third of total GDP (Library of Congr&f07: 10). The UAE has huge oil and
natural gas reserves, containing almost eight pérmiethe world total of crude oil reserves
and has the fifth largest supply of natural gashm world (Library of Congress 2007: 10).
These oil and natural gas reserves are mainlytedua the Emirate of Abu Dhabi (Library of
Congress 2007: 10). Based on the oil and gas reseuhe UAE has developed its industrial

and manufacturing sector, notably the heavy inésstrThe industrial sector produced
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approximately 54 percent of the GDP and employedirad 36 percent of the workforce in
2005 (Library of Congress 2007: 10-11). Besidesntamufacturing activities related to the
process of oil and gas, the UAE has also expartuethtlustrial sectors needing a large input
of energy in the production process such as alumiridue to the abundance and low cost of
oil and gas resources, the government-owned compabgi Aluminum is very competitive
and is one of the world’s top aluminum producelidr@ry of Congress 2007: 11).

Although the Emiratis’ supplies in oil and gas wWakt several decades, the UAE has
already adopted an economic strategy based onivbesification of its sources of revenues,
particularly the tourism sector. The services seatwounted for an estimated 40 percent of
the GDP and employed approximately 60 percent @ftdtal workforce in 2005 (Library of
Congress 2007: 12). The Emirate of Dubai which twaly small oil and gas reserves has
largely diversified its economy, having developeldoaming services-based economy, which
notably encompasses the sectors of tourism, fiahrs®rvices and telecommunications
(Library of Congress 2007: 8). In the Emirate ofb@y the tourism earnings exceed the oil
revenue (Library of Congress 2007: 13). The Emiddt®ubai has been investing in some
tremendous attractions. It hosts the Burj Al Arabich is the world’s tallest hostel. Other
grandiose projects, such as the artificial islandsmed the Palm Islands and the World
Islands, are being built. In a similar vein, the iEate of Abu Dhabi has also started to
diversify its economy. The considerable revenuaseghfrom oil and gas exports enable Abu
Dhabi to invest into the development of some gteatism projects such as the Saadiyat
Island which will become the cultural district of the UAEcapital by hosting several
museums, including the Louvre Abu Dhabi Museum {&afis 2006).

Thus, the United Arab Emirates has taken the péthhe sustainable economic
development, which also includes some substarff@ite to improve the educational system.
One quarter of the UAE’s federal government spandsndevoted to education (Library of
Congress 2007: 6). The UAE also attracted someigioraniversities which established
campuses in the UAE. For instance, the French UsityeLa Sorbonne opened a campus in
Abu Dhabi in 2006 (Library of Congress 2007: 7).

With respect to foreign relations, the UAE is facedth a politically tense
environment (Leveau 2005), as it is surrounded dseral regional powers, including Iran,
Irag and Saudi Arabia. Saudi Arabia and the UAEntaan very close relations and both

° |t literally means the Island of Happiness in Arab
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countries are members of the Gulf Cooperation Cibthhdut, the UAE is consequently
dependent on Saudi Arabia due to its large areasitte of its population and its significant
economic and military means (Leveau 2005: 15-16AEUran relations are very tense, in
particular because of a territory dispute overdhsands in the Strait of Hormuz. In 1992,
Iran unilaterally took control over these threamsls, having formerly been shared between
the two countries (Library of Congress 2007: 4)teAflrag’s attempt to annex Kuwait in
1990, the UAE has developed a close military refeghip with select foreign countries for
the purpose of its security. Though the USA remé#uescentral military partner of the UAE,
the UAE has sought diversification in security stsice by negotiating defense cooperation
agreements and military contracts with other Westuntries, and in particular France
(Library of Congress 2007: 24).

In sum, the United Arab Emirates is faced with ntone and various challenges. It
has undergone a remarkable development and mod#tomizbased on petroleum and gas
exports. These exports still play a vital rolehe economy. However, the Emirati economy is
becoming less dependent on oil and gas resourcasgtinthe successful diversification of its
sources of revenues. Indeed, the UAE uses thefisamti earnings provided by oil and gas
exports in order to drive the expansion of the nrsector and primarily the tourism in the
thriving emirates of Abu Dhabi and Dubai. These temirates are the two predominant
emirates because of their sizes, their populatitmsy oil and gas wealth as well as the
vitality of their services sectors. The UAE alsopdrasizes the improvement of its educational
system, notably by hosting the campuses of foraigwersities. In spite of its economic well-
being as well as some small steps of political opetowards democracy and some advances
in the protection of human rights, the UAE is gtihgued by numerous issues concerning the
violations of human rights and the non-democratdronf of its government. Located in a very
tense region, the UAE plays a vital role in theamff of the Persian Gulf region, notably
through the GCC, despite being a small countryrdsunded by regional powers, the UAE
has offset its military weakness by developing tayi cooperation with several different

countries, including France.

% The Gulf Cooperation Council is a regional orgatian regrouping six Gulf Countries: Bahrain, Kutyai
Oman, Qatar, Saudi Arabia, and United Arab Emiralesims to strengthen a greater political, soeiat
economic cooperation between these six countrieggd@u 2005).
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3.2.2.2 The UAE-France Relationship

The United Arab Emirates and France enjoy a strang friendly relationship since the
creation of the Emirati federation. These long-dilag and excellent bilateral relations are
notably based on a strategic partnership whichrapegses all the fields: politics, economy,
defense and culture. The two countries have eveently pushed this close cooperation
forward.

The political ties between the two states are gtras attested by the intensity and
frequency of mutual official visits between polgldeaders of each country. In the last few
years, several official visits of French leaderghe United Arab Emirates took place, and
vice versa. President Sheikh Khalifa bin Zayed Ahjan made an official visit to France in
July 2007, while French President Sarkozy visiteel WAE in January 2008 (Ministére des
Affaires Etrangéres 2008; Khaleej Time£007 and Khaleej Times 2008). Additionally,
France and the UAE have a strong convergence ofsvan a vast majority of regional and
international issues (Ministere des Affaires Eteneg 2006a).

With respect to the economic and trade sectorctimemercial relations between the
UAE and France are also very good and trade exesakeep growing. The UAE is France’s
top economic partner in the Middle East and ther&tininarket represents the foremost outlet
for French exports in the Middle East. Indeed, Eheexports to the UAE accounts for
approximately one third of France’s total expodshis region of the world (Balkany 2007:
9). Additionally, French investment in the UAE hasen multiplied by four from 1992 to
2003 to reach €608 million that year, which coroegjs to one quarter of France’s total
investment in the Middle East (Ministére des AfgailEtrangéres 2006a). In turn, the UAE is
a strategic partner for the French economy, asjarmd producer and a principal trade hub
for re-exports to Asia and to the other Gulf coigstr The dynamism of these trade exchanges
notably relies on significant contracts in aeror@utThese intense economic relations got a
new impetus with a civilian nuclear cooperationadcthat French President Sarkozy signed
during its recent visit in the UAE. This agreemena first step towards the construction of a
nuclear power plant and it implies three major Erenompanies of the energy sector (Smith
and Ferguson 2008).

Apart from expanding their economic relations, the® countries greatly enhanced
their cooperation in the field of defense durings tfecent visit of President Sarkozy to the

UAE. Indeed, France and the UAE signed a deal ateuéstablishment of a French military

1 The Khaleej Times is an English language newspaplelished in Dubai.
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base in the UAE (Bennhold 2008). This accord muobsks the strong military cooperation
that the two countries have long developed, asag mentioned in the previous section. To a
larger extent, this agreement considerably streamgtithe bonds between the two countries. In
addition, it is a significant step for each goveemin On the one hand, France will be one of
the first Western countries other than the USAdee a military base in the Gulf (Bennhold
2008). Though this installation will be relativedynall, France thus gains a foothold in the
Persian Gulf. This military project thus reflectsafce’s intentions to play a greater role in
this geopolitically strategic region, and to gefignaaintain its key place on the international
stage (Stracke 2008). On the other hand, this rhde@sion to set up a permanent French
military presence is in line with the foreign maliyy policy of the UAE government. Indeed,
this policy consists in insuring its national setyuiby getting the protection of foreign
partners, since the UAE is militarily weak, as @samentioned in the previous section.
France-UAE cooperation is not confined to the acddsade and defense, but it is also
increasingly taking place in the educational antucal domains. The UAE aspires to become
a regional heart with regard to education and celtdMore generally, the UAE aims to
become a prominent actor in the world, notably biyng a platform for international dialogue
and cultural understanding. In order to reach thagectives, the UAE turns to France for
getting assistance in the development of cultunal educational projects. On the one hand,
the French-Emirati cooperation in the field of eatimn has resulted in the formation of
several partnerships between universities of thee dauntries. The most striking project has
been the establishment of a branch of Paris Sogbamiversity in the UAE. On the other
hand, the cooperation between countries in theulltdomain has brought about some
outstanding projects. Apart from the Louvre Abu Dihahe capital of the UAE recently
hosted the first annual edition of the internatload fair ArtParis-AbuDhabi (Debailleux
2007). This significant event springs from a paishgp between the Abu Dhabi authorities
and Artparis, which is one of the largest interoial art fairs held in France. Not only has
Abu Dhabi developed partnerships with French iagtihs and French local authorities, but
Dubai moreover has ventured into a tremendous catpe with them. Indeed, Dubai City
intends to build a new district in the image of byavhich is the second largest French city.
Based on a deal between the two cities, this preydt strive to recreate the spirit and the
image of Lyon in Dubai, by featuring the famousrelateristics of the second largest French
city (Sciolino 2008). Lyon is notably renowned agpbrtant place for French gastronomy, for
the silk and textile industry as well as for beititge birthplace of cinema. The main

organizations of the French city will be involved this initiative. Thus, the Paul Bocuse
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Institute, a symbol of the typical Lyon gastronorthe Museum of Textiles, the universities
and even the football club Olympique Lyonnais wabrtainly be prompted to create a
subsidiary in the Emirati city (Scilino 2008). Tleesxceptional projects very much enhances
the cultural and educational French presence itJtiieed Arab Emirates, which also includes
two Alliances Francaises and fduycées Francaithat are the French educational institutions
abroad (Balkany 2007: 9).

In brief, France and UAE have maintained excelrd long-standing relations over
decades. This bilateral relationship recently gaimereasing momentum and is developing
into a strategic partnership in all the fields,luning the political, economic, military and
cultural spheres. France particularly contributesthe admirable development of artistic,
cultural and educational centers in the UAE, ofakihihe Louvre Abu Dhabi is an important
component. The next section will provide a detapeedsentation of the Louvre Abu Dhabi

project.
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3.2.3 Presentation of the Louvre Abu Dhabi

In this section, | will present the key aspectshef agreement signed by France and the UAE
about the establishment of a museum named LouveeDXtabi on Saadiyat Island.

In March 2007, the government of France and theegowuent of the UAE signed an
agreement about the creation of a universal museukbu Dhabi. The conclusion of the deal
had been finalized almost two years after the fiistussions and negotiations started at the
initiative of the UAE. In the summer 2005, Sheikblt&n bin Tahnoon Al Nahyan, Abu
Dhabi Tourism Authority Chairman, expressed hishwigr a partnership with the Louvre
Museum for the construction of a museum on the i$attsland in Abu Dhabi (Ministere de
la Culture et de la Communication 2007: Fiche 3).mentioned above, Saadyiat Island is a
gigantic project that Abu Dhabi plans to developasoto become an international cultural
capital and a world-class tourist destination. Tikiand will host tourist and leisure facilities
divided into five different districts, including aast and spectacular cultural district. A
Guggenheim Museum satellite, a Biennale Park, aitivier Museum, a National History
Museum and a Performing Arts Center will notably dstablished in this cultural district
(Universe in Universe 2007). Sheikh Sultan bin T@m Al Nahyan’s wish is fulfilled by
securing this 30-year, unprecedented cultural agahich announces France’s wide-ranging
and strong involvement in the establishment of @D@%#square-meter universal museum
designed by famous French architect Jean Noteeld will be named Louvre Abu Dhabi
(Ministére de la Culture et de la Communication 20Biche 2). The significant French
participation in this project mainly revolves arduthree main issues. In addition to the name
of one of its most famous cultural institutionsaiece will contribute to the project by
providing the Abu Dhabi museum with expertise artdvarks (Ministére de la Culture et de
la Communication 2007).

The Louvre Abu Dhabi will be a universal art musétimhich is expected to open in
2012 or 2013, with an initial gallery of 2,000 sgraneters. This area will be gradually
expanded to reach a final 6,000 square meter aneatetl to the permanent collections and a
further 2,000 square-meter area for temporary éxits (Ministére de la Culture et de la
Communication 2007: Fiche 2).

12 Jean Nouvel notably designed the Arab World Ia&iand the Quai Branly Museum in Paris as wethas
future Copenhagen Concert Hall. In 2008, Jean Noam@rded the Pritzker Prize, which is considersdhe
“Nobel Prize for Architecture” (Pogrebin 2008)

13 A universal art museum embraces artworks fromgelacope of different regions and eras.
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During 10 years, these galleries will benefit froamtworks from the French
collections; especially from the Louvre, loanedatong-term basis by the Agence France-
Museums which is the overseeing body responsibianiost aspects of Louvre Abu Dhabi
project. However, individually these artworks mapt be loaned for a period exceeding two
years. Consequently, there will be a continualtimtaof loaned artworks in the Louvre Abu
Dhabi. Initially, 300 loaned works of art will bexi@bited in the Louvre Abu Dhabi. The
number of artworks on loan will gradually decreaser time as the Louvre Abu Dhabi will
progressively accumulate its own collection. Thasly 250 loaned artworks will be on
display after 4 years and 200 from the seventh ypao the tenth year after the opening of
the museum (Ministére de la Culture et de la Comaation 2007). In addition to this long-
term display of artworks, the Agence France-Musewtlisprovide the Louvre Abu Dhabi
with four temporary exhibitions a year for 15 ye@alkany 2007: 14).

The French participation will mainly be taken inache by two legal entities: the
Louvre Museum and the international agency for E&memuseums called Agence France-
Museums and created in August 2007.

The Louvre Museum is one of the most famous museimnrise world. With 8.3
million visits in 2007, the Louvre Museum is thesbattended museum in the world, ahead of
another French museum, the Centre Pompidou whidgtetid5.5 million visits that year
(Ministére de la Culture et de la Communicatiomyr more than two centuries, the Louvre
Museum has been hosting the art treasures of ttienahcollections. It embraces a large
scope of regions and eras, from archaeology todit® The Louvre Museum collection is
grouped into eight departments, including a depamtnof Islamic Art which was created in
2003. In 2006, the Louvre Museum is said to have@BD works of art, but only 35,000 of
them are on display in its 68,000 square-meteregal. It is worth noting that the Louvre
Museum acquired 202 new pieces that year. Addilipnenore than 1,400 of its artworks
were on loan to other museums while it hosted 1l680ed works of art from other museums
in 2006. We also notice that the Louvre Museum dusi7 exhibitions that year, including
four major exhibitions. Finally, it is interesting underline that the Louvre Museum’s budget
amounted to around €190 million in 2006 (Ministélieela Culture et de la Communication
2007: Fiche 4).

The Louvre Museum is a key actor in the establisitno¢ the universal museum in
Abu Dhabi, as the latter will use the name of tvenfer and a large part of the artworks which
will be on display in the UAE will come from the stovisited museum in the world.

However, the main operator in the Louvre Abu Dhatagiject is, in fact, the recently created
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Agence France-Museums. Former Executive Direct@aritre Pompidou, Bruno Maquart is
the Executive Director of the Agence France-Museuhigs agency is made up of a dozen
major public cultural institutions including the lware Museum, the Palace of Versailles, the
Pompidou Centre, the Musée d’'Orsay, the Guimet Mmsand the Quai Branly Museum
(Cerisier-ben Guiga 2007; Agence France-Museums8)20Dhe agency comprises of a
governing body and a scientific committee. Therthiation of powers in these institutions is
relatively well-balanced. The Louvre Museum hastaiely a significant weight in these
structures, but it does not have a dominant pesitidn the one hand, it gets three out of
eleven votes in the governing body of the Agencan€e-Museums while the five other
stakeholders of the agency (the Quai Branly Musetlma, Musée d’'Orsay, the Pompidou
Centre, the Bibliothéque Nationale de Frdfiand the Réunion des Musées Natioridux
have each a vote. The last three votes go to fheesons who are collectively appointed by
the other members of the agency on the recommemndati the Ministries of Finances,
Culture and Foreign Affairs. On the other hand,ltbavre Museum appoints three out of the
nine members of the scientific committee. Threesqes are appointed by the Ministry of
Culture and the last three persons are collectigplyointed by the other stakeholders of the
agency (Balkany 2007: 11). It is worth noting tlitae government keeps acting as a
regulating authority of the museum field. It hasdigect power in the international agency;
but it is represented by three members in the guwghody of the Agence France-Museums
and it appoints three members of the scientific mittee. Moreover, it is important to
underline that all the stakeholders of the Agencen€e-Museums are government-owned
cultural institutions (Balkany 2007: 11-12)

Though the Agence France-Museums is expected tk foo new international
development opportunities in the coming yearsgutgsent principal mission is to implement
the cooperation agreement signed in March 2007 deiwFrance and the UAE (Agence
France-Museums 2008). Hence, this new operator ¢harge of steering and overseeing the
development of the whole project from its concaptio its achievement. This includes the
building’s construction, the elaboration of the mw®’'s scientific policy and cultural
programming, the organization of the loans from fnench collections, the development of
an acquisition strategy as well as the staff mamage (Ministére de la Culture et de la
Communication 2007: Fiche 2).

% This is the National Library of France
' This is the Union of National Museums, represantingroup of 35 museums, whose goal is both toregha
the collections of the museums and the qualithefgublic services these ones offer (Durey 2001: 9)
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The agreement about the Louvre Abu Dhabi represeatsn of €975 million over 30
years, of which €425 million will go to the Louvaad the further €550 million will be paid to
Agence France-Museums. Abu Dhabi will spend €40lianito attach the prestigious Paris
museum’s name to its universal museum on Saadsjand for 30 years. The further €25
million correspond to a direct donation to the Lt renovate a wing of the Pavillon de
Flore which will be named after the first EmiratteBident Sheikh Zayed bin Sultan Al
Nahyan. The Agence France-Museums will receive €&8lon for its whole action in the
development of the Louvre Abu Dhabi. Indeed, an@amaof €165 million will be paid by the
Emirati authorities for the management advice medi by the agency. In exchange for art
loans, the agency will receive €190 million thatwidl redistribute to the museums from
which it loaned the works of art. The additionak fef €195 million corresponds to the
organization of the annual exhibitions. Besides, WAE will spend €40 million every year to
build its museum’s own collection (Ministére deQalture et de la Communication 2007:
Fiche 2; Cerisier-ben Guiga 2007: 17-18)
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CHAPTER 4: Analysis of Louvre Abu Dhabi's Impact

on France’s Image and Interests

In the following chapter | wish to investigate wiet or not the Louvre Abu Dhabi project
enhances French cultural diplomacy and enablescéramadvance its own interests in the
Persian Gulf, a strategic region. | will therefoeenploy my conceptual and contextual
framework so as to discuss and analyse my threa araas of investigation: the objectives
France’s foreign cultural policy, the strategy cdifiding France and France’s soft power.
Section 4.1will explore the underlying reasons for Franceisg&gement in this
gigantic project and the repercussions the Louvna Bhabi has on France’s foreign policy
and cultural diplomacy interestSection 4.2will explore to what extent the Louvre Abu
Dhabi venture turns out to be a way of brandingh&eaand it will find out the positive and
negative effects of this practice on France’s im&yentually,section 4.3will examine how
France’s soft power is at play in the implementaté the Louvre Abu Dhabi and in turn how

this project impacts on France’s soft and smartggow

4.1 Purpose of France’s Participation to the Louvre Abu
Dhabi Venture

In this section, | seek to explore both which de teasons for the engagement of France’s
authorities along with its cultural institutions tine Louvre Abu Dhabi and how this project
may affect France’s interests and its cultural gyliin order to do so, | will present and
discuss the motives which drive the French autlesrito accept the UAE’s request of
assistance in the establishment of a new univensageum on Saadiyat Island, by relying on
the arguments advanced by the proponents and opisaieethe project. | will also explore to
what extent the purpose of France’s participatiothe Louvre Abu Dhabi venture is in line
with the principles underpinning France’s interaaél cultural action.

First, 1 will shed light on the cultural purposathrench authorities put forward as the
primary motive of their engagement in the LouvreuAlhabi project. Then, | will explore the
political and economic interests which may be etgukd¢o be achieved through the Louvre
Abu Dhabi. Eventually, | will give an overview dfi¢ criticisms that the opponents to the
Louvre Abu Dhabi project mention with respect te thotives of France’s engagement in the

Louvre Abu Dhabi venture.
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4.1.1 Motives of a Cultural Nature

In this section, | wish to analyse to what extdr# touvre Abu Dhabi contributes to the
missions of France’s foreign cultural policy. Asmtiened insection 3.1.3 countries engage
in cultural activities with other countries for thpeirpose of attaining cultural, diplomatic,
political and economic objectives. Specifically,afce’s foreign cultural policy aims at
spreading France’s influence overseas, but it afsphasizes promoting cultural diversity all
over the world and enhancing cultural cooperatioth ioreign governments and operators
(seesection 3.2.1

At first glance, France’s participation in the LoenAbu Dhabi project seems to be in
tune with the main line of its cultural diplomaamce this venture is said to strengthen the
French cultural influence, to represent an unprecesti and remarkable action of

international cultural cooperation as well as torpote the cultural diversity.

4.1.1.1 The Louvre Abu Dhabi: a Way of Spreading Fr ench Cultural

Influence

As described irsection 3.2.1 spreading French cultural influence worldwideresgnts one
of the underlying principles of and one of the @aliobjectives for France’s foreign cultural
policy. In parliamentary discussions about the lreudbu Dhabi project, the Minister of
Culture at that time Renaud Donnedieu de Vabreshasiped this essential aspect, by
pointing out that the further dissemination of Fms cultural influence and splendor
overseas is a key element of France’s internatiocodlral policy (Donnedieu de Vabres
2007a). Furthermore, the Minister of Culture alsminded that bringing beneficial effects to
French cultural presence worldwide is one of théennfianctions of the French museums. In
fact, he mentions that in addition to strive to fieservation and the promotion of the natural
and cultural legacy of mankind, “French museumsehtdne duty of contributing to spread
France’s cultural influencé® (Ministére de la Culture et de la Communicatio20Annexe)
on the national territory and overseas.

In this regard, Donnedieu de Vabres clearly mehatthe participation of the French
state and its main cultural institutions in the Abhabi venture reflects this ambition of
strengthening the French cultural presence worldwithen he declares after the signing of

the Louvre Abu Dhabi accord that “we want [Frenchlture to radiate to parts of the world

'8 My own translation.
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that value it” (Donnedieu de Vabres quoted in USAddy 2007). As an exceptional
ambassador for French culture, the Louvre Abu Dimlndeed a fantastic way of projecting
a positive image of the country and expanding Hréniuence in the United Arab Emirates
and in the whole Persian Gulf region in generale Tlouvre Abu Dhabi project shows
France’s capabilities of implementing huge and madale cultural projects. France’s 30-year
participation in the establishment of the LouvreuAbhabi represents a great and unique
opportunity for France to display in the long teitsyworld-class and prestigious collections
as well as the experience, the talent, and the Wmmw of its high-skilled and respected

curators and cultural professionals in the managéwfecultural institutions.

In brief, the Louvre Abu Dhabi represents a trenorsdproject for France to spread
its cultural influence in the Persian Gulf regidm.the following section, | will show that the
Louvre Abu Dhabi project is intended to fulfill tleecond key objective of France’s cultural

diplomacy which is to further develop the practid¢eultural cooperation with foreign actors.

4.1.1.2 The Louvre Abu Dhabi: a Way of Further Deve loping

Cultural Cooperation

By accepting to meet the UAE’s request for assggan creating a new museum on Saadiyat
Island, the French government is fully aligned witih principle of enhancing its cultural
cooperation with foreign countries which intenddvelop their cultural sector.

As mentioned insection 3.2.2.1the UAE seeks to diversify its economy and the
Emirate of Abu Dhabi has already laid the foundatiof its new economic policy, by
devising a perfectly integrated development strategth substantial investments in the
educational, cultural and tourism sectors. Inde&ioly Dhabi's ambition is to become a
remarkable cultural center in the Persian Gulfargin order to reach this objective, Abu
Dhabi authorities have already attracted foreigiversities to set up outposts in the emirate
and have planned the gigantic Saadiyat Island r@ltuindertaking described section 3.2.3.

In this respect, it is worth underlining that Franaiready engaged in cultural cooperation
projects with the UAE when it lent its support be tPersian Gulf state for the development of
its educational field by accepting to launch a bhaof Paris Sorbonne University in Abu
Dhabi (seesection 3.2.2.2 France’s participation in the project of a newsaum in Abu
Dhabi illustrates the fact that there is a truadam cooperation between France and the UAE

with respect to the educational and cultural field.
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France undertakes this unprecedented and tremerdtiugal cooperation initiative in
order to make up for the UAE’s lack of experienoel &nowledge in the field of museum.
The French expertise will partly contribute to thAE’s cultural and economic development
and to increase the role that this small Persial @l play on the world art scene. In this
venture, France assists the Emirate of Abu Dhalar@ating its own universal museum in
several ways. On the one hand, France will protdeEmirati cultural professionals with
assistance and training in the best practicesdargédneral management of cultural institutions
and more specifically in the field of restorati@uratorship and exhibition design. On the
other hand, France supplies the Emirate of Abu DRath advice and expertise in the
acquisition of its own art collection and how tovd®p a coherent and sound acquisition
policy. France’s cooperation paves the way for aniching environment which is very
conducive for the high-standard education of thdar&mgenerations to come, who may in
turn nurture and treasure this favorable environmé&he long-term objective of France’s
engagement in Abu Dhabi is to see the emergeneestriong and very competitive Emirati
cultural sector with a world-class museum and aegdion of high-skilled cultural

professionals to the forefront of museum manageieehhiques.

In sum, France’s engagement in the Louvre Abu Dimlai significant cooperation
initiative with high-ambitious objectives. This peot is in line with a strong cultural
cooperation strategy developed with the UAE. Infibllowing section, | will show that the
promotion of cultural diversity is also a centrsdue to the Louvre Abu Dhabi venture.

4.1.1.3 The Louvre Abu Dhabi: a Way of Promoting Cu ltural

Diversity

The Louvre Abu Dhabi is an outstanding initiatioe fhe promotion of cultural diversity.

This above-mentioned close and profound culturapeoation between France and
the UAE might turn out to be the opportunity foafce to get an important ally to its causes
pertaining to international cultural issues suchtlas promotion of cultural diversity. By
training the Emirati cultural professionals, Framcight indeed succeed in conveying to them
its values and ideas with respect to cultural comeln other words, French cultural
professionals might make their Emirati partnersrawd some issues such as the importance

of protecting the world cultural heritage or themiotion of cultural diversity; and they might
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therefore convince these foreign cultural decisimaikers and practitioners to support
France’s viewpoints in international debates, sasthe promotion of cultural diversify

Through its willingness to establish a new museuith Whe assistance of a foreign
country, the Emirate of Abu Dhabi demonstrateské@snness to open to other cultures and
especially the French legacy.

Additionally, the very nature of the Louvre Abu [ingoromotes cultural diversity.
Indeed, the Louvre Abu Dhabi is intended to be iarsal museum, i.e. a museum hosting
artworks from different cultures and eras. In otkards, cultural diversity will be fully
perceived in the Louvre Abu Dhabi through the shasecof artworks coming from different

cultures and the organization of exhibitions spagill historic periods.

In brief, the Louvre Abu Dhabi may be consideredaapotent challenge for the

promotion of cultural diversity.

In sum, this section has highlighted that Franeegagement in the establishment of a
museum in Abu Dhabi is aligned with the motivesrdfuence and solidarity which drive its
foreign cultural policy. On the one hand, the mapation of the agency France-Museums
along with the national French museums in this eopdented undertaking in Abu Dhabi
contributes to enhance France’s image and Frenkhreun this geographical area. On the
other hand, this engagement in the Louvre Abu Dhvaiture illustrates the objective of
taking part in cooperation actions and helping ifprecountries in the development of their
cultural sector that France pursues. Eventually,Ltbuvre Abu Dhabi project represents an
original project to promote the idea of culturabetisity. In the following section, | will shed
light on the political and economic ripple-effethst the Louvre Abu Dhabi may contribute

to bringing to France.

71t is noteworthy that the UAE has not signed tlm@ntion on the Protection and Promotion of theeBsiity
of Cultural Expressions yet, though it is a vertnaccountry with respect to UNESCO issues (UNESZDDS8).
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4.1.2 Political, Diplomatic and Economic Beneficial Knock-

on Effects

In this section, | wish to shed light on the pchii and economic gains which may be
achieved through the Louvre Abu Dhabi. Its paratipn in the Louvre Abu Dhabi venture
may help France to attain some diplomatic and ipalitobjectives. Additionally, economic

benefits may be derived from this tremendous caltproject.

4.1.2.1 The Louvre Abu Dhabi: A Peace-Making Instru  ment

France has become involved in supplying expertsethie Emirati authorities in the
establishment of a universal museum in Abu Dhabas®o advance the noble objective of
better understanding between civilizations andattléevement of international peace. Simply
put, France believes that the Louvre Abu Dhabi megyesent a platform for dialogue among
cultures and therefore function as a peace-makistgument.

As we mentioned above, the Louvre Abu Dhabi wilsthworks of art from diverse
cultures and different historic periods. This cratudiversity inherent in the collections of the
museum is intended to be the origin of a culturalogue and a rapprochement of
civilizations between the West and East. FormenéhePresident Jacques Chirac lyrically
mentions this crucial political and somewhat plojasical role that the Louvre Abu Dhabi

may play:

[The accord about the Louvre Abu Dhabi project] isa landmark event
[...] for a certain idea of the world, which the United Arab Emirates and
France want to promote together. It is the concepof a world [...] which
realizes that the clash of civilizations is the meoslangerous trap of our
times and wants to promote dialogue between peoples a spirit of
openness, tolerance and respect.” (Chirac 2007)

In other words, the Louvre Abu Dhabi project isemded to further strengthen the
international dialogue and to represent an impoitage in the rapprochement of and better
understanding between civilizations.

The Louvre Abu Dhabi does not only contribute taate far-reaching political
objectives such as providing meeting points for id@sand Eastern cultures and endeavoring
for peace, but it also plays a significant roleArance-UAE diplomatic relationship. The
following section will explore to what extent the@lvre Abu Dhabi project may represent a

powerful symbol for France-UAE friendship
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4.1.2.2 The Louvre Abu Dhabi: a Way of Enhancing th e Relations
with the UAE

The Louvre Abu Dhabi plays a significant role i thrench-Emirati relationship. It is both a
way of recognizing the very good connections the twuntries have developed in the last
couple of decades and it is a clear and sound Isignéurther strengthening these political
ties in the future.

On the one hand, UAE’'s demand to France for assistan the establishment of a
universal museum and France’s positive respongkigaequest are tokens of the excellent
and friendly relations the European country andRbesian Gulf monarchy have built so far
(seesection 3.2.2.2

On the other hand, France shows its willingnessi&intain and even increase these
long-lasting, intense and close ties with the UAEbtigh the signature of an unprecedented
30-year accord regarding the Louvre Abu Dhabi’'sigds&ghment and its involvement in this
huge and long-term project. Indeed, this cultu@bperation initiativede factoimplies a
continuous and significant commitment from the Erestate, the operator France-Museums
and its government-owned museums, especially thwredor an exceptionally long period.

Furthermore this important milestone in France-UAlateral relationship encourages
further partnerships between the political leadéthiese two countries, since it contributes to
create a convivial environment of mutual trust amdpect which is suitable to such

developments.

In brief, the Louvre Abu Dhabi may enable Franceatin political objectives, in
addition to its inherent cultural mission. Not ontyay the Louvre Abu Dhabi serve as a
driving force in the construction of a peaceful ldpibut it also reinforces the political and
diplomatic ties linking France and the UAE. In admi to producing cultural and political
outcomes, the Louvre Abu Dhabi may bring econoneiodlits to France that | will develop

in the following section.

4.1.2.3 The Louvre Abu Dhabi: a Source of Economic Gains

France’s participation in the establishment of avneniversal museum in Abu Dhabi
generates direct and indirect economic benefitsfance in several ways.

On the one hand, the agreement about the LouvreD&ali will bring a huge sum of
nearly €1 billion to the agency France-Museums, ltbhavre Museum and the museums
taking part in the loan of artworks. This huge amtoof money will be used to fund the

development of new, large-scale cultural projeatd~rance such as the construction of a
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common conservation center or the refurbishment exténsion of various museums
(Cerisier-ben Guiga 2007: 17-18).

On the other hand, the Louvre Abu Dhabi project imayg economic ripple-effects to
France. First of all, the Louvre Abu Dhabi may p&yessential role for driving an influx of
tourism toward France. By giving a glimpse of Fierart collections and the quality of
French museums to its visitors, the Louvre Abu Dmaly prompt tourists from the Persian
Gulf region or those visiting Abu Dhabi to go anditvFrance. Moreover, the Louvre Abu
Dhabi may positively affect France’s commercial amdustrial interests in an indirect way.
In the same vein as it is for the political relagpthe Louvre Abu Dhabi project may enhance
the environment in which the business relationsveen French and Emirati companies and
peoples take place. By presenting a positive in@gerance and its keenness to assist the
UAE with the development of the latter’s culturattor, the Louvre Abu Dhabi may make it
easier for French companies to develop their di&s/in the UAE. In other words, the Louvre
Abu Dhabi as a symbol of mutual trust and respetivben France and the UAE may help
French companies to close deals with the UAE’s comgs and authorities and to boost their

exports in this small and rich Persian Gulf state.

In sum, France may derive significant economic aathmercial benefits from its

engagement in the Louvre Abu Dhabi venture.

In brief, this section has shown that in additionits primary cultural function, the
Louvre Abu Dhabi may play a key role in the dipldmapolitical and economic fields. It
may somewhat help France to achieve its polititggaives and contribute to its economic
interests. However, some critics challenged thetucall grounds on which France’s
engagement in the Emirati venture relies, denownitie exploitation of France’s art treasures
for economic and diplomatic ends. In the next secti will shed light on this controversy
over the motives which prompted the French autiesrito engage themselves along with

their cultural institutions in the constructionafew universal museum on Saadiyat Island.
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4.1.3 Controversy over the Motives Underlying Franc  e’s

Engagement in the Abu Dhabi Venture

The underlying reasons for France’s engagemenhénBmirati venture, i.e. the cultural
grounds on which this involvement relies are a mbgme of contention in the general debate
concerning the Louvre Abu Dhabi project. Some maéihs and cultural professionals are not
convinced by and challenged the arguments advahgetthe French authorities when the
latter have explained why they positively respontiethe UAE’s request for a deep cultural
cooperation toward the establishment of a new muasawa major cultural district.

Without neglecting the economic ripple-effects at political and diplomatic
dimensions of the Louvre Abu Dhabi venture, the nEhe authorities emphasize the
importance of such a project for the cultural digle and the rapprochement of civilizations.
But the decision of French authorities to assist tHAE with the establishment of a new
universal museum on Saadiyat Island aroused reactd surprise and doubt, as well as a
protracted series of criticisms in the media (Cachi al. 2006) and later in the French
Parliament® (Bloche 2007; Rogemont 2007; Ralite 2007: 22057330asca 2007: 3304-
3305). The opponents to the Louvre Abu Dhabi amcemed about how relevant it is to
develop such a large-scale cultural project in sactmall-sized and not very well-known
state as the UAE. The huge amount of mdh#e Agency France-Museums and the French
museums taking part in the project are to recaivexichange for their supply of expertise, the
organization of exhibitions and the loans of huddref artworks also represents a decisive
factor in the emergence of this controversy quesi®p the true nature of France’s
engagement in the Abu Dhabi venture.

In different ways, the critics to the project comiplthat the Louvre Abu Dhabi is a
money-making scheme serving France’s political aednomic interests but not being
aligned with any cultural objective.

For example, some commentators imply that Franog@vement in the Louvre Abu
Dhabi project is part of a strategy solely aimiogréach political and economic objectives
when they over-simplify by exclusively describingetUAE as a rich state, a major oil

8 It is worth noting that the French Parliament waxt involved in the Louvre Abu Dhabi project until
September 2007, six months after the intergovermamhagreement which paves the way for the establist of
the Louvre Abu Dhabi had been signed.

9t is also interesting to underline that the supgrs of the Louvre Abu Dhabi refers to the monasned from
the cultural cooperation agreement as “a contuntitioffered by the UAE to the Louvre and other Ften
museums while the opponents talk about “fees” paitie French institutions.
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producer and one of the major customers for Frendhstries” products, be they luxury,
aeronautics or armaments.

Moreover, French authorities are charged by maiticgrsuch as art historian and
Professor Didier Rykner and Former Minister of Qruédt Catherine Tasca of using the
national museums and the national cultural herifageonducting political and commercial

interests. During the parliamentary debates, Catbdrasca expresses her point of view:

“The appealing veneer of the dialogue of civilizatins is only an alibi
which cannot hide the very true logic behind this poject which is first
and foremost of a financial nature.” (Tasca 2007)

By saying so, Catherine Tasca considers that the/reoAbu Dhabi project is primarily
driven by financial and diplomatic motives and sleeries that the cultural grounds are only a
pretense.

Other critics who are fiercely opposed to the Fregavernment’s initiative go further
in their attack. On the one hand, some opponeugiseathat the agreement about the Louvre
Abu Dhabi is a payoff for former military and inddal contracts that the Gulf state and
France had signed in the previous decade. Franodasd a major supplier for armaments, as
mentioned insection 3.2.2.20n the other hand, curator Jean-René Gaboripdohead of
the sculpture department at the Louvre, denoureefact that the deal about the Louvre Abu

Dhabi Museum paves the way for further commeraidl military contracts:

“Why gloss over the fact that [the Louvre Abu Dhabi project] takes
place in an overall political, economic and militay negotiation,
whose goal is to get some contracts of fighter plas for French
industry?” * (Gaborit 2007)

In other words, Gaborit suggests that the Louvrel Bthabi would be a decisive factor for
and have a direct impact on the signatures of amylitand economic accords. The
announcement about the establishment of a millkage and new industrial contracts signed
between France and the UAE might be considerednasx&éra argument in support of
Gaborit’'s stance. However, it is somewhat distoded then inaccurate to establish a strong
connection between the Louvre Abu Dhabi agreemedtthe abovementioned signature of
the accord regarding the establishment of a Freniikary base in the UAE (segection
3.2.2.3. As mentioned above, the Louvre Abu Dhabi hasrakeniable impact on the climate

in which the French-Emirati relationship takes platiough, this effect is limited.

20 My own translation
2L My own translation
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In brief, French authorities are charged with emiolg their national cultural
institutions and their nation’s artistic legacyasrade-policy instrument and a political tool.
The opponents to the Louvre Abu Dhabi venture campthat the true logic underlying this
project primarily follows financial and economicrsiderations and the cultural reasons are

only a pretext.
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4.2 The Louvre Abu Dhabi: a Way of Branding France

In this section, | wish to explore the Louvre Abthdbi’'s impact on France’s image and
interests through the place branding paradigmek $e investigate whether the Louvre Abu
Dhabi venture promotes or hinders France’s brandigen As mentioned in the
methodological section, | consider that the Lou&lai Dhabi project encompasses four out
of the six points of France’s branding hexagonebd it includes the “export brands” facet
of the place branding hexagon, the “culture andtdmgg” component, and to a lesser extent
the “tourism” element as well as “foreign and dotiwegolicy” point.

I will successively analyse the effects of the Leu¥bu Dhabi on France’s brand image
according to each of these four characteristiegll Iparticularly emphasize the export of the
Louvre brand, as this issue has been the focusieriteon. On the one hand this element has
been very much coveted by the Emirati authoriteeadd prestige to their plan; on the other
hand, the renting of the Louvre name has raiseiirggltontroversy in France. In the case of
the Louvre Abu Dhabi, it is all the more interegtiand relevant to focus on the issue of the
Louvre name, since the Louvre is a government-ownadeum and thus the branding of its

name in such a venture abroad entails the wholetogs image.

4.2.1 The Use of the Louvre Brand in the Abu Dhabi  Project
and its Impact on the Image of “Brand France”

In this section, | wish to specifically investigatdether the branding of the Louvre name to
the UAE enhances or damages France’s brand image.

In order to do so, after a preliminary remark conoey the name of Abu Dhabi
universal museum project, | will then shed lightwimat makes the Louvre brand so valuable.
Following, | will focus on the connection betwedre tLouvre brand and France’s image. |
will finally analyze the positive or negative effedhat the “export” of the Louvre brand to

the Emirate of Abu Dhabi may cause to France’sdrarage.
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4.2.1.1 A Preliminary Remark about the Name of Abu  Dhabi’'s New

Universal Museum

First of all, it is worth paying particular atteori to the fact that the new universal museum on
Saadiyat Island will bear the name of the Louvten&y be considered as odd, since only a
part of the artworks that will be displayed therd aome from the Parisian museum. Bearing
in mind that other French museums will likewise yide the new Emirati museum with
numerous works of art. Impressionist paintings wikiinly come from the Musée d’Orsay,
pieces of Asian art from the Guimet Museum, anadisdseesection 3.2.3. Therefore, the
name of the new Abu Dhabi universal museum mightelshave been “Museum of France’s
collections” or something else in this vein.

It is quite easy to guess and understand the n®otiwieich prompted the UAE
authorities to request from the French authoriied the Louvre leaders the right to use the
world-famous Parisian name for their own museune Emirati leaders did yearn to obtain
this right, since the use of the Louvre brand maydhtically benefit their country in terms of
image, tourism and economic spillover effects. As tase of the Bilbao Guggenheim has
shown (Evans 2003; Bergere and Osmont 2008), thisdf museum-name licensing practice
is a spectacular and effective way for a placeréavdpublic and media attention, to enhance
its image and to position itself on the world d&ge.

But it may also bring about significant effects the party which accepts to sell the
right to use its name, i.e. the Louvre and Franciheé case of the Abu Dhabi project, as we
will see below. | will throw light on the value tiie Louvre brand and explore what shapes

the Louvre’s international fame.

4.2.1.2 The Louvre: a Brand of Immense Value

In this section, | will study why the Louvre Musewnjoys such an outstanding international
reputation with the criteria expressedsiection 3.1.2.4the name awareness, the collection,
the architecture of the building, the location.

The Louvre has over the past 200 years evolvediigtpresent form and its multiple
functions. Of course, the Louvre is one of the nestarkable museums in the world hosting
an exceptional collection. In addition to this indr&ly cultural facet, the Louvre Museum
plays the role of tourist attraction, being onelw predominant tourist destinations in Paris
and in France. But the Louvre also represents aldwate outstanding brand. This

tremendous international reputation relies on apierncomposite of factors; some of these
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noteworthy features are the Louvre name’s awareries<ollection, its architecture, its

location and the da Vinci Code phenomenon.

The Louvre Name’s Awareness

The Louvre enjoys a very high level of name awasen#ts name is internationally
renowned and it is attached to certain thoughts rmuedtal pictures either related to its
architecture, some of its masterpieces or to otiterbutes. The Louvre’s great name
awareness is reflected by the fact that many aasocs and images are instantly called to

people’s minds by just mentioning the Louvre name.

The Louvre’s Collection

The Louvre’s wide-ranging and high-quality collectiplays a predominant role in the
establishment of its international reputation.dntf the Louvre displays around 35,000 works
of art out of its 445,000 pieces contained in itsole collection, which spans the Western,
Islamic, Oriental and Egyptian culture from the iyntty up to 1848. This collection includes
some of the most famous masterpieces in the waulkth sas the Winged Victory of
Samothrace, the Aphrodite of Milos, the Code of Hamabi and... the Mona Lisa, of
course! These masterpieces have a strong impagbtemtial visitor's mind. People around
the world are eager to see these masterpieceswidrith noting that more than two-thirds of
the Louvre’s attendance is made up of foreign eisito France (segection 3.2.3) Since
they convey the museum’s prestige and they aresigeciactors to attract people, these

masterpieces represent some outstandingly valaaklkts for the Louvre’s brand image.

The Louvre’s Architecture

The architecture of Louvre’s site is a promineny keature of the museum’s brand
image. The Palais du Louvre is in itself a spleratithitectural landmark. This edifice, which
has undergone dramatic alterations over the |astt @enturies, is a large, impressive and
magnificent building. It is a splendid architeciunerk. The addition of a glass pyramid over
the Napoleon Courtyard (designed by the starchRedtin the 1980s was a striking event for
the Louvre’s brand image. Indeed, this pyramidathlpart of and the emblematic feature of

the so-called Grand Louvre proj&c{Louvre 2008). The glass pyramid contributes td ad

2 The Grand Louvre project is an ambitious and treoes modernization plan which was launched in 1981
and it is still ongoing with the construction ofnaw gallery designed by Rudy Ricciotti and MaridliBein
Courtyard Visconti, which is intended to house tieav Department of Islamic Art. This new extensisn i
scheduled to open in 2010 (Louvre 2008).
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value to the Louvre museum’s brand image, sinceepresents the symbol of a modern
museum and it has rapidly become a strong eleniégheanuseum’s visual identity.

Simply put, the architecture of the Louvre Museunpart of the museum’s identity
and represents a major asset for its brand imadgerdcent alteration of the Louvre’s site has

reinforced the international standing of the LouMeseum’s reputation.

The Louvre’s Location

The Louvre Museum’s location undeniably affects ttadue of its brand. As the
German weekly magazine Der Spiegel notes: “It dbesaem possible to have a Louvre
without Paris, as much as Paris just wouldn't besReithout the Louvre” (Spiegel Online
2007). The Louvre Museum truly enjoys a great pmsiin the French capital: it stands on the
very chic Right Bank and specifically on the cehamad attractive “historical axié® The idea
of elegance and sophistication are called to pé&opiends by the mention of the name “Right
Bank”, as this name refers to the district neah®y$eine on the northern side of the river that
embraces the famous streets of fashion and luxhopss such as Avenue des Champs
Elysées, Place Vendbme, and Avenue Montaigne. Byghecated on the historical axis, the
Louvre is in a delightful situation, just next tedly and attractive districts and close to a park
— the Tuilerie Gardens — which connects it with wald’'s famous Champs Elysées avenue.
The Louvre is thus not far from many tourist desions and cultural attractions.

In brief, the Louvre is very well-positioned. Itggh-standard surrounding has a

positive impact on its global brand image.

The Da Vinci Code’s Phenomenon

Finally, it is noteworthy that the internationaaistling of the Louvre Museum'’s brand image
has recently been further enhanced due to the Ig@aaVvinci Code’s phenomenon. The
Louvre and its most prominent masterpiece Mona higaat the heart of the plot of the Da
Vinci Code which is an internationally best-sellingvel written by Dan Brown, and its
eponymous blockbuster screen adaptation directedRbly Howard. The image of the
Louvre’s famed Mona Lisa’'s — both literally and Urgtively as a detail of Mona Lisa’s
painting is on the book cover and on most of thevim@osters — has been conveyed
throughout the world by the huge international ssscof both the book and the movie. This

extensive indirect publicity and the developmentedated special offers such as a Da Vinci

% The Axe historique, i.e. the historical axis, reféo a line of streets and squares which hostnankis and
tourist attraction. Here are some of these platesPlace de I'Etoile with the Arc de Triomphe ae top of the
Champs Elysées; the Champs Elysées avenue ararnita$ fashion shops; the Place de la Concordetheth
Obelisk, the Jardin des Tuileries; the Louvre.
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Code Tour programme (Carvajal 2006) have undeniakipforced the site’'s global
reputation. The Da Vinci Code phenomenon is eversidered as one of the reasons for the
increasing number of visitors over the last couflgears (Selles in CBC.ca).

In sum, the Da Vinci Code provided the Louvre Mumewith the exceptional

opportunity to improve its already well-establishetkrnational visibility.

Reject to the Idea of “Brand Louvre”

However, the concept of a ‘Louvre brand’ may baaltgtrejected. Such is Jean Clair’s
thinking on the matter. In his recent lampoon &diMalaise dans les Muséethe former
director of the Picasso Museum in Paris emphadhmgtsa museum’s name, specifically the
Louvre, is a proper name which refers to a singalaity and takes root in a unique past
(Clair 2007b: 64-65). In sum, Jean Clair depictmaseum’s name as a sanctuary which
cannot be the vulgar object of a financial transac{Clair 2007b). In this sense, Jean Clair’s
deep seated hostility to the idea of treating aguass name as a brand may be considered as
embodying the Royalist standpoint in the taxonorhypasitions on place branding, as it is

described irsection 3.1.2.1

In brief, the Louvre Museum possesses an outstgrglobal brand image. This international
reputation has been built gradually and it resiutis;m a complex combination of factors. The
salient features which shape this global brand ex@ghe Louvre Museum are the high level
of its name awareness throughout the world, thé-pmofile silhouette of Pei’ pyramid in
front of the Louvre Palace’s fagade, the greatiguaf its collection along with the world-
renowned status of some of its masterpieces, dsaweéls location in an attractive area and
the exceptional Da Vinci Code media phenomenon. é¥@n a noteworthy standpoint
criticizes that the Louvre name may not be consders a brand and thus may not be traded.
I will now turn to the analysis of the connectiogtWween the Louvre’s reputation and France’s

brand image.
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4.2.1.3 The Louvre Brand: a Major Asset for France’ s Brand Image

In this section, | wish to highlight to what exteéhe Louvre’s brand image represents a key
component of France’s brand image.

As mentioned by the Jouyet-L&Mreporf®, France possesses a broad portfolio of
cultural brands (Ministére de I'Economie, de I'lrstiie et des Finances 2006: 105), the most
remarkable of which is certainly the Louvre branthe Louvre brand represents an
outstanding element of France’s brand image, sihde a brand of immense value, as
mentioned above, and there is a strong associéginween France and its world-famous
museum. In fact, there is a long and intimate i@hship between the Louvre and the French
nation.

The first reason is of historical nature. Indedd Castle of the Louvre which then
became the Palace of the Louvre has been the nesidd Kings of France over centuries. As
the royal dwelling, the Louvre was the actual sdaiolitical power and France’s diplomacy
(Louvre 2008 and Ministére des Affaires Etrangenmedated).

Additionally, it is noteworthy that the Louvre Musa is an integral and striking part
of the whole nation’s identity, since it is a gaverent-owned museum and it houses an
immense part of the French national collection. tba one hand, the Louvre Museum is a

remarkable symbol of France’s peculiar culturaliggobs enacting a public service. On the

4 1n 2006, the French Minister of Finance and Ecopdierry Breton commissioned Maurice Lévy and Jean
Pierre Jouyet to chair the Committee on the Intalegeconomy whose task was to think about and ftear
report on the Intangible Economy. Jean-Pierre Jowgs the Head of the Audit Department of Frenchlieu
Services at the Ministry of Finance and Economy.uMtz Lévy is the CEO of the advertising and
communication company Publicis.

%5 A section of this paper deals with the place a@reh cultural sector in the intangible economy (stare de
I'Economie, de I'Industrie et des Finances 20063-107 & 122-123). Firstly, it is assessed that Eeahas a
tremendous potential of cultural intangible asséfhough many French cultural institutions enjoy an
international reputation and make efforts to enbaiicit is however noted that these intangiblewral assets
are largely underused. Then, the paper presentsrtiogal role of cultural brands and the importanéehe
image of “Brand France”, but only from an economstandpoint. Thus, the report mentions the economic
benefits that France’s cultural establishments #ed country in general may expect to gain from #ebe
management of their brand internationally; bubinewhat neglects the diplomatic and political entdch may
be fulfilled through the practice of cultural bramgl and the development of a nation branding sisate a
larger extent.

The report emphasizes on the fact that Frenchralilestablishments may draw great financial adgegdrom
the practice of cultural branding. This practicand particularly the sale of the right to use tim@me to foreign
establishments — may indeed provide an additionébktantial source of revenues for the French ailltur
institutions that they need so as to compete vttleromajor cultural institutions on the internatibstage.

Thus, the committee on the intangible Economy camevith the following recommendation. It advocates
“[enhancing] the influence of French museums byirgj\them the option to sell the rights to the uge¢heir
name under very stringent conditions. [...] Sever@&nEh museums boast exceptional reputations tlastdr
largely underexploited. The country's major musewsimsuld be encouraged to develop a policy of erihgnc
their international brand prestige by offering &l sights to the use of their name in the coustréth the most
dynamic cultural environments, similar to the pielicadopted by the Guggenheim Museum in Bilbao T...].
(Ministere de I'Economie, de I'lndustrie et desdfices 2006: 123)

75



other hand, the international scope of its coldettits initiatives abroad and its worldwide

reputation make the Louvre Museum an excellent asdmor of France to an international
audience. Furthermore, it is worth noting that ¢hisr even a direct correlation between the
Louvre’s reputation and France’s image; the lagten turn enhanced, when the former one is

further developed.

In sum, this section has shown how strongly theviewrand and France’s brand
image are associated with each other and it hgsopited that the former may impact the
latter. It may then be asserted, borrowing the aboentioned Der Spiegel grticle’s wording
and swapping the place-name ‘Paris’ by ‘Franceqt tih doesn't seem possible to have a
Louvre without France, as much as France just woulde France without the Louvre.
Simply put, the Louvre brand is an essential adssdhe image of “Brand France”. In the next
section, | come to the heart of the investigatibaua the impacts of the Louvre brand’s use in

Abu Dhabi on France’s image.

4.2.1.4 The Effects of the “Export” of Louvre Brand to the UAE on

France’s Image

In this section, | will analyse whether the praetaf renting - or branding - the Louvre name
to the Emirate of Abu Dhabi enhances or damagescEra brand image. France’s brand
image in the UAE ide factoaffected greatly by the presence of the Louvrendbrim the
Persian Gulf state, since the identification ofsthéwo brands are strongly connected, as
mentioned above. Therefore | will investigate whibemefits the practice of Louvre branding
may bring or which side-effects it may cause. ldeorto weigh the pos and cons with respect
to the branding of the Louvre name, | will expressl analyze the arguments of both the
supporters and the critics of the project. | wilcmadvance and discuss an issue regarding the
lack of respect for human rights in the UAE, whiwds been largely neglected in the media

and in the parliamentary debates.

The Positive Impacts of the Louvre Brand’'s UsdnenWAE on France’s Image

France’s brand image, as perceived in the UAE, reap benefits from the presence of the
Louvre brand in Abu Dhabi in some way.

Just as the “traditional” commercial and industbednds of French companies, such
L'Oreal and Total, the presence of the Louvre bramdhe Emirate of Abu Dhabi may
contribute to France’s image in the Persian Gulfiare. In fact, those French companies’
brands that are exported to the UAE potently impiaetminds of the Emirati people and their
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perception of France’s image, since these brandy ead convey France’s major national
characteristics to the UAE. As one of the saliaritucal assets of France, the Louvre brand
will therefore play a great role in the processluiping and promoting a strong and attractive
image of France in the UAE via its outstanding pneg on Saadiyat Island. To put it
differently, the Louvre brand will be a prominemtdapotent means by which the Emirati
people and foreign people visiting the UAE formithews about France’s identity.

But it may also be considered that the Louvre nplags an even more important role
than the one played by common commercial brandik&lrdny common commercial and
industrial brand, the Louvre — and cultural bramdsgeneral — possesses an additional
emotional facet and a powerful symbolic aspecttdues cultural nature. Therefore these two
inherent components of the cultural brands imgaett — and the Louvre in particular — a
stronger impact on people’s perception of Frang@age than any one of the commercial
brands enjoys. Due to the inherent emotional amabsyic dimension of the Louvre name,
the practice of franchising it to the UAE represeatstriking act on the part of France. In this

regard, Former Minister of Culture Renaud Donnedielyabres underlines that:

“Granting the use of the Louvre name to Abu Dhabi $ a token of trust,
respect and friendship that France expresses beyoride UAE to all the
Arab countries.”?® (Donnedieu de Vabres 2007b)

In other words, the renting of the Louvre namehe UAE is a meaningful symbol: it has
great significance and it shows that France hdhds WAE in high esteem. Embodying a
remarkable expression of France’s regard for th&eUthe decision to transfer the Louvre
name to the Emirate of Abu Dhabi contributes to ghbancement of France’s image in the
Arabian world.

The Louvre brand is all the more a valuable asmefifance’s image in the UAE since
it will have a remarkable and exceptionally longesure in the Arabian Peninsula country.
By granting the right to use the Louvre name toUWd for one of their new museums for a
30-year period, the French authorities have secameslitstanding and long publicity for their
most famous cultural brand, which represents adnetous and potent vector of France’s

national image.

In brief, the export of the Louvre name to the UAEa very powerful way of
enhancing the national image. By conveying Frerational characteristics to the UAE and
representing a unique symbol, use of the Louvreenama crucial factor in the process of
forming peoples’ perception of France’s image. Hasvethe franchising of the Louvre brand

%6 My own translation
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to the Emirate of Abu Dhabi is decried by some ogmts to the Abu Dhabi venture, which |
will develop in the following section.

The Negative Effects of the Louvre Brand’'s UséenUWAE on France’s Image

This section explores to what extent France’s imagg negatively be affected by this
practice of Louvre branding in the Emirate of Abhdbi.

On the one hand, the renting of the Louvre nami¢ocUAE for a tidy sum of €400
million may damage France’s image, since this finésing practice is considered by some
detractors, including Jean Clair, as a further stepard the commaodification of cultural
goods. The licensing of the Louvre name to the WWABsequently goes against France’s idea
of cultural exception, which is a key componentadnce’s international cultural policy and
which represents a great source of beneficial effiec France’s reputation internationally.

On the other hand, the issues related to the repeot of the human rights in the UAE
and its possible negative impact on the Louvrefaitation and France’s brand image will be
dealt with.

* A Further Step towards the Commaodification of Cultue?

In his above-mentioned book, Jean Clair decrie$ Itlo¢ fact that museums are currently
embarking on what he considers a dangerous tremdrafmercialization, citing as evidence
the franchising of the Louvre name to the UAE (€l2aD07b). Jean Clair believes that
France’s participation in the Abu Dhabi venturgisnarily driven by economic motives. He
vehemently criticizes the fact that the marketimgl conomic fields have been gaining a
significant foothold in the museum sector. Indetbe, detractor complains that the Louvre is
being turned into a vulgar brand name for econanits through the licensing of its name to
Abu Dhabi. Jean Clair starts its criticisms of ttmuvre name’s franchising to the UAE by
referring to the above-cited Jouyet-Lévy reporttioa intangible economy (Clair 2007b: 54-
56). He notices that the ideas advanced in thisrtegramatically alter the concept of the
museum itself and the functions that a museumtended to carry out (Clair 2007b: 55).
Noting that the report puts forward the significatibnomic advantages France may draw
from the franchising of its museums’ names, Jeair GLspects that museums have become
regarded as a common instrument merely to be d@rgidor commercial ends (Clair 2007b:
54-56). In addition, he complains that such a peacdf licensing demeans the museums’
standing. Indeed, Clair implies that the museunashes are being rendered devoid of their
symbolic meaning and emotional value, since itteiag treated as a mere commercial brand
(Clair 2007b: 55).
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In other words, Jean Clair harshly criticizes tihacfice of franchising the museums’
name, since he considers that the nature of museumsgatively affected by this kind of
practice that reinforces the economic and commileasigect of museums to the detriment of
their inherent and primary cultural dimension.

Such, in Clair’'s opinion, is the case of the LouureAbu Dhabi. In fact, Jean Clair
complains that the licensing practice of the Loumeame to Abu Dhabi authorities is an
exploitation of the Louvre name for a commercialrgmse, which clouds the Parisian
museum’s identity and mission (Clair 2007b: 64-@%jditionally, Jean Clair decries that the
Louvre is being debased by being franchised tdJAE, since the Louvre name is used as a
vulgar brand similar to any “traditional” industriand commercial brand (Clair 2007b: 64-
65).

In sum, Jean Clair denounces the practice of fiamgh the museum name. It
damages the museum identity, as the museum’s pric@mponent — its name — and its
cultural function are altered in a negative waypeguniary goals. In his view, this kind of
practice represents a significant further stephm process of increasing commercialization
seen operating in the museum world. The rentinghef Louvre name to the Abu Dhabi
universal museum is a striking example of thisdreswards the commodification of culture.
Jean Clair suggests that the case of the LouvAbinDhabi somewhat reflects the fact that
France also yields to exploiting the name of itsural institutions for economic ends.

By expressing this critique about the increasingimercialisation occurring in the
museum world and by implying that France henceftakes part in this process through the
renting of the Louvre name to the UAE, Jean Claises a potential point of contention in
France’s international cultural policy with respeot its position concerning the cultural
exception. Indeed, the practice of franchising lthevre museum name may somewhat be
considered as being antagonistic with France’stipmsabout the cultural exception.

For a couple of decades, France advocates forulh&a exception. As mentioned in
section 3.2.1.2France believes that cultural goods are diffefesrh other goods and they
should therefore be treated differently in tradetssl issues. As being one of the main
advocates for this cause, France enjoys a very gegtation on the world cultural stage.
However, the franchising of the Louvre name to thE may challenge this reputation. As
Jean Clair and other detractors notice, the musemarne which used to be considered as a
sacrosanct element will henceforth be treated eatet as a common brand. The renting of
the Louvre name for an immense amount of money thayefore be interpreted as a

remarkable illustration that France no longer coers that cultural goods are different from
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other traditional goods as it used to claim. Ineotivords, the franchising of the Louvre name
to Abu Dhabi gives the impression that France teodsink that cultural goods are not so

“exceptional” after all.

In brief, it is noteworthy that France boasts adjomage with respect to cultural
issues internationally through its position as ades for cultural exception; but the rent of
its most renowned museum’s name in exchange ofge lamount of money may in turn
impact negatively this standing.

* A Brand Image Tarnished by the Human Right Issues?
In addition to the cultural exception issue, thagiice of franchising the Louvre name to the
UAE may negatively impact France’s image in anotliay, that being related to the human
rights issue.

Surprisingly, it has never been mentioned, neitimethe newspapers nor in the
parliamentary debatésthat there is a possible risk that the Louvre ienaway be smeared
due to the fact that its name is rented to a muslewithin a non-democratic country where
some aspects related to the human rights are sjp¢cted.

As mentioned in thesection 3.2.2.1 some international non-governmental
organizations and foreign institutions report tigcdmination against and the non-respect of
the rights of migrant workers in the United Arab iEates. In its capacity as an advocacy
organization for these human rights issues, HRWresged its concerns about the
exploitation of and the non-respect for internatiolabor rights of migrant workers taking
part in the construction and maintenance of the gayantic projects of Saadiyat Island
(HRW 2007a; HRW 2007b). HRW warned the persons amidhorities in charge of the
Louvre Abu Dhabi project for the French part — Hdowyrette, Chairman of the Louvre
Museum, and the Ministry of Culture and Communmat+ about this issue (HRW 2007a).
The violations of human rights of people workingtire construction of the Louvre Abu
Dhabi might seriously stain the Louvre reputatiBy. association, France’s image would in
turn be damaged. HRW recommends that “the Frenatiskly of Culture should take all
necessary steps to prevent the exploitation ofaniglabor at the Louvre Abu Dhabi” (HRW
2007a). HRW goes further and advocates that “thevieo should establish an independent
and transparent oversight committee to monitor ngiractices at the Louvre Abu Dhabi”
(HRW 2007a).

2"t is worth noting that the debate at the Natioks$embly was, introduced by one of the Undersatyeif the
Ministry of Foreign Affairs, Rama Yade, who is hoxee ... the Undersecretary for Human Rights.
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It is noteworthy that neither the French authasititer the Agency France-Museums
overseeing the Louvre Abu Dhabi project have contetkon this issue yet. But, one can
speculate that the Agency France-Museums veryylikatl the opportunity to converse with
Sarah Leah Whitson, the Middle East Director of luaniRights Watch. And they probably
insisted on the need to respect workers’ rightghieir discussions with the Abu Dhabi
officials just as Frank Gehry had in connectionhvtite Guggenheim Abu Dhabi, according
to City Journal (Miller 2008). One can guess, vdtheasonable amount of certainty, that it is
very likely that the Agency France-Museums is awafréhis situation and will soon issue a
statement about some measurers taken in orderstoeethat workers on the Louvre site are
not exploited and will have their rights respectedhis manner, the reputation of the Louvre
and France’s own image would be protected agaestisk of being tarnished. But as of yet,
no official statements have been forthcoming frdre Agency France-Museums on this

matter.

After having extensively dealt with the issue canggy the Louvre brand and the
effects of its presence in Abu Dhabi on Franceantrimage, | turn to the exploration of the
Louvre Abu Dhabi’'s impact on France’s image throagbecond facet of the place branding

hexagon: culture and heritage.

4.2.2 The Louvre Abu Dhabi: an Exceptional Way of

Representing France’s Culture and Heritage

In this section, | wish to investigate to what ettéhe Louvre Abu Dhabi affects France’s
image by promoting France’s culture and heritagéhenAbu Dhabi. By its very nature, the
Louvre Abu Dhabi has a significant impact on Framteand image with respect to the place
branding hexagon’s facet of “culture and heritage”.

As already mentioned isection 4.1.1.1the Louvre Abu Dhabi is an exceptional
showcase for France’s culture and heritage, sin@eovides a continuous and remarkably
long-lasting display of its national collection arrotating basis. Simply put the Louvre Abu
Dhabi represents France’s culture: it shows howhmftrance cares for the preservation and
promotion of its cultural legacy and it exhibitsakRce’s cultural wealth and diversity. By
doing so, the Louvre Abu Dhabi arouses comprehansidmiration and respect for France in
the UAE. In sum, the Louvre Abu Dhabi acts as &kisty cultural ambassador for France in
the Persian Gulf region and it contributes to egbkafrance’s image in this area.

However, some critics claim that France’s reputatitay somewhat be damaged by

the manner in which France loans artworks frormasional collection to the Louvre Abu
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Dhabi project. In the same vein as they do conaogrthie franchising of the Louvre name (see
section 4.2.1.% the detractors decry the fact that France amaniiseums exchange art for
money?®, which is seen as a signal that France is engagitite commodification of cultural
goods. Critics also point to the fact that the ladrthis significant number of artworks is
driven by economic motives and not by a sound siemproject. Jean Clair expresses his
opposition to the loan of artworks from the Fremshseums to the Emirate of Abu Dhabi
thusly:

“To lend works of art which belong to the national collections for

economic ends and as part of irrelevant scientifigrojects in very

unlikely places is a mockery. By doing so, France illv ruin its
reputation.” ?° (Clair 2007a)

In other words, some critics complain that the Eremuseums’ loan to Abu Dhabi is not
based on a scientific project; but this loan tumg to be a mere commercial use of
masterpieces of France’s cultural legacy. The de&tra underline that it is undignified for

France and its museums to be perceived as tradifigr anoney.

After having shed light on the “culture and heréadacet of the Louvre Abu Dhabi
project, | will turn to its “tourism” aspect whids actually strongly connected with the facet

of “culture and heritage”, as culture and heriteggresent a major source for tourism

4.2.3 The Louvre Abu Dhabi: an Appealing Tourist Ou  tpost
for France in the UAE

Though the Louvre Abu Dhabi is an Emirati museund &ourist attraction, it is also a
valuable tourist asset for France. The Louvre Alhali is a tremendous way of promoting
France’s brand image of appealing tourist desbnain the Emirate of Abu Dhabi and the
surrounding region. In fact, the presence of thevte brand along with the artworks from the
French collections on display contributes to crgaisitive impressions about France in the
museum visitors’ minds The Louvre Abu Dhabi visst@an associate France with the idea of
an outstanding cultural tourist destination. Bynigeia sort of representation for French
museums in the UAE, the Louvre Abu Dhabi may cbute to drive visitors from the UAE

to France, as it is already mentionedsaction 4.1.2.3In sum, France does not earn any

% |t is noteworthy that in most of the cases, muselman their artworks to each other free of chafyés
relatively exceptional that a museum receives keas for lending its artworks. For example, ithe tase when
the museum which demands the artworks is not gafteonetwork of mainstream museums or is located i
faraway city (Cerisier-ben Guiga 2007: 10). Andsihot so uncommon that a museum receives loanvbes
they lend a large part of their collections; thigynhappen when the museum closes for renovation.

29 My own translation
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direct economic revenues from the attendance ofLtherre Abu Dhabi, but it gains great
indirect benefits in terms of notoriety and touriattractiveness.

Quite the contrary, some critics denounce thatosnsiof French museums will be
negatively affected by the Louvre Abu Dhabi venturkese detractors indeed point out the
fact that French museums will be deprived of sofminer masterpieces for a relatively long
period. This will in turn deprive visitors of Framenuseums of the pleasure of looking at and
admiring these works of art (Cachin et al. 2006).

However, the supporters of the Louvre Abu Dhabjguounderline that the number of
artworks which will be on loan at the Louvre Abudblnis a very minor part in comparison
with the whole number of French collections’ arti®mwhich are lent abroad every year.
Indeed, French museums’ participation in the Loude Dhabi only represents the loan of
300 artworks per year while 30,000 works of artrfrBrench museums are displayed on loan
in foreign institutions every year (Cerisier benigzu2007: 9).

In the following section, | will focus on the analy of positive and negative impact that the

Louvre Abu Dhabi may have on France’s brand imagerms of foreign cultural policy.

4.2.4 The Louvre Abu Dhabi: an lllustration of Fran ce’s

Foreign Cultural Policy

In this section, | wish to explore to what extehé tLouvre Abu Dhabi impacts France’s
image through the “domestic and foreign policy”daof the place branding hexagon. Since
the Louvre Abu Dhabi is a tremendous internatianddural project for France, it somewhat
represents France’s foreign cultural policy andahthiects France’s brand image.

On the one hand, it may be argued that the Louvwe Bhabi strengthens France’s
foreign cultural policy and thus contributes to ante France’s brand image, since it is a
striking example of France’s willingness to devemptural cooperation initiative. In other
words, the Louvre Abu Dhabi remarkably illustratee fact that France is inclined to assist
other countries with the development of a strontucal sector, which is positively perceived.
Additionally, the Louvre Abu Dhabi is the illustran of how important France considers its
relationship with the UAE, as it is mentionedsiection 4.1.2The Louvre Abu Dhabi reflects
and reinforces the excellent foreign relations Eednas with the UAE, and therefore France’s
image in the UAE is even more enhanced.

On the other hand, some critics consider that tbavte Abu Dhabi shows that
France’s international cultural policy is changinga negative way. As already mentioned in
sections 4.2.1.4 and 4.2.2he opponents to the Louvre Abu Dhabi ventureyddwe fact that

83



either the renting of the Louvre name or the loharoivorks coming from French museums
may give the impression that France yields to tiwelasing commodification of cultural
goods. Therefore France’s international standingadgocate for cultural exception and

cultural diversity may be negatively affected.
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4.3 The Soft Power Implications of the Louvre Abu
Dhabi

In this section, | wish to investigate to what extéhe Louvre Abu Dhabi and the aspects
related to the concept of soft power are mutuatieriwined. In other words, | seek to
examine the mutual implications that France’s poftrer and the establishment of the Louvre
Abu Dhabi have for each other. | will first explai@ what extent France’s soft power is at
play through the undertaking of the Louvre Abu Dhebnture. Then | will explore how

France’s soft power is in turn affected by the Leubu Dhabi project. Finally, | will further

extend my investigation and analyse to what extemt_ouvre Abu Dhabi is an integral part
of the deployment of France’s smart power in thétédhArab Emirates and its surrounding

area.

4.3.1 The Louvre Abu Dhabi project is France’s Soft Power
at Work

The Louvre Abu Dhabi project is a remarkable ilfagbn of France’s soft power at work, as
Anna Somers Cocks explicitly underlines in hercitipublished inThe Art Newspaper
entitled The Louvre’s Loans to Abu Dhabi are Soft Power atigh. In this article, Somers
Cocks frames the following observation:

“When Abu Dhabi and Qatar and Dubai start to want museums and

libraries to collaborate with our universities, this is our opportunity to
exercise soft power” (Somers Cocks 2007)

Thus, Somers Cocks notes that the willingness oifr&mauthorities to work with French
authorities and museums in order to display artedram French collections and to use the
name of a French museum implies that France’spgofer enters in action.

In the case of the Louvre Abu Dhabi, it is indestportant to note that the Emirati
authorities made the first move to contact the €meauthorities and to inquire about the
opportunity to launch a cultural cooperation prajddtis behavioude factoproves that the
Emirati political leaders admire and feel attractgd French cultural institutions. In other
words, it may be asserted that the willingness miir&ti political leaders to host artworks
from French collections and to collaborate withrfete museums reflects the appeal of French

cultural legacy and museums.
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Simply put, French culture generates attraction anidnpacts the preferences of
Emirati leaders in a way that is positive for Frisdnterests, since the Emirati leaders wish

to exhibit French cultural heritage in their owruntry.
4.3.2 A Way of Increasing France’s Soft Power

The Louvre Abu Dhabi may in turn contribute to emte France’s soft power. In fact the
establishment of the Louvre Abu Dhabi provides Eeawith the opportunity to exert its
attraction not only to the Emirati leaders but dtsgpread it to the UAE’s population.

Along with the branch of the Paris Sorbonne Unikgrshe Louvre Abu Dhabi plays
an essential role in conveying French values tosvélrd Emirati people and in inducing them
to adhere to these values. Through their majorirotee education of Emirati students, these
branches of French institutions indeed represemnerkable devise to win the hearts and
minds of the UAE’s future political and economiccgon-makers. In other words, the
attractiveness and soft power that grows out ofLithevre Abu Dhabi may make important
present but also future contributions to Frenchcgobbjectives, since it shapes the Emirati
preferences in tune with France’s own interests.

In addition, the Louvre Abu Dhabi is a tremendousans of combating negative
impressions about France in the UAE and to eveamgehFrance’s image among the UAE’s
population.

In sum the Louvre Abu Dhabi is a remarkable cultarabassador for France and a

significant source of soft power.
4.3.3 Wielding France’'s Smart Power

The announcement regarding the establishment ofeack military base in Abu Dhabi

provides a new perspective to look at the placthefLouvre Abu Dhabi in France’s foreign

policy as conducted the United Arab Emirates asdsurrounding area. France is indeed
wielding its smart power in this strategic regiorddhe Louvre Abu Dhabi is an integral part
of this comparatively elaborate and sophisticateateyy developed by the French state. By
creating a military base in the United Arab EmisatErance deploys what is traditionally

considered as hard power resources. In this wagnder makes use of all the resources
available to it in its foreign policy toolbox, apmied in the Persian Gulf region. Henceforth,
France has at its disposal a wide-ranging scopeelbéviour and may resort to the co-opting
way or the coercing way according to the situatibough the coercing way and hard power
should only be employed as a last resort. Throhghcombination of hard and soft power,
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France may succeed into managing the Persian Guliomment in a way that it is favourable
to France’s interests and thus advance its owrsgoal

In short, this section has shown that French celsysower of attraction was at the origin
of the Louvre Abu Dhabi project. Then, it has bgeaved that France may in turn gain
substantial soft power from this venture. Finalhjs section ended with the analysis that the
Louvre Abu Dhabi is a major component of France&mplex strategy which aims to make

hard and soft power work together, hand-in-hand.
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CHAPTER 5: Prospects about the Place of French

Museums in France’s Cultural Diplomacy

In this section, | wish to present an outlook toe tnternational work of French museums and
its implication for France’s cultural diplomacywlill set out some recommendations with
respect to this issue. Taking into consideratioa thlse notes which occurred in the
development of the Louvre Abu Dhabi project, thesescriptions could help the French
government and cultural institutions to strike mefibalance in the relationship between
culture and politics. Therefore, this may in turnange the discontent of some cultural
professionals into support for the further develeptn of large-scale and long-term

international actions of French museums followihg tmodel of the Louvre Abu Dhabi

venture.

5.1.1 Meeting an Increasing Demand for Cultural

Cooperation Projects in the Museum Field

As the British think tank Demos notes, emerging @@ysuch as the BRIC and Persian Gulf
countries, understand the importance of cultumgesthey perceive cultural attractions both
as an increasingly essential element of their etoe® and as a way of establishing their
position on the world stage (Bound et al. 2007)er€fore these countries are very much
eager to develop partnerships with governmentsoarddtural institutions from the Western
countries so as to host a branch of these worldsnmuseums. It has been mentioned that,
in their willingness to establish new museums, éh@sing powers notably request France’s
assistance so as to be supplied with French egpertithe museum field, the loan of artworks
coming from French collections and the right to tleename of a French institution. In some
articles and parliamentary reports it is indeeceddhat the State of Bahia in Brazil solicited
the Musée Rodin (Musée Rodin 2006: 35; Balkany 2@pand that the Chinese megalopolis
of Shanghai approached the Centre Pompidou focretion of a branch museum in one of
its renovated neighborhoods, though some legallgmod hinder the execution of this latter
project (Pedroletti 2007).

It is vital for France to accept to take part ilswultural cooperation projects since it
is in line with the foundation of its foreign culél policy and its primary objective of further
developing cultural cooperation. It is all the morgortant since the BRIC and Persian Gulf
countries are increasingly significant actors omworld stage, and, moreover, some political
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and economic concern, are also at stake in thigisAs it may be possible with the UAE
through the Louvre Abu Dhabi venture (ssection 4.1.2, France’s engagement in a
significant museum cooperation project with Braxilior Chinese authorities may turn out to
be a means of renegotiating and strengtheninglisionship with these emerging powers in
the world arena. In other words, the internati@wions of its museums and the promotion of
its cultural legacy overseas represent for Frane& of repositioning itself and adapting
itself to these current changing times in which q@wers are rising and shaping a multipolar
world.
In order to manage these new kinds of complex matiwnal actions in which

museums are now engaged, it is necessary thatheanborities develop and implement a

strategy as well as create a structure in chargieiofssue.

5.1.2 The Need for the Creation of an Operator Resp onsible

for International Actions in the Museum Field

In this context of increasing demand for complexseum cooperation projects, it appears to
be crucial for France to launch an operator resptsn$or responding to these demands and
for overseeing the carrying out of these projects.

On the one hand, the mission of such an operatoitdidoe to consider the requests
from foreign countries for a museum cooperationjgmto The operator would assess the
cultural interests of these requested projectsiotild also look at how to fully realize the
potential political and economic knock-on effectisielh may be derived from these ventures.
On the other hand, this body would also be in ahafgmonitoring the development of such
projects by exploring new opportunities for musetoonperation projects and by coordinating
these projects. In addition, one aspect of thett@ésuch an operator would play would be to
prompt museums to conduct a part of their inteomati work in a way which contributes
towards France’s international priorities.

In sum, the French government should create anatgrewhose mission focuses on
the international actions of French museums. Ireotd do so, the French authorities could
follow the model of CulturesFrance (s8e2.1 and Appendix). In the same manner that
CulturesFrance operates on behalf of the theageipnmning arts as well as the visual arts, the
French government should create a new operatdrarge of promoting the cultural legacy of
French museums overseas and providing assistaticedeweloping the expertise of foreign
cultural professionals in the museum field. Thislypocould be created from scratch or could

be based on an existing organization whose ststiussture and mission would be altered.
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The Directorate of Museums of France (DMF) coul@wdter this responsibility.
Indeed, the scope of intervention of this orgamiratwhich is a service of the Ministry of
Culture, encompasses “the international collabonatiin all the fields related to the activity
of museums” (Direction des Musées de France unfateaddition, the DMF took part in
the preliminary visits to the UAE which preparee ihtergovernmental agreement signed in
March 2007 (Ministére de la Culture et de la Comiation 2007: Fiche 3).

Besides, the Agency France-Museums could also assbe role of the operator
driving the collaborative international actionsFrench museums. It seems that it was even
the primary idea underpinning the creation of tgerey and the role that its first executive
director Jean d’Haussonville advocated for thisrmaody in charge of the international
actions of French museums (Noce 2007). The scopetervention of the Agency France-
Museums had, however, been narrowed down to thafgpbut vast project of the Louvre
Abu Dhabi after Christine Albanel was appointedhe post of Minister of Culture in May
2007.

In spite of this turnaround in the mission of thgeAcy France-Museums, the French
government should build an effective governanceéesydy launching an operator that would
be specifically dedicated to the international wofkFrench museums. Of course, this new
operator should not intend to interfere in the nmé¢ional strategies and actions that some
museums — mainly the major ones — have been dengland implementing for many
decades to organize important international exbitét with foreign partners and to loan and
borrow artworks, and so on. This new operator wdnddh supplementary and useful body in
France’s cultural diplomacy apparatus. It would @@athe conduct of unprecedented,
complex, large-scale and long-term actions, musgjemultiple stakeholders and artworks
coming from different institutions.

Ultimately, it is also worth noting that the creati of such an operator may
paradoxically appease the critics concerned wighitistrumentalization of France’s cultural
heritage for political ends. Certainly this operatwould be under the more or less direct
authority of the Ministry of Culture and/or the NBtry of Foreign Affairs, but it would
provide certain clarity about the development ofseum cooperation with foreign countries
by sharing its plans and communicating about itategy. In fact, the establishment of an
operator would help to develop a better understandf the relationship between the cultural
logic underlying the engagement of French authesriind institutions in remarkable projects
abroad and the political and economic beneficigleats they expect to realise. Whereas

France’s engagement in the Louvre Abu Dhabi wasssezt of being largely dependent on the
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choices and the good will of the French Presidewt the top-ranking authorities from the
Ministry of Culture and the Louvre Museum, Frendhtwal diplomacy would gain in
transparency and thereby credibility through theation of an operator driving museums’
international actions. In other words, the prospectreation of a flexible and relatively
independent coordinating body would pave the way donsultation between political
decision-makers and cultural professionals and evdliereby ensure that the international
work of French cultural institutions is not instrentalized

Along with this suggestion about the restructurmfgFrance’s cultural diplomacy
apparatus with respect to the museums’ interndtimsaes, | recommend that the cultural
professionals should be integrated both betterfarider upstream in the political decision-
making process related to the conduct of museumgortant international actions such as the
Louvre Abu Dhabi.

5.1.3 The Need for a Better and More Upstream Integ ration

of Cultural Professionals in the Policy-Making Proc ess

Regarding the Louvre Abu Dhabi, the discontentwfucal professionals is partly fueled by
their experience of a lack of information disseniim@afrom the French authorities or, at least,
a lack of consultation with them. As mentioned jabtiove, the Louvre Abu Dhabi was
negotiated by President Chirac and highly-placellual authorities while the cultural
professionals were kept away from the negotiatioresther had the members of French
Parliament any say in the matter before the sigaabfi the intergovernmental agreement.
This way of dealing with the Louvre Abu Dhabi haeh extensively criticized, even by the
supporters of the project (Daugé 2007: 3309).

The best way to avoid causing a stir in culturatles would be to integrate them in
the earlier phases of the project. Generally spegkihe French government should
incentivise cultural professionals and other staladrs to debate about the prospective
international museums’ projects through the orgation of commissions. These
commissions could gather various cultural profesai® of the museum field, members of the
French Parliament, the leaders of the above-sugdjegterator, diverse cultural diplomats and
so on. Their mission would be to define the mamedi of France’s policy with respect to the
museums’ collective actions overseas. These cononsscould also discuss the cultural
logic behind the possible development of a musewwoperation project as well as the

political and economic interests connected tovhisture.

91



It is worth noting that another significant advaggaleriving from the involvement of
cultural professionals in the decision-making psscis to manage to get the relationship right
between politics and culture.

In this respect of further engaging cultural prefesals, Bruno Maquart’s invitation
to Jean Clair to organize an exhibition at the lreubu Dhabi (Maquart in Esprit Critique
2007) represents the best response to convincéickepd detractors of the legitimate merits
of the Louvre Abu Dhabi and is a first step towatls further integration of the cultural
professionals in the development of museums’ ctiMec significant and complex
international work, which should be decided andvetri by a flexible and independent
operator.
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CHAPTER 6: Conclusion

This chapter concludes the investigation of the vteuAbu Dhabi project. Based on the
preceding analysis and recommendations, this chgpésents an attempt at answering the

stated research questions.

The Cultural, Political, Diplomatic and Economicsiges of the Louvre Abu Dhabi

In addressing the first subquestion, it is worttimgpthat the Louvre Abu Dhabi has multiple
implications for France’s cultural diplomacy, whiehcompass the fields of culture, politics
and economics.

The Louvre Abu Dhabi represents an unprecedentédral cooperation venture.
Taking part in the establishment of a new high-taultural institution, to be endowed with
the latest and best museum practices, is an egctidtural and scientific challenge for
French cultural institutions and professionals. oligh its participation in the Louvre Abu
Dhabi venture, France seeks to pursue the objsctf/és foreign cultural policy, which are
to strengthen its cultural presence in the strat&grsian Gulf region and to endeavor to
promote the cultural dialogue between civilizations

In addition, the Louvre Abu Dhabi may bring sigo#nt political, diplomatic and
economic benefits to France. This cooperation ptajentributes to seizing the moment at a
key point in the French-Emirati relationship, sintes embarked upon at a time when
political, economic and commercial relations bemvebe two countries are growing in
intensity. The Louvre Abu Dhabi project may provalsafe and convivial setting for further
cultural, economic and political partnerships betwstakeholders from both countries.

However, some critics decry that the Louvre Abu Rif@oject is driven by political
and economic motives. They point to the instrumeaion of France’s art treasures for

diplomatic and economic ends.

The Impact of the Louvre Abu Dhabi on France’s lmag

With respect to the research subquestion relatdietampact of the Louvre Abu Dhabi on
France’s image, it can be said that the Louvre Bhabi may be a good cultural ambassador
for France. The Louvre Abu Dhabi may turn out toabeeemendous way of raising France’s

profile to a high level in the United Arab Emiratasd its surrounding region. The use of the
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valuable brand “Louvre,” which is strongly connette France’s image, plays a crucial role
in the branding of France’s image.

However, some opponents to the Louvre Abu Dhalancthat the Louvre Abu Dhabi
may damage France’s image and notably France'stag@u as advocate for cultural
exception and cultural diversity. The authoritiascharge of the Louvre Abu Dhabi should
take these criticisms into consideration and tHeyukl make sure that the reputation of the

Louvre and France’s image are not tarnished by Inunghts issues.

Impact of the Louvre Abu Dhabi on France’s Cultubablomacy and France’s Soft Power
The Louvre Abu Dhabi gives a new impetus to Frasaailtural diplomacy, which had
otherwise been on the wane. The Louvre Abu Dhalindeed an outstanding way for
France’s foreign cultural policy to attain its offjees of both fostering cultural cooperation
with foreign countries and spreading French infaeen

Moreover, the Louvre Abu Dhabi represents a renidekanstrument for France to
exercise its clout in the United Arab Emirates #mel Persian Gulf region. The Louvre Abu
Dhabi is indeed part of a more elaborate and stipaied strategy which aims at ensuring
France a significant and influential role in thisagegic region.

Though the Louvre Abu Dhabi is unique of its kiktlance is already thinking beyond
the Louvre Abu Dhabi to develop other somewnhat lsimarge-scale cultural cooperation
projects mustering the work of different stakehaddélowever, France should build a strong
governance system to coordinate these internatigeatures so as to draw the whole
political, diplomatic and economic benefit from thge of its flagship institutions’ fame, art

treasures and expertise overseas.

Further Research
This paper has dealt with multiple issues relateglace branding, smart power, and the
outstanding cultural development of the United Arairates, as well the impact of
museums’ international actions on a country’s edé&s and image. It would be interesting to
further investigate these different issues.

Thus, this essay may pave the way for further emfpitan of the role that intangible
assets, such as institutions’ names and works pfnaay play in international cultural
relations, as well as the economic and politicaplioations of their use in such cultural

cooperation projects.
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It would also be interesting to focus on how thatéthArab Emirates seeks to gain a
significant foothold on the world stage through tevelopment of its cultural sector and the
employment of place branding techniques.

In the following years it will be noteworthy to heva look at how the Louvre Abu
Dhabi and Guggenheim Abu Dhabi evolve and to comphaeir impacts on Abu Dhabi’'s

interests and image with the effects that Guggenhgilbao has had for the Basque city.
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CHAPTER 8: Appendix

These appendices aim to provide additional infolonatvith respect to France’s
cultural diploma. This contributes to a better ustending of the French cultural diplomacy.
Nevertheless, these elements are not crucial éintrestigation of my problem formulation. |
will first shed light on France’s tremendous cudlupotential. Then | will give a short

overview of the main players acting in the Frenghural diplomacy’s system.

Appendix 1 The French Culture: One of the Foremost Players in the World of Culture

This section presents some aspects of French eulbich contributes to France’s leading
place on the world cultural stage. | will only peaes some characteristics of the French
cultural wealth, while | could have exhaustivelstéid all the French intellectuals, musicians,
filmmakers, actors and actresses, architects, whopact is making itself felt all over the
world, like CulturesFrance®$ response to the recent European edition Time'srcohe
Death of French Cultur€Cultures France 2008; Time Magazine 2008).

France’s cultural standing rests on its tremendautural heritage, its language, its
talented artists, its cultural industries, its piggsus institutions, its international media and
its capacity to welcome other cultures.

It may firstly be pointed out that significant Fca's place in the world of culture
comes from its rich cultural past. Indeed, workshaf mind by French intellectuals and artists
such as Moliére, Hugo, Zola, Monet, Debussy, Carrascault, have made key contributions
to the world cultural heritage and to the explanatbf human existence for centuries now.

Nowadays, French artists are still world classlirthee cultural fields: literature, film
acting, theatre, classical music, etc... As sonmtesmoint, the international impact of these
contemporary artists is certainly not as impori@sthe one exerted by the abovementioned
intellectuals and artists, but this may be causgedhk emergence of and competition with
artists and intellectuals from countries which aesw actors on the world cultural stage.
Additionally, these critics about the decline ofefkech culture on the world stage are
contradicted by the vitality and the success owrsa French artists and French cultural
industries. After those in English, French creatiagks such as films and books are globally
the most widespread (Ministere des Affaires Etraeg@007: 8). It is worth noting that the

eclectic creativity and great vitality of culturaborks produced by French artists are

%0 CulturesFrance (former AFAA) is the agency of thenistries of Foreign Affairs and Culture and
Communications responsible for international exgegn



stimulated by public subsidy. French state hasddde longstanding commitment to the
support to artistic creation and cultural productio

In addition, the French language is a key assefrfench culture. It is one of the few
languages spoken on all five continents. It is @seorking language for major international
and regional institutions, such as the United Netjdhe Olympic Games and the European
Union.

France’s prestigious cultural institutions such the Louvre, Versailles, Musée
d’Orsay strengthen France’s role as a player inatbedd of culture. The Louvre is the best-
attended museum and one of the most famous musauitresworld. In 2006, the Louvre was
visited by 8.3 million people, of which two third fmreigners (Ministére de la Culture et de la
Communication 2007: Fiche 4). The quality and qunaatf France’s historic collections and
the global reputation of its cultural institutiom®nsolidate France’s place in the global
cultural environment. In this case again, it is artpnt to underline the prominent role of the
French state in the cultural sector as these abewgomed cultural institutions are
government-owned museums.

French international audiovisual operators contabto France’s cultural presence
worldwide. France is one of the few countries teenaoth international radio station and
television channel. The French international ragitation named RFI (Radio France
Internationale) ranks third among international isadtations (Ministere des Affaires
Etrangéres 2007: 8). Additionally, France recerldynched its international television
channel which is named France 24. The French-spgaitiannel TV5 also conveys French
culture abroad. These audiovisual operators atdyhfgnded by the French state.

France’s capacity to act as host to foreign arasid foreign cultures enhances French
culture’s attractiveness on the world stage. Bypsufing and showcasing foreign productions
as well as fostering the international cultural lefime, France projects a positive and
attractive image of an open culture overseas. maraus cases, these initiatives are taken or
highly supported by the French state through theidthy of Culture, Cultures France or the
Ministry of Foreign Affairs, such as the culturakbson.

In brief, culture is one area where France id atigiant in global terms. France’s
exceptional cultural heritage, the creativity of tontemporary artists, the vitality of its
creative industries, its international media, tleputation of its cultural institutions, the

31 France honours one country or one region every, ysainviting this partner to present its cultuheough a
series of coordinated exhibitions and cultural ésemhis wide-reaching operation enables the dgvedént of
strong bilateral relations between France and tmeerned partner as well as between the institsitadrboth
countries (Bound et al. 2007: 89).



French language and its policy fostering the iragamal cultural dialogue are the key assets
for French culture’s global presence. French calttalent can be found working all over the
world. Likewise, leading figures from overseas piactheir arts in France. This section has
also pointed out that the French state has sigmifig been involved in the cultural sector
either by supporting a wide array of cultural ait&ds and by providing this cultural sector

with a significant support to the promotion abroad.



Appendix 2 The Main Actors of France’s Cultural Dip  lomacy’s System

As the French cultural diplomacy covers a wide eangactivities, its structure is large and
complex. In this section, | will only focus on tmeain actors responsible for the French
cultural diplomacy. This includes the Ministry obrieign Affairs, the worldwide network of

French cultural establishments, the Ministry oftGrd and some major operators.

The Ministry of Foreign Affairs

The highest authorities of the state, i.e. the iBee$ and the Prime Minister, may certainly
intervene in the definition and conduct of the FEteforeign cultural policy, but it is mainly

the prerogative of the Ministry of Foreign Affaittombard 2003: 120-121). In fact, the
Ministry of Foreign Affairs distributes 82 percenitthe total amount devoted for the French
cultural action abroad (Lombard 2003: 124). The istiy of Foreign Affairs laid down the

policies which are carried out through the DGCIlbdded, the DGCID supervises and
coordinates the actions of several major operatamsextensive network of 154 cultural
services of French embassies and consulates alackll as a vast network of cultural

establishments overseas. In turn, | will focustaa hetwork of cultural establishment abroad.

The network of French cultural establishments aldroa

The network of French cultural establishments @a&ssis an important component of the
French cultural diplomacy’'s system, as it comprieésnore than 140 French centres and
institutes and 280 subsidized Alliances Francai$hs. overall aim of these institutions is to

promote the French culture abroad. These cultusthbéishments notably pursue this

objective through their initial role which is toaieh the French language. Their role is also to
provide information about France and to organiskual events (de Raymond 2000: 98;

Daugé 2001: 7-9; Lombard 2003: 181-188).

The abovementioned crisis the French cultural dialoy’s system went through at the turn of
21% century mainly affected the network of French unat establishments overseas. On the
one hand, the cultural establishments’ scope ofiachas been reshaped so as to be adjusted
with the challenges of a new globalized world. Adaom promoting the spread of French
culture worldwide, the French cultural establishiseoverseas strive to foster the cultural
cooperation and the dialogue between the civilweti These establishments are to initiate
new cultural projects overseas, as well as protiddgr expertise and support to these new
actions (Lombard 2003: 178-179). However, both Lardband Daugé note that the French



cultural network lacks of financial means and isnan capital needs to be enhanced (Daugé
2001; Lombard 2003: 193-205).

On the other hand, the geographical locations sfitliis Francais and Alliances Francaises
should also be readapted in order to be in liné tie new challenges France is facing in the
world. The French cultural is certainly worldwidgread, but the geographical location of its
establishments is uneven and does not fit withctr@emporary stakes. The French cultural
network is relatively dense in Europe but its pnesein Asia is minor (Daugé 2001: 20;
Lombard 2003: 171-174). Hence, the French cultaeivork should be extended in this
continent, but not to the detriment of its preseincéurope.

Ministry of Culture and Communication

Though Ministry of Culture and Communication kegpaying a minor role in the field of
international cultural activities, in comparisortlwthe one played by the Ministry of Foreign
Affairs, the Ministry of Culture and Communicatitras increasingly been involved in the
French international cultural relations since t880s (Lombard 2003: 134).

Through its Department for European and Internafigffairs, the Ministry of Culture and
Communication intervenes in the fields in which Mmmistry of Foreign Affairs’ action does
not or does only partially cover. For example, Mimistry of Culture and Communication
deals with the cultural issues in the multilatexednas such as the UNESCO to advocate for
cultural diversity. It is also responsible for tipeomotion of foreign cultures in France
(Lombard 2003: 136-139). In addition, it is worthderlining the remarkable international
activity of the cultural institutions supported the Ministry of Culture and Communication.
Indeed, these great institutions such as the Lolluseum or the Musée d’Orsay have long
developed relationship with foreign institutionsothbard 2003: 134 & 140). However,
Lombard mentions that these relations do not skhapeordinated strategy and he advocates
that

[...] one of the main tasks of the Ministry of Culture and

Communication should be to prompt [the government-wned cultural

establishments] to increasingly take part in the iternational cultural

exchanges, by granting them a more flexible legatatuts.”*? (Lombard
2003: 141)

%2 My own translation



The Ministry of Culture and Communication and thenistry of Foreign Affairs strives to
work closely together. The two ministries are nbtabe regulatory authorities of the recently

created operator CulturesFrance that | will prebetdw.

The development of many operators, in particulalt@asFrance

The French cultural diplomacy’s apparatus comprsmseral operators. The positive aspect
of these structures is that they are autonomoushaydenable system to be more flexible and
to gain in efficiency (Lombard 2003: 141). Howewvilre French cultural diplomacy’s system

has long been composed of small operators, eatheaf being in charge of one specific

field. In that case, the operators may be relatiwgeak and only have limited means.

Additionally, the whole system may lack of consiste (Lombard 2003: 142). For example
Lombard notices that the AFAA’s scope of activities. the promotion of French culture

overseas in the field of performing and visual ,art&s too restricted, its structure was
relatively weak and its budget was too low (Lomba6d3: 155). France has recently been
restructuring some of its operators. For instarki@nce is preparing the creation of the
holding France Monde which will be to gather ak thperators in charge of the audiovisual
sector: RFI, TV5 and France 24 (France 24 2008).

The most striking reshaping in the French cultdiplomacy’s system is the abovementioned
establishment of CulturesFrance. In fact, thisruestiring leads to the creation of a strong
and unique operator responsible for internationélical exchanges which bridges the French
cultural institutions, the French establishmentoal and the French artists with the foreign
ones. CulturesFrance’s intervention policy revolaesund three major issues which include
the ones encompassed by the AFAA, but is compleyedew fields of competency. Firstly,
CulturesFrance seeks to promote the French creattgeabroad in the fields of theatre and
performing arts, visual arts, architecture as vealbooks and the written word, notably
through a close cooperation with the cultural nekv&econdly, the new operator acts to
enhance foreign cultures in France, notably by mmgag the cultural seasons. Eventually, it
intends to provide its expertise in cultural engimeg for local and foreign partners
(CulturesFrance 2008; Ministére des Affaires Eteang 2006).

In brief, both the Ministry of Foreign Affairs aride Ministry of Culture and Communication

are the decision-makers of France’s internationdtucal policy. However, the Ministry of



Foreign Affairs has the primary responsibility. ntanages its cultural program activities
through the DGCID which works largely through tweissof organizations: the operators and
the vast worldwide network composed by culturatifntes, cultural centres and Alliances
Francaises. The French cultural diplomacy’s systas undergone major recent changes. It
intends to become more flexible and develop newsioms, especially in the field of
cooperation. The French cultural diplomacy’s systdao prompts news actors such as the

museums to take part in the international cultpadicy.



