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Foreword

After a long period of divide, Europe is looking to make choices which will
determine its future dynamics and stability. It is facing crucial decisions con-
cerning the depth of economic and social integration, the nature of its polit-
ical institutions, and the contours of its new security system, while trying to
sharpen itself for economic and technological competition.

However, this intensive search for new political and economic paradigms may
well overshadow the need also to reconsider long-term developmental objec-
tives in the domain of “immaterial” well-being. This danger has been widely
recognised; while much work has been carried out at international level in
fields pertaining to environment, human rights and social exclusion, the field
of culture has yet to be thoroughly tilled.

In from the margins seeks to fill this gap. It addresses culture (which unlike
education is difficult to harness to immediate economic returns) from a wider
developmental point of view and offers the Council of Europe and its mem-
ber states an opportunity to reflect on the importance they attach to culture
from a new, integrated and comprehensive perspective.

As the authors put it, the report’s central themes are “two interlocking prior-
ities: to bring the millions of dispossessed and disadvantaged Europeans in
from the margins of society, and cultural policy in from the margins of gov-
ernance”. A new alliance between culture and development should enable
this change to occur.

The new paths explored by the authors to balance developmental efforts and
preservation of cultural diversity may help cultural policy to become more
centrally rooted and more pervasively constructive, favouring a harmonious
empowerment of people as well as an equitable distribution of life chances.
Failure to understand this might well mean jeopardising any developmental
effort.

As a political scientist, reading In from the margins has given me great pleas-
ure; for the Secretary General of the Council of Europe, it is a challenge. The
report is a complex whole combining descriptions of European and global cul-
tural developments with astute policy evaluations; it shows great respect both
for the common roots of European culture and for the maintenance of the
cultural diversity which provides us with our intellectual strength; it looks into
the past, probes the future and succeeds in welding all components together
within a single frame.



In from the margins

The initiative for the report came from the World Commission on Culture and
Development, which, after the preparatory work by Unesco and the resolu-
tion of the General Assembly of the United Nations, was appointed in 1992
to write a world report on culture and development. The Council of Europe
decided to support this effort by providing its contribution in the form of a
parallel report exploring the relations between culture and developmental
efforts on the continent. The task of preparing the report was given to a small
independent task force. The task force’s remit was to submit its unmoderat-
ed conclusions, both as a basis for a wider global debate on culture and sus-
tainable development, and as a stand-alone document on issues specific to
Europe.

The World Commission’s report, Our creative diversity is to be discussed at
an Intergovernmental Conference on Culture and Media Policies for Deve-
lopment, to be held in Stockholm in March 1998. The Council of Europe’s In
from the margins will be a major regional contribution to the conference.

I wish to thank the European Task Force on Culture and Development for their
excellent work, as well as governments, organisations and persons who have
assisted them both intellectually and materially.

Daniel Tarschys
Secretary General

1. Direct Financial contributions were made by Austria, Finland, Sweden, the United Kingdom,
Unesco and the European Commission.



Executive summary

This report, produced by an independent group of policy makers, researchers
and cultural managers for the Council of Europe, is a contribution to the
debate on culture and development which the World Commission on Culture
and Development initiated and should be read as a complement to its own
report, Our creative diversity. It seeks to advise the Council of Europe on
some of the key issues facing policy makers in Europe today and offers sug-
gestions on how best to address the complex cultural challenges and devel-
opment issues of a continent in transition. At the same time, it is hoped that
the report’s findings will also be of value to member states and public author-
ities.

Its central themes are two interlocking priorities — to bring the millions of dis-
possessed and disadvantaged Europeans in from the margins of society and
cultural policy in from the margins of governance.

There is a growing acknowledgement that, if culture — whether understood
as the “‘whole life of the people” and its values or, more narrowly, as artistic
activity of all kinds — is left out of account, sustainable development is likely
to fail. A range of cultural transformations is contributing to social, econom-
ic and political change in Europe. Globalisation is weakening, or at least test-
ing, national identities. At the same time, a regional and civic renaissance,
often led by cultural policy, is under way. The new technologies are not only
revolutionising commerce and industry, but are inflecting daily life with an
avalanche of images. Individualism and moral relativism are replacing tradi-
tional beliefs. Many European societies are riven by exclusion and unemploy-
ment and for many millions of Europeans the promised “good life” is as far
from reach as ever.

The cultural policy responses to such issues have been, in the main, ineffec-
tual. In their search for new orientations to cultural policies, some govern-
ments are motivated by short-term economic interests. Too little attention is
paid to an explicit definition of basic policy premises, the grounds for inter-
vention and the setting of explicit policy directions and strategies for their
implementation. Vision in policy making is noticeably lacking.

Policy makers are not helped by the fact that cultural responsibilities are often
insufficiently delineated between the different tiers of government and, as a
result, policies are fragmented. Strategies that recognise the interconnected-
ness of culture with development are not easy to implement because, com-
monly, civil servants are used to working in hierarchical departments and not
encouraged or equipped to think laterally. Moreover, the key principles that
have served cultural policy makers for forty years or so — identity, diversity,
creativity and participation in cultural life — may no longer be adequate to
meet the challenges of the second half of the 1990s and beyond.



In from the margins

At intergovernmental level, countless declarations, resolutions and recom-
mendations have been agreed, sometimes after years of preparation, but to
uncertain effect. In part this is because of the huge gulf in awareness within
the cultural sector and the public sectors at large of the international com-
mitments which their governments have endorsed. But it may also be due to
a fundamental flaw in the thinking at international level which gives the
impression of always striving for “European’ solutions when there is not a
single Europe. A common European home may be a desirable goal, but it is
not yet a reality. Europe is at best a collection of countries, Nordic, Mediter-
ranean, Mittel European and so forth, with as many different goals and agen-
das as common interests.

In a report with more than fifty recommendations and at least as many ideas
for consideration, several broad ways forward are suggested. First, culture will
have to be brought into the heart of public administration if it is to become
more than what it is now — a partial and spasmodically effective instrument
of policy. There is hardly a department of government that does not intervene
in culture or whose decisions do not have a cultural impact. We should end
the isolation of ministries of culture by establishing formal interdepartmental
structures which would enable governments to make the most of the multi-
ple interactions between culture and aspects of economic and social devel-
opment. The interface between cultural planning and educational policy is of
especial importance. The principle enunciated at a European level in Article
128 of the Treaty of Maastricht, requiring the European Union to take into
account the cultural consequences of its actions, should equally apply to
actions at national, regional and local government levels. Only by adopting
this approach will it be possible to address the endemic failures of cultural

policy.

Secondly, both governments and the cultural sector face an uncomfortable
paradox if a higher priority is accorded to culture. Looking for an effective
instrument of policy, governments may try to control or manage it. In the
search for resources, the cultural sector may consent to justifications of sup-
port on non-cultural grounds (for example economics, job creation, tourism,
etc.). However, experience suggests that the utilitarian exploitation of culture
will only succeed if, at the level of individual creativity, it is allowed to func-
tion outside state control. Freedom of expression is a crucial principle and cul-
tural policies should establish a general framework within which individuals
and institutions can work rather than intervene closely in what they do or say.
But more than that there is a need for a consistent theory of cultural policy
which accepts that culture has its instrumental uses, but also recognises the
limits to which this can be applied without endangering it.

Thirdly, Europe’s most valuable resource is its human capital. In many ways,
this is not being exploited to its full — a failure which can be as damaging to
economic prosperity as it is to the life of the imagination and the pursuit of
happiness. Cultural policy needs to be carefully targeted, reviewing the rela-
tion between demand and supply and being sensitive to changing demo-
graphic realities. The report cites measures to address the problem of exclu-
sion, to invest in human capital and to implement the cultural rights of a
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Executive summary

variety of marginalised groups — among them, elderly people, disabled peo-
ple, those in closed institutions and those excluded by poverty. Cultural
minorities, whether indigenous or non-European in origin, should be given
the opportunity for self-expression and awarded an equality of esteem by
mainstream society. The requirements of young people as well as the imper-
atives of gender equality should also be taken into account. The report sug-
gests that a new social ethic, obliging cultural organisations to adopt inclusive
rather than exclusive policies, would help to ensure access to, and participa-
tion in, culture for all.

Fourthly, the tendency to place more emphasis on equipping students with
skills for a competitive jobs market is often being conducted at the expense
of pushing the arts into a more marginal position in school curricula. Yet this
is to ignore the fact that the arts are important both intrinsically and for their
contribution in motivating young people, deepening their understanding,
creativity and interpersonal skills, as well as preparing them for adult life. A
more holistic approach to education is needed by transforming schools into
culture-centred environments and enabling them to become foci of cultural
life in their local communities. This will necessitate a fundamental reappraisal
of teacher-training policies.

Fifthly, the new technologies are multiplying opportunities for creative
expression and blurring the boundaries between the professional and the
amateur, and between participation and consumption. The arts, broadly
defined to include mass popular culture and the entertainment industries,
take up a growing share of economic production. It is time to restore the nat-
ural links between the arts and sciences, which were broken in the eighteenth
and nineteenth centuries. Centres of technological innovation would help to
heal the long-standing schism in the industrial world between the so-called
“two cultures”. However, there is a danger that a dominant class will emerge,
well equipped and at ease with the new technologies, but consigning all those
restricted by poverty and lack of training to the role of passive consumers,
rather than full and active members of the communication society. This can
only be avoided by a substantial technological investment in formal educa-
tion and the availability throughout adult life of retraining opportunities.

Sixth, cultural policy should foster unity while, at the same time, welcoming
diversity. For good or ill, culture is a powerful promoter of identity. By empha-
sising one set of values against another, culture can be divisive and contribute
to conflict rather than social harmony and mutual tolerance. It is essential that
the development of the arts and the conservation and exploitation of the her-
itage not only assert the commonality of European values, but also reflect the
multicultural variousness which is characteristic both of Europe as a whole and
of individual nation states. Europe is a culture of cultures, but xenophobia and
intolerance are the greatest threats to its stability. The preconditions for a
democratic and united Europe must include freedom to identify with the cul-
tural and linguistic communities of one’s choice while respecting the diver-
sity of other cultures. Sadly, cultural rights and freedoms, and the value com-
mitments their implementation presupposes, have remained in the European
realpolitik for too long as empty words despite the honourable intentions and
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In from the margins

actions of the Council of Europe and other agencies. While recognising the
difficulties some governments have in agreeing standard-setting instruments
in the field of cultural rights, the need at least for a European Declaration on
Cultural Rights appears stronger now than ever. Access to culture and the free
exercise of cultural rights will not solve, but may mitigate, social divisions and
help to strengthen the institutions of civil society.

Seventh, the role of the heritage in identity building for Europe, nation states,
area-based and minority cultures needs to be acknowledged and a new eth-
ical approach to the heritage is called for which recognises the destruction of
one community’s heritage is a loss to Europe as a whole. Europe confronts a
huge task of reconstruction, preservation and restoration of the built heritage
on a scale not seen since the second world war. This requires a major inter-
national effort. The creation of a European Heritage Bank, funded by public
and private contributions and devoted to financing capital investments and
providing loans, should be explored to help communities where the burden
is greatest.

Eighth, Europe’s prosperity and stability depends on its civil institutions. Here
culture has an important role to play, for it is the cement of the social and civic
bond. An appropriate balance needs to be struck between the power of the
state and, increasingly, multinational corporations and the freedoms of the
individual. One means of achieving this is the establishment and maintenance
of a healthy ““third sector” of voluntary associations and communities of
interest which enable individuals to negotiate with one another and with pub-
lic authorities. An interest in culture and, more especially the arts, the heritage
and the environment, are among the most common motives that lead to the
formation of such groups. Public acknowledgement of their status and worth,
and sometimes funding, can make a major contribution to a thriving civil soci-
ety.

One of the biggest challenges facing Europe in general, and smaller countries
in particular, comes from economic and cultural globalisation and the increas-
ing domination of cultural product by global corporations. Governments,
especially those of European Union countries, would do well to avoid creat-
ing a “Fortress Europe” mentality as a reaction, but it is logical to seek meas-
ures, sometimes short term, to ensure that there is a “level playing field” of
opportunity for European cultural producers. At the same time, governments
should note the growth in the celebration of the “local”, which is a natural
response to globalisation and is often driven by the apparent cultural renais-
sance of image-conscious cities. The nurturing of creativity is essential if this
is to be sustained - cities do not regenerate themselves spontaneously or at
the behest of politicians.

Finally, the danger of Europe and more particularly the European Union clos-
ing in on itself should be avoided and culture can play a crucial role in this.
Transnational networking and cultural exchange should be encouraged. This
calls, first, for recognition by the international agencies that their programmes
of support should be re-oriented from the current lottery of one-off projects
towards schemes which promote more sustainable cultural relationships.

12



Executive summary

Secondly, it suggests that national governments need to review their interna-
tional cultural policies to reflect more adequately contemporary cultural prac-
tice and the changed political environment in Europe.

Since the second world war, Europe has witnessed an astonishing expansion
of creative activity of all kinds. Its problems are as much those of success as
of failure. The Council of Europe has played an important role as a forum for
debate on a wide range of cultural and developmental issues: the task it faces
in partnership with the other European institutions, national governments and
regional and local authorities is to ensure that culture makes its rightful con-
tribution to the processes of sustainable economic and social development.

13






1 Introduction

“There are two things which | am confident | can do very well: one
is an introduction to any literary work, stating what it is to contain,
and how it should be executed in the most perfect manner; the oth-
er is a conclusion, showing from various causes why the execution
has not been equal to what the author promised to himself and to
the public.”

Samuel Johnson, from James Boswell’s Life of Johnson.

1.1 Why a report on culture and development?

1.1.1  Policy makers all over the world are recognising that culture has a
larger place in the governance of human communities than they had thought.
Political decisions, economic and financial initiatives and social reforms are all
more likely to achieve their purposes if their cultural impact is taken into
account and if the concerns and aspirations of the individual in society are
addressed from a cultural perspective.

1.1.2 It was with this in mind that the General Conference of Unesco, at
its 26th session in 1991, created an independent World Commission on Cul-
ture and Development. Its task was to prepare a world report on culture
and development and proposals for both urgent and long-term action to
meet cultural needs in the context of development. The United Nations Gen-
eral Assembly endorsed the proposal and a twelve member commission,
chaired by the former UN Secretary General, Javier Pérez de Cuéllar, was
appointed by the Director General of Unesco and the UN Secretary General
then in post.

1.1.3  The parameters of the World Commission’s investigation were set by
the General Conference of Unesco in 1991. This recommended that it con-
centrate primarily on identifying, describing and assessing the issues and chal-
lenges posed by:

— the cultural and socio-cultural factors that affect development;

— the impact of social and economic development on culture;

— the interrelatedness of culture and models of development;

— the ways in which cultural development, and not only economic
conditions, influence individual and collective well-being;

— the cultural sector as such and as an important area for develop-
ment and for international co-operation.

15



In from the margins

1.1.4 The report that the commission produced, Our creative diversity,
was submitted to the Unesco General Conference in Paris on 2 November
1995 and to the United Nations General Assembly in New York on 27
November the same year. It was based on information and trend analysis
gleaned from every world region. The commission hopes it will be of real,
practical value to national governments and intergovernmental bodies — and,
further, that it will attract the interest of the general public and stimulate a
wider debate, when it is publicly available, culminating in a major world sum-
mit of heads of state and government.

1.2 A European contribution to a global debate

1.2.1 In the course of its work, the World Commission sought evidence
from each Unesco region — Africa, Asia/Pacific, Central and South America,
North America and Europe — in the form of hearings and/or reports. As the
European contribution, the Council of Europe at the beginning of 1994 com-
missioned its own review of culture and development in its region and the
document which follows is the outcome.

1.2.2  The Council of Europe set itself the following aims:

— to establish the symbiotic relationship between culture and devel-
opment in Europe;

— to draw attention to innovative policy responses by governments
to European trends in culture and development;

—to provide an insight into likely future scenarios and challenges that
will confront decision makers into the next millennium;

— to contribute to the production of a set of cultural policy indicators
matched to specific concerns in the development process, as a guide to inter-
vention by governments;

— to provide a framework for future European political debate;
— to suggest mechanisms for policy implementation and review;
— to make recommendations for follow up.

1.2.3 A small, independent task force of experts was appointed by the
Council of Europe to conduct the review. Its remit was not to represent Coun-
cil of Europe policy, but to submit its own unmoderated conclusions, both as
a contribution to the wider global debate and as a stand-alone document on
the issues which are specific to Europe. In the event, the world commission
report was completed before this report; however, background papers com-
missioned by the task force or written by its members, together with propos-
als for a future policy agenda, were shared with the world commission to
assist in its deliberations. This meant that the task force had the benefit of see-
ing Our creative diversity at a late stage of its own work. There is much in it
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which the task force finds it can endorse, in particular its commitment to the
centrality of culture in development; its analysis from a global perspective is
interesting and challenging. The two reports share common elements and a
number of recommendations follow the same lines of thought. That said, the
task force was concerned not to be unduly influenced by the World Com-
mission’s proposals. The commission had a world-wide brief and those of its
concerns that are relevant to developing countries are not necessarily all
shared by European countries. Also, wishing not to anticipate the views of
governments in the World Commission’s post-publication consultation
process, the task force has avoided offering its own comments. Nevertheless,
it believes that its conclusions complement those produced by the World
Commission and, where there is a convergence of ideas on action these are
reflected in Chapter 13: Follow up — the case for urgent action.

1.3 Parameters and working procedures

1.3.1 The European Task Force has met on nine occasions as a group
between July 1994 and February 1996 and prepared its report on the basis of
specially commissioned background papers; three seminars attended by
artists and intellectuals, cultural researchers and senior policy makers; the
records of relevant European conferences and seminars, and existing publi-
cations, as well as the individual and collective experience of its members and
assistants. Useful guidance was given at a seminar of European Ministers of
Culture at Bratislava, specially convened in June 1995 to consider key themes
of the report. The task force was led by Rod Fisher from the United Kingdom
and the report was written by Professor Anthony Everitt also of the UK. Rit-
va Mitchell represented the Council of Europe and, as an adviser, played a full
part in the deliberations of the task force, whose other members were Eduard
Delgado from Spain, Professor llkka Heiskanen from Finland who also pro-
vided the statistical appendix, Professor Carl-Johan Kleberg from Sweden,
Professor Kirill Razlogov from the Russian Federation, and Jacques Renard
from France. Their expertise lies variously in academic or cultural research and
cultural administration and policy-making and most of them have been
involved with the Council of Europe’s Programme of National Cultural Policy
Reviews. They received additional assistance from Danielle Cliche and Isabelle
Schwarz (for further details about the members of the task force and its work
see Appendix ).

1.3.2 The European report is, we believe, the first ever attempt to survey
the European cultural scene in the context of development. Recognition of
the crucial relationship between culture and development is not new, of
course. In a report presented to the Third Conference of European Ministers
responsible for Cultural Affairs in 1981, one of the trends foreseen for the
1980s was a greater emphasis on the centrality of culture and cultural values
in national economic and social development plans, and hence the need to
define more exactly the role of cultural aims in overall development.t It is safe

1. “European cultural co-operation: achievements and prospects”: report presented by the Com-
mittee of Senior Officials to the Council of Europe’s 3rd Conference of European Ministers
responsible for Cultural Affairs. Council of Europe, 1981.
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to say that the prediction was not realised to anything like the extent expect-
ed and, perhaps as a consequence, the need is more urgent than it was some
fifteen years ago.

1.3.3  Unfortunately, limited time and financial resources have meant that
the task force’s report is not nearly as comprehensive as its authors would
have liked. It has been written at a time of flux. A great deal of cultural infor-
mation has been published in the last twenty years, including the Council of
Europe’s continuing programme of reviews of national cultural policies, initi-
ated in 1985. However, the statistical material contained in these documents
and elsewhere is seldom comparable because of varying bases of analysis and
multifarious definitions of terms and classifications, and this is something we
return to later in the text. Moreover, the brief which had been set was so wide
and the potential literature so extensive, that it was beyond the capacity of a
small, part-time group of individuals to tackle in the depth the issues demand-
ed. The task force was under no illusions; its remit was not only to look at cul-
tural policy in the context of macro development issues, but to seek innova-
tive policy solutions to questions that had consistently frustrated decision
makers for many years.

1.3.4 The task force had to decide its approach. Should it be selective and
problem-oriented, as in the Brundtland Report on the environment and devel-
opment, Our common future, or should it adopt a more sophisticated
methodology and seek new solutions to notoriously difficult methodological
problems?

1.3.5 Any account of sustainable development should consider, as is
argued in Chapter 2, questions of human as well as economic growth. This
entails a complex two-way process: first, an assessment of the contributions
which the arts and culture make to human growth and to economic, social
and political life, and, secondly, an assessment of all relevant policies and
developmental projects in respect of their ““second-order” cultural effects and
the way these effects feed back to overall development. Experience in other
fields (for example, technology and the environment) suggests that complex
evaluations of this kind are difficult to carry out. The results are usually too
general and inconclusive, or too specific and narrow in scope, to help with
real-life policy decisions. However, some useful lessons can be learned from
recent ecological analyses and consumer studies.

1.3.6  The first lesson derives from “life-cycle analysis” (LCA) as pioneered
in environmental studies. This traces the environmental impacts of a complete
cycle of industrial production, including the extraction of raw materials, the
manufacturing process itself, transport and packaging and the final disposal
of the product after use. If this were translated into cultural terms, it would
be possible to review (say) a cultural festival by looking at all stages of its life-
cycle — the “extraction™ of artistic talent, its economic and social costs and
benefits, the effects on public awareness and the “legacy” value (that is the
contribution to the cultural heritage and the creativity of future generations).

18
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1.3.7 The second lesson is provided by the attempts which have been
made to standardise procedures for assessing environmental, cultural and/or
social side-effects of development projects. As early as the 1970s, criteria and
related evaluation methods were recommended by the International Devel-
opment Association as a means of testing the ““social soundness™ of proposed
projects; some international bodies (among them, the European Commission)
use a structured questionnaire to ascertain the impact of development pro-
jects on social organisation and cohesion, on family structure and the main-
tenance of indigenous cultures. Although early optimism about the value of
this type of standardisation faded in the 1980s, it has recently revived, in large
part as a result of the work of the International Standardisation Organisation.
Inventories, impact assessment and evaluation in relation to political targets
are being standardised in a way that facilitates specific comparisons. It should
be possible to aspire to this level of methodological sophistication in the
evaluation of cultural policy and the establishment of reliable cultural statis-
tics and indicators.

1.3.8  The third lesson can be learned from recent consumer studies that
emphasise the need to involve consumers in ex ante evaluation — that is, par-
ticipation in product design and development. This approach reflects new
thinking on the active nature of consumption, but is in glaring contrast to
most kinds of cultural production where the idea of involving customers/
audiences in product design and evaluation is still highly unusual — if we dis-
count polls which measure consumer approval. Active participation of this
sort has been more common in the amateur and community arts and some-
times in the development of public cultural services.

1.3.9 Since the mid-1970s the analysis of overall economic and social
macro-trends has been extended to cover more systematically the “side-
domains’ of unintended consequences and negative or positive externalities.
As a result of ecological concerns and the dedicated work of expert networks
such as the Club of Rome, methods of assessing and forecasting macro-devel-
opments in the side-domain of the environment have evolved rapidly. The
growth of interest in economic impact studies of culture in the 1980s has
drawn attention to the economic importance of the arts and related activities
and led to some tentative attempts to assess their role in overall development.
Since then, as the statistical documents of the World Bank, the Organisation
for Economic Co-operation and Development, the United Nations Develop-
ment Programme and United Nations Environment Programme bear witness,
progress has been made both in improving the methods of general econom-
ic and social trend analysis and in macro-analyses of these two side-domains
as complex systems with internal dynamics of their own.

1.3.10 Unfortunately, general analyses of this kind, such as the recent,
excellent Human development report (United Nations Development Pro-
gramme, 1994 and 1995) only see culture and the environment as secondary
components of social development, and more detailed reviews, including the
above-mentioned impact studies, have only managed incidentally to relate
their findings to broader economic and social macro-contexts.
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1.3.11 The trouble with all these approaches is that they suffer from similar
weaknesses to their predecessors. They give important information about
policy practices, but usually pay too little attention to the larger context and
the contribution which given projects make to it. Also, they too readily
assume that decision makers will adopt rational grounds for policy over and
above ideological and other constraints or vested interests.

1.3.12 For these reasons as well as the pressures of its deadline, the task
force, while making use of earlier impact studies, has adopted a more holis-
tic approach, which is policy based and oriented to the future. It relies on a
multi-level analysis of current trends and scrutinises the capacity of policy
makers and other institutional players to react to them. Aiming to bring cul-
ture more to the centre of the stage, the task force decided on a strategy
which assesses the economic, social and political contexts from a cultural per-
spective, identifies some relevant trends in cultural policy and examines in
detail how cultural activities and general economic and social policies interact
with, and support, each other.

1.3.13 This strategy falls into the following stages:

i. The report considers cultural policy developments in post-war
Europe and draws out the key policy principles that underpin them — promo-
tion of creativity and cultural identity, support for cultural participation and
the diversity of people’s cultural identities, in the context of a general com-
mitment to freedom of expression, cultural rights and the development of
demaocratic civil society.

ii. The analysis of mutual conflicts or contradictions among these
principles reveals a number of unresolved policy dilemmas which flow from
them and which continue to face decision makers.

iii. Discussion of these issues is followed by a description of the cur-
rent economic, social and political context of European cultural development
and cultural policies. This covers the changing geopolitics of culture, the rev-
olution of information and communications systems, the fast-evolving land-
scape of exclusion and inclusion and the changes taking place in value sys-
tems and civil society. There is then a more specific analysis of the
transformations which are shaping the European arts, media, cultural indus-
tries and heritage.

iv. This account of how things are now is projected into the future
through a set of scenarios. Besides venturing some predictions, they provide
an opportunity to draw some initial conclusions about the relationship
between culture and development. They illustrate the importance of broad-
ening the cultural policy perspective to take this relationship into account.

v. The task force goes on to suggest how culture can, and does,
make an impact on, or is “transmitted” to, economic, social and political
development. The role of the arts and culture in other policy sectors is sub-
mitted to closer scrutiny: actual and potential effects on development are
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identified and an assessment is made of these impacts to advance the policy
agenda. The four key principles (namely identity, creativity, diversity and par-
ticipation) are again deployed as criteria to link these analyses to cultural plan-
ning and decision-making.

vi. The analysis and assessments of stages iv and v reveal omissions
in the scope and effectiveness of cultural policy making and suggests that the
key principles should be redefined or refocused. The practical consequences
of this redefinition are then spelt out in the context of the realities of existing
policies and implementation mechanisms and are crystallised into an agenda
for strategic policy actions, which is designed to be read on its own, if neces-
sary.

vii. Finally, we provide some suggestions for follow-up action which
governments and international agencies might be willing to consider.

viii. In the text we endeavour to link our ideas on culture to three
major aspects of development: their contribution to the sum of human knowl-
edge and understanding; their economic and social outcomes; and their
potential for harnessing human resources as a medium for empowerment and
entitlement.

1.3.14 The task force does not pretend to have solved the methodological
problems inherent in its work. It will be for the reader to decide whether our
approach has been productive. For our part, by distilling a mass of documen-
tation and oral evidence, we believe we have identified a number of key
trends and challenges. Above all, we argue that the task of government is to
reposition culture at the heart of decision-making. This will entail a profound
shift in political attitudes. However, there appear to be distinct limits to what
national and international policies can be expected to achieve. Cultural poli-
cies may help to solve, or at least alleviate, a number of problems — but they
will not work miracles; nor should they be treated as palliatives to mitigate
misguided economic, social or other policies. Some developments, indeed,
may not be responsive to political action at all — the global impact of techno-
logical advance is a possible example. If history in general, and cultural histo-
ry in particular, is a movement of waves, it cannot be flattened or altered in
its direction; policy makers, like surfers, can only try to ride it skilfully and har-
ness its energy to their own ends.

1.3.15 We have encountered a difficult terminological problem which we
have been unable to resolve to our satisfaction. In Chapter 2.3 we examine
the various meanings of “culture” and opt for a definition which encom-
passes the arts in the widest possible sense, including design and entertain-
ment. However, that is not how things are in common parlance, where cul-
ture can denote creative activity for which “art” or “arts” is not appropriate
or idiomatic (for example ““popular culture” and ““cultural activity’). So, as
the attentive reader will observe, we do not always adhere strictly to the def-
inition of culture we have chosen. We felt we had no alternative and only
hope the context makes the sense clear.
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1.3.16 Part one of this report, “Cultural policies on trial”, is essentially
descriptive and analytical; so is Part two, “Europe in transition”, but this sec-
tion also begins to identify possible responses to cultural problems and chal-
lenges in Europe; so, in an effort to simplify the reader’s task, these chapters
conclude with a series of points for consideration. The most important are
highlighted and reappear in Chapter 12: Towards a new policy agenda, at the
end of the report. If the points for consideration and the recommendations at
the end of the report appear prescriptive, this is not our intention. The aim is
no more than to offer ideas which we hope interested parties will find useful.
But we feel that qualifications and periphrases would, if universally applied,
reduce the clarity and increase the length of an already substantial text.
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2 Questions of meaning

““... we can begin to form an idea of culture, above all a protest. A
protest against the insane constriction imposed on the idea of cul-
ture by reducing it to a kind of incredible Pantheon ... A protest
against our idea of a separate culture, as if there were culture on the
one hand and life on the other, as if true culture were not a rarified
way of understanding and exercising life.”

Antonin Artaud, The theatre and its double

2.1 Terms of debate

2.1.1  Before entering a debate, it is as well to be clear about the words we
use. This is never truer than in the cultural field where the terms of discussion
are often cloudy and ambiguous. The World Commission’s brief (as sum-
marised in 1.1.3 above) is an illustration, being open to a variety of interpre-
tations. “Europe”, “culture” and “development” will signify different things
to different readers. Our starting point is to seek out some definitions, not
simply because it will enable us to be sure about what we are saying, but
because we believe the exercise will demonstrate the value of culture, both
intrinsically and as a means of helping a traumatised continent to come to
terms with itself and its future — and indeed of civilising the otherwise heart-
less pursuit of economic growth.

2.2 The idea of Europe and the Europe of ideas

2.2.1  There are many Europes, whether viewed from a historical perspec-
tive or in terms of contemporary practicalities. The origins of the European
idea go back to the Roman Empire which, at its greatest extent, ran from the
frontiers of Parthia to the island of Britannia. It was coterminous with the
catchment of Christendom. The division of the Empire into two parts, one
based in Rome and the other in Byzantium, found a later echo in the ninth
century schism of the Roman Catholic and Orthodox churches.

2.2.2 The word itself, Europe, first appeared in the eighth century at the
time of the Carolingian attempt to reconstruct the fragmented Western
Empire. The rise of Islam and the Ottoman Empire threat lent colour to the
notion of a collective continental interest. From time to time during the suc-
ceeding centuries, thinkers or statesmen proposed political integration, but
the Napoleonic adventure was the first initiative since Charlemagne to try to
put these ideas into practice.

2.2.3  This relatively tight definition was complemented in due course, but

not superseded, by two larger ones. The first of them entailed a reintegration,
if only cartographically, of Byzantium and Rome: the mantle of the former

25



In from the margins

was assumed by expansionist Russian rulers and, gradually, maps which had
once placed Moscow in Asia, pushed the European frontier further and fur-
ther east until it abutted against the Urals.

2.2.4  Secondly, the mercantile and imperial diaspora of the Spanish, the
Portuguese, the Dutch, the French and the British, created *““European’ soci-
eties in the Americas and Australasia, and to a lesser extent in Asia and Africa.
In this way, Europe’s distinctive technology and culture have been absorbed
in varying degrees by other civilisations — and (as suggested below) have
become the engine of contemporary globalisation.

2.2.,5 Today all these Europes have found their own institutional expres-
sions. The European Union at its present stage of development occupies much
the same territory as Napoleon’s conquests, and the wider membership of the
Council of Europe that of the Europe of culturally assimilated, but politically
distinct, nation states, as it was understood in the age of the Enlightenment;
it is perhaps no accident that, with its commitment to democracy and rights,
the Council of Europe seems to “prolong in some way the political heritage
of [that] period”.1 Nato and the Conference on Security and Co-operation in
Europe reflect in partial degrees the world-wide Europe, as indeed do multi-
national corporations and telecommunications enterprises in the marketplace.

2.2.6  Aswell as ideas of Europe, there is too a Europe of ideas, transcend-
ing geography. From its Graeco-Judaic origins, transmitted through the
Roman Empire and the triumph of Christianity, a sceptical individualism
emerged between the fifteenth and twentieth centuries. It was accompanied
by revolutionary technological advances, among them the invention of the
compass and the printing machine. In the Age of Reason during the eight-
eenth century, this culminated in a set of scientific and philosophical concepts
(democracy, a progressive theory of history, human rights) and methods
(rational enquiry, the industrial revolution). Although Europe has its roots in
Christendom, its modern characteristics are predominantly pragmatic, ma-
terialist and secular. The scene was set for an intellectual and cultural hege-
mony which has challenged the assumptions and traditions of other civilisa-
tions. Western thinkers have led the way in the disciplines of physics, biology
and chemistry, of anthropology, sociology and psychology, of political and
economic theory. It is from these foundations that today’s globalisation of
economics and culture have sprung.

2.2.7 Because of its cultural, political and ideological fluctuations, Europe
has no agreed geographical boundary, nor for that matter a readily-sum-
marised overall culture. More seriously, the religious and ethnic divisions in
the former Yugoslavia not only show that ancient political fault lines retain
their vitality, but also that cultural conflicts with other neighbouring civilisa-
tions can have lethal consequences.

2.2.8 Atacultural level, the different Europes jostle against each other. The
global Europe, with its control over mass communications, appears to threat-

1. Foucher, Michel (ed.), Fragments d’Europe. Fayard, 1993.
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en the settled societies of western Europe. Fiercely particular local cultures
(say, of old Russia or the Celtic renaissance in the British Isles and the conti-
nental littoral) feel oppressed by the uniformities which the post-Enlighten-
ment nation states enforce. There is an extraordinary range of linguistic diver-
sity, but many countries are alarmed by the pervasiveness of the English
language.

2.2.9 Insum, if we say that a Cossack, an Albanian Muslim, a fisherman
on Lake Van and an Andalusian farmer are all European, we may know what
we mean in a general way, but we would be hard put to explain ourselves if
challenged. It is perhaps best to see Europeanness as a set of variably shared
assumptions in societies which happen to occupy part of the same land mass,
and have the same historic roots and interests. As Martin Kettle puts it: “To
expect Europe to become a single warm cultural bath is simply to mistake the
nature of the European, and indeed any other, identity: to be European means
utterly different things according to history and circumstance. In France it
means to think globally about a French-led political Europe which will chal-
lenge the power of Japan and America. In Germany it is to commit yourself
against nationalistic ambitions. But to be European in Lithuania or Scotland is
to assert your nationality and the wish to get Moscow or London off your
back. To be European in Italy is a logical extension of what is already assumed
to be one’s ‘natural’ multiple identity within a family, a city, a region and a
nation. To be European in southern England, though, is to make a political
statement against Thatcherism, philistinism and English insularity. We should
beware, therefore, of projecting our own sense of Europeanism on to others
whose sense, no less strong, is very different indeed.””* The cultural chapter
of the Treaty of Maastricht renounces any attempt to assert an overall Euro-
pean culture. This is wise, for it is hard to see what such a thing might be if
not the international entertainments and communications industry, which
needs no public help to thrive and for many is already over-mighty. The issue
that presents itself to governments may be, rather, how to protect individual
national and minority cultures from the perceived threat which this ubiqui-
tous electronic Europe presents.

2.2.10 For the authors of this report, then, Europe is provisional, complex
and plural. At an ideological level it stands for western modernity, and, for
practical purposes, signifies the geographical space between the Atlantic and
the Urals, where values held in common are balanced, and sometimes even
contradicted, by others which are not, and where much is shared with other
societies in the world.

2.3 Concepts of culture

2.3.1 Cultureis a slippery term with traps for the unwary. Most definitions
vary along two dimensions. The first contrasts aesthetic and/or scientific-cog-
nitive values and practices (culture with a capital C) with the anthropological
idea of culture as the values and practices that underly all forms of human

1. Kettle, Martin, “A continent with an identity crisis”, in Citizenship (ed. Geoff Andrews),
Lawrence and Wishart. London, 1991.
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behaviour: the second juxtaposes the symbolic world (representations and
interpretations) and the material world (commaodities, systems of production,
infrastructure and related techniques and technologies). There have been
attempts to overcome these contrasts by devising an all-embracing definition.
At its most extensive, this catches in its net the totality of a community’s
learned experience - its conventions and values - economic, legal, political,
religious, moral, familial, technological, scientific and aesthetic. In the words
of the Declaration of Mondiacult (World Conference on Cultural Policies,
organised under the auspices of Unesco in 1982 at Mexico City): “In its
widest sense, culture may now be said to be the whole complex of distinctive
spiritual, material, intellectual and emotional features that characterise a soci-
ety or social group. It includes not only the arts and letters, but also modes of
life, the fundamental rights of the human being, value systems, traditions and
beliefs...”” This totality is, in T.S. Eliot’s succinct phrase, the “whole life of the
people.”2 Later in this report we will be considering conflicts between cul-
tures; for the time being it is enough to note that culture is not simply the
expression of ideas about the world, but also the will to maintain or change
it — or, even, dominate it.

2.3.2 However, there is a difficulty. Because this sociological or anthropo-
logical definition is so all-inclusive, it is a tricky tool of analysis. If culture
embraces more or less everything that is “human or “social”, how can it be
related to human and social development, without falling into tautology? It
may be more useful to work with a limited definition of aspects of some over-
all, aggregate culture. This is why the task force decided to pay special atten-
tion to the arts and related activities, but seen in a wider cultural framework
than is usual. At the same time this is not a report on the arts and develop-
ment, but on culture and development.

2.3.3  When it offered its definition, the 1982 World Conference on Cul-
tural Policies sought to show that culture was a leading source of intellectual
renewal and human growth. “it is culture that gives man the ability to reflect
upon himself. It is culture that makes specifically human, rational beings,
endowed with a critical judgement and a sense of moral commitment. It is
through culture that man expresses himself, becomes aware of himself,
recognises his incompleteness, questions his own achievements, seeks untir-
ingly for new meanings and creates works through which he transcends his
limitations.””3 The task force sees the arts and related activities in the spirit of
this quotation; they embrace all kinds of creative activity, not only the tradi-
tional, or ““high™ arts but popular mass culture (for example, pop and rock
music, fashion, photography, graffiti, circus and the amateur arts). They are
a source of creativity, reflection, morals and social criticism. They are not sim-
ply a rational instrument, but also a potential seedbed of contradictions, con-
flicts and irrationalities which more often than not characterise all reflective
and creative processes. Reflection is an important concept, for it distinguish-

1. Unesco, World Conference on Cultural Policies (Mexico City, 1982), Final report. Unesco.
Paris, 1982.

2. Eliot, T.S., Notes towards the definition of culture, Faber and Faber. London, 1948.
3. Unesco, World Conference on Cultural Policies (Mexico City, 1982), Final report. op. cit.
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es some cultural activities from others — namely, the arts, sciences and religion
from the everyday practices of “lived culture”. It generates new, sometimes
profound, often surprising meanings, which contribute directly or indirectly
to economic and social development.

2.3.4  Art can be “low” or ““high” and one of our purposes is to attribute
value to both. Paul Willis put the point well, when defining his terms of
reference in a report on the cultural activities of young people. “We have
deliberately retrieved the term ‘aesthetic’ from its conventional stronghold
[...] We’'ll use it to reframe and represent ‘mundane’, ‘degraded’ or ‘com-
mercial’ materials from the point of view of their creative use in human
activity. This may, of course, outrage those who wish reverentially to reserve
the term for the careful handling of the special, heightened and precious
within safe artistic temples. But other societies, earlier civilisations, ‘less
developed’ cultures have also revelled in rumbustious, robust and profane
vesting and testing of aesthetics in the everyday. So does ours if only we will
look.™1

2.3.5 Thisis why the European arts, media and heritage should not be seen
as a separate sphere of activity, but as a nexus of interactions which reaches
from its creative and reflective core into people’s everyday life. This nexus also
relates individuals to their cultural heritage and provides links between the
generations; it offers, at least in principle, a forum for continuous dialogue
with other forms of reflective culture, especially science and technology.

2.3.6  The arts in this broad sense are a critical and balancing force in intel-
lectual development and human growth. In the post war years the need to
maintain a balance between different cultural values and achieve a reconcili-
ation between science and the humanities has been forcefully argued. “The
science of the industrial revolution,” as Joseph Schwartz notes, ““is a Roman-
tic trajectory [...] a celebration of the human spirit, not in opposition to the
machine, but in sympathy with the machine.””2 For the Romantic poets, on
the other hand, the machine was the antithesis of this; it dehumanised the
individual and enslaved the human spirit. The result was the increasing mar-
ginalisation of the arts and artists to a point where they became, in Schwartz’s
words, “the Romantic movement of the bourgeois opposition [while] science
and scientists moved to the centre to become the Romantic movement of the
bourgeois establishment.””3 The arts pursued separate notions of “ideal beau-
ty”” and “intellectual dignity” without the taint of association with science or
profit. Today the need is just as great to assert the importance of the “arts
and letters” as a countervailing force to the ever-accelerating progress of sci-
ence and technology in collaboration with powerful commercial interests. But
the arts also have to reclaim the close association with science they enjoyed
before eighteenth century rationalism and nineteenth century positivism cre-

1. Willis, Paul, Moving culture: an enquiry into the cultural activities of young people. Calouste
Gulbenkian Foundation. London, 1990.

2. Schwartz, Joseph, The creative moment: how science made itself alien to modern culture.
Jonathan Cape. London, 1992.

3. lbid.
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ated the cleavage which has disfigured western society ever since. Science
may lead us to the right answers, but the arts enable us to pose the right ques-
tions.

2.3.7 Culture is not an intrinsic good; totalitarian regimes have used it sys-
tematically for their own purposes and racist groups today deploy music,
clothes and cultural symbols to further their destructive ends. The task force
senses a tendency, both in Europe and other parts of the world, to overem-
phasise the significance of culture and to confer on it transcendent and almost
mystical qualities. This sometimes expresses itself in a rejection of the eco-
nomic rationalism underpinning the rise of global culture, which some argue
leads to dehumanisation, uniformity and vulgarisation. At a political level the
same tendency has appeared in the guise of a search for ethnic, linguistic or
religious identity; and, in some parts of the world, has been translated into
fundamentalist and nationalist movements which have bred ethnic conflicts
and wars. In setting cultural policy goals, therefore, it seems difficult to con-
test the argument that they ought to be based on agreed democratic and eth-
ical principles.

2.3.8 The schism between rationalism and “mysticism” is a dangerous
development. The arts can offer a third way, mediating between the two
extremes. They are often cosmopolitan by nature and provide a common lan-
guage for people from different cultures and ethnic or religious backgrounds.
At the same time, they are closely linked to the specificities of “lived culture™,
especially as they appear in everyday ways of living, folklore and popular
forms of creative expression.

2.4 How culture relates to sustainable development

2.4.1 Since the period of post-war reconstruction and decolonisation,
development has, in its simplest sense, denoted successful investment in eco-
nomic growth. During the cold war sustained economic growth became the
key measure of success in the competition between the capitalist and social-
ist systems and was used for more than three decades as the main indicator
of the standard of living in the North and of modernisation in the South.® This
emphasis on economic growth ignored the holistic idea of cultural ecology,
namely, an awareness that the future of any civilised community depends on
a recognition of the interrelatedness of different actions within a larger envi-
ronment, whether physical, cognitive or cultural.

2.4.2 Comprehensive development projects were considered the main
instrument of this quantitative approach to development. In the last two
decades or so, one-off development projects have been phased out by major
international agencies as the main means to deliver growth in the less devel-
oped countries and regions. Instead, those receiving economic aid and debt
reliefs are expected to commit themselves to structural adjustment pro-
grammes (SAPs), which presuppose the total reform of their economic poli-

1. “North™ and “South™ are used here as a geographical metaphor expressing industrial/rural
tensions.
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cies and administration. In various forms this policy underlies the root-and-
branch attempts to reconstruct the economies of the post-communist coun-
tries. Although the cultural and other impacts of the earlier development pro-
jects were seldom assessed in practice, the SAPs could have perilous cultural
and social repercussions which may in the long run undermine the objective
of sustained economic growth.

2.4.3 Unsurprisingly, alternative approaches have steadily been gaining
ground. The disparate criticisms which point to undesirable ecological, social
and cultural side-effects of economic growth have been replaced by system-
atic strategies which demand, for example, the inclusion of social and envi-
ronmental costs in the System of Economic Accounts. A host of new meth-
ods for assessing these side-effects has been devised (cf. sections 1.3.4 to
1.3.13 above). They usually incorporate the idea of sustainable development
— that is, investment in economic growth and development in ways that do
not endanger outcomes in the long term and/or living standards, opportuni-
ties and options for future generations.

2.4.4  However, it seems to be difficult to find a place for culture, whether
as a society’s way of life or its arts and media, in the philosophy of sustain-
able development. One can, of course, argue that cultural considerations lead
automatically to a “soft” approach which, in addition to sheer economic
growth, assesses such aspects of the quality of life as security, equality, human
rights and negative or positive changes to value systems and the mutual rela-
tions between people (what we call “civil society”). This is true, but not quite
good enough; one of the leitmotivs of this report is that, in development plan-
ning and processes, culture is also “hard” — being both an objective factor of
production and an asset for, and an indicator of, positive human growth
defined in qualitative, but measurable, terms (for example access to oppor-
tunities, positive self-definition, the ability to participate in social activity and
intellectual and cognitive capacities).

2.4.5 We will return to a more detailed examination of the various roles of
culture in development. It suffices here to list three major aspects.

i. Its contribution to the accumulation of human knowledge and
understanding (“human growth”). If judged as an accumulation of knowl-
edge, changing views of the world and practical innovations, the arts and
related activities are an intellectual resource on a par with science and tech-
nology. Special importance needs to be placed on its power of replenishment
(sustainability) in two respects: first, the maintenance of a proper balance
between these “humanist” resources and others (for example science and
technology, religion) and inter-generational equity (the supply of “new her-
itage” and cultural options for future generations).

ii. Its economic and social outcomes in the medium and long term
(with special reference to any changes in value systems). What contribution
do the positive and negative externalities of the arts make to economic, polit-
ical and social life, the Gross Domestic Product, employment, the balance of
imports and exports, satisfaction with the social environment, the increase or
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decrease of intolerance, people’s orientation to consumption and leisure
activities? In a more general and longer term view, what are their educative
and civilising effects, with particular reference to positive and negative
changes in people’s value systems (morals, democratic processes, orientations
to work, attitudes to people of other nationalities, religions, colours and so
forth)?

ii. Its function as human capital and as a means of empowerment
and entitlement. The arts and related activities should be seen not only as a
social resource or as an instrument of governance, but also as the actual or
potential human capital of individuals. They affect people’s capacity to deal
with the challenges of everyday life and to react to sudden changes in their
social and physical environment. It is generally accepted that the arts and cul-
ture enhance and diversify their overall cognitive and intellectual abilities, as
provided by education and experience, and help to make their use more flex-
ible and adaptive to new circumstances. From a practical perspective, this
assumption implies that we should explore how the arts and culture can be
used to empower disadvantaged groups by opening up new opportunities.

2.4.6 These approaches extend traditional ideas of culture and develop-
ment, for they assert that cultural preconditions and impacts of social and
economic projects and policies must be fully taken into account by develop-
ment planners. As Perri 6 of the British thinktank, Demos, remarks: “The
wider culture is now the centre of the agenda for government reform,
because we now know from the findings of a wide range of recent research
that culture is perhaps the most important determinant of a combination of
long run economic success and social cohesion. The mistake of both statist
Left and laissez-faire Right was to ignore this fact.”” Neglect of this truth does
not simply endanger the cultural heritage, cultural traditions and intrinsic aes-
thetic values; it may, and in all likelihood does, undermine the very objectives
of economic growth and the fundamental principles of sustainable develop-
ment. Any attempt to foster development which does not consider the need
to enlist wider social forces will probably fail outright, or at best bring in its
train unpredictable and often unwelcome consequences. The evidence is all
around us in today’s Europe.

Summary

Europe is a multiple concept. In this report its key meanings are, first, the land
between the Atlantic and the Urals and, secondly, a collection of ideas based
on rational enquiry, democracy, a progressive notion of history and human
rights. Culture is both the totality of a society’s values and customs and their
distillation in artistic production. Development used to be too exclusively ori-
ented to economic growth; if it is to be sustainable, it must incorporate cul-
tural priorities at its heart.

1. Perri 6, “Governing by cultures”, Demos Quarterly, Issue 7. London, 1995.
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“The arts are forms of intelligence, ways of knowing the human
condition and repositories of human experience symbolised in
word, sound, movement and image ... the neglect of the arts is the
promotion of ignorance.”?!

3.1 Culture and democracy

3.1.1  European rulers from Pericles to Goebbels have understood the val-
ue of state investment in the arts. If we leave aside whatever intrinsic (or aes-
thetic) value they may have seen in them, their motives were to glorify their
regimes and to develop an iconography of power with which to impress their
subjects or their neighbours. Likewise, the Christian churches exploited the
arts ad maiorem Dei gloriam. With a few exceptions, it was not until the out-
pouring of social idealism that followed the second world war that politicians
and political thinkers began to think seriously about the part culture could
play in the establishment or the maintenance of democratic societies, and of
the arts as a plank of social, as opposed to state, policy.

3.1.2 At the risk of over-simplication, it is clear that there have been two
main strands in the post-war development of cultural policy (if we set aside
the abandoned communist experiments in central and eastern Europe).2 The
first has been the repeated assertion by intergovernmental agencies of the
importance of the democratisation of culture and cultural democracy, human
rights and cultural rights and the second has been the gradual convergence
of the cultural policies of European governments and international agencies
around certain key principles. Both strands (which are related) have been
severely tested in recent years by economic recession and political upheavals.
This chapter looks briefly and selectively at aspects of the history of cultural
policy as an issue in Europe, both at international and national levels, and at
four key principles that have underpinned these policies.

3.2 The international agenda

3.2.1 A post-war spirit of reconciliation led to the establishment of interna-
tional organisations, which have issued a series of cultural declarations to
which national governments have signed up. The Universal Declaration of
Human Rights, which member states of the United Nations recognised in
1948, asserts the right to participate in cultural life as being among those con-

1. The Arts Council and education, Arts Council of Ireland. Dublin, 1989.

2. We define cultural policy as the overall framework of public measures in the cultural field. They
may be taken by national governments and regional and local authorities, or their agencies. A
policy requires explicitly defined goals. In order to realise these goals, there need to be mecha-
nisms to enable planning, implementation and evaluation.
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ditions that are ““necessary for human survival, integrity and human dignity””.
This was confirmed by the International Covenant on Economic, Social and
Cultural Rights, which guarantees participation in cultural life and protects the
rights of all to benefit from any scientific, literary or artistic production of
which they are the authors. States are bound by the covenant to avoid dis-
crimination of any kind as to race, colour, sex, language, religion, political or
other opinion, national or social origin, property, birth or other status.

3.2.2  Of special importance is the Convention on Children’s Rights (Unit-
ed Nations, 1985), which asserts in Article 31.2 that states ““shall respect and
promote the right of the child to participate fully in cultural and artistic life
and shall encourage provision for cultural, artistic, recreational and leisure
activity.””* The convention goes on to outline practical machinery for imple-
mentation and follow-up.

3.2.3  Europe is one of the five “regions” that make up Unesco’s map of
the world: of 185 member states only forty-seven are European and it was
inevitable that Unesco’s interests should extend well beyond our continent.
Nevertheless, during the cold war it maintained contact not only with
governments and ministries in central and eastern Europe, but also with unof-
ficial or dissident artists and intellectuals as part of its mission to promote
peace, understanding, human rights and fundamental freedoms. Its initial
involvement in cultural policies and cultural development in the 1960s
was very much driven by Europeans. This culminated in the epoch-making
International Conference on Institutional, Administrative and Financial
Aspects of Cultural Policy, held in Venice in 1970. Referring to *“cultural
policies™ in his conference address, René Maheu, Unesco Director General at
the time, observed: “Who would have thought ten, even five years ago,
that this provocative term — interpreted and applied in different ways cer-
tainly, and not everywhere carrying the same degree of support — would one
day come to stand for a set of ideas and practices sufficiently world-wide to
provide the topic for so large a meeting as this? In this respect, there has
undoubtedly been a very remarkable change of mind [...] moving away from
the incompatibility traditionally postulated in regard to culture between gov-
ernment intervention and intellectual freedom, towards a recognition, in the-
ory and practice, of the state’s responsibilities to the cultural life of the
nation.”’2

3.2.4  The gathering in Venice signalled attitudinal changes on the part of
governments, as well as drawing attention to the cultural dimension of devel-
opment. Among the recommendations that followed was one on the status
of the artist (1980), albeit notable more for its symbolic nature than its prac-
tical effects.3 The task of Unesco’s World Conference on Cultural Policies, held
in Mexico City in 1982, was to assess the experience gained in cultural poli-

1. United Nations Convention on Children’s Rights, 1985.

2. Unesco Intergovernmental Conference on Institutional, Administrative and Financial Aspects
of Cultural Policies. Unesco. Venice, 1970.

3. Unesco, Recommendation concerning the status of the artist, General Conference of Unesco.
Unesco. Belgrade, 1980.
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cy studies and to elaborate new guidelines for cultural development. The 136-
point Mexico City Declaration affirmed that cultural development was both
the starting point and the ultimate goal of socio-economic development.!
More recently Unesco established the World Decade for Cultural Develop-
ment (1988-97), from which the idea of the World Report on Culture and
Development was derived. The aims of the World Decade are essentially the
same as those that have guided Unesco’s work: encouraging governments to
acknowledge the cultural dimension of development; affirming and enriching
cultural identities; broadening participation in cultural life; and promoting
international co-operation.

3.2.5 The other major aspect of Unesco’s contribution to international
intellectual co-operation has been its work in the moveable and immoveable
heritage. Three important conventions can be cited by way of example: first,
the Convention for the Protection of Cultural Property in the Event of Armed
Conflict (the Hague Convention, 1954); that of 1970 on the means of pro-
hibiting and preventing the illicit import, export and transfer of ownership of
cultural property; and the 1972 Convention for the Protection of the World
Cultural and Natural Heritage, which established a list of world heritage sites,
many of them in Europe.

3.2.6  Another UN agency, the World Intellectual Property Organisation
(WIPQ), is responsible for the promotion of the protection of intellectual
property, in relation both to industrial property and designs and to copy-
right and neighbouring rights (for example in literary, artistic and musical
works, in films, in performance and in recordings). WIPO administers various
international treaties, including the Bern Convention for the Protection of
Literary and Artistic Works. By their action or inaction in honouring rights
or preventing piracy, European countries can be both sinned against and sin-
ners.

3.2.7  The Council of Europe was founded in 1949 on the basis of the prin-
ciples of democracy, human rights and the pre-eminence of the rule of law.
In 1954 a European Cultural Convention was signed by fourteen European
countries and remains the key instrument for cultural co-operation in the
larger Europe. It offers a practical and philosophical framework for the new
democracies of the former Soviet bloc and provides a legal basis for common
human rights in Europe. In 1958 a cultural fund was established and a Coun-
cil for Cultural Co-operation came into being in 1962.

3.2.8  From the Cultural Convention until today, as Etienne Grosjean points
out in his survey of the Council of Europe’s work in the field of cultural co-
operation,? there have been five phases: first came a period of reconciliation
where the aims were to make Europeans aware of belonging to a common
civilisation and to avert a resurgence of fanatical nationalism. Special atten-

1. Unesco, World Conference on Cultural Policies (Mexico City, 1982), Final report. op. cit.

2. Grosjean, Etienne, European Cultural Convention 1954-94, Reference document providing
an overview of forty years of cultural co-operation, Council for Cultural Co-operation. Council
of Europe. Strasbourg, 1994.
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tion was paid to the teaching of history and geography and to agree on the
Europe-wide equivalence of higher education qualifications. The second
phase concerned mutual knowledge and recognition. With the transfer in
1960 of the Western European Union’s cultural and educational activities, the
Council of Europe’s remit covered all aspects of culture and education as well
as youth and the audiovisual media. The third phase centred on the creation
of a common philosophy based on the concepts of cultural development, per-
manent education, cultural democracy and ““threshold levels” in language
learning. No longer were questions confined to technical or structural
improvement, but extended to the purposes of cultural action.

3.2.9 The fourth phase coincided with growing doubts about European
cultural identity and the Council of Europe’s future role in the light of the
growing importance of the European Community; key themes were the eco-
nomics of culture and sponsorship, the education and cultural development
of migrants, and education as a preparation for life and as a means of pro-
moting human rights and the regional dynamics of cultural development. This
was the period when programmes such as the review of national cultural poli-
cies and cultural routes were introduced. An important step was the Declara-
tion agreed at the Council of Europe’s Vienna Summit of Heads of State and
Government in 1993. This spoke of “equality before the law, non-discrimi-
nation, equality of opportunities, rights of association and meeting as well as
participation in public life.”” The Framework Convention for the Protection of
National Minorities (1994) was drafted subsequently. The fifth and current
phase is likely to emphasise joint action in the fields of information and train-
ing and the promotion of networks.

3.2.10 Some of the key issues that have pre-occupied the Council for Cul-
tural Co-operation are reflected in the themes of the Conferences of Euro-
pean Ministers responsible for Cultural Affairs. The debate about cultural
democracy and socio-cultural animation, and the experience of local cultural
policies dominated the agenda of the first conference in Oslo in 1976. These
themes were picked up again in Athens two years later, when, interestingly,
ministers initiated discussions on the cultural dimension of development. The
role of cultural aims in social and economic development was also on the
agenda of Luxembourg in 1981, when it was agreed to draft a European char-
ter of cultural objectives. This charter — by now a declaration — was formally
agreed three years later when the ministers met in Berlin. By 1987 and the
conference in Sintra, the issue of financing culture and sponsorship was
increasingly interesting ministers. Key issues at Palermo in 1990 were cultur-
al diversity and the multicultural dimension, while at Paris in 1992, the min-
isters addressed the issues of books and publishing and the cultural rights of
minorities.

3.2.11 The Organisation for Security and Co-operation in Europe concerned
itself with cultural co-operation from 1975 and the Final Act of the Helsinki
Conference made reference to information exchange and the “distribution of
cultural goods™; “contacts and co-operation by people engaging in cultural
activity” and, finally, to “new domains and forms’ which this co-operation
could take. In 1990 the Charter of Paris reinforced these accords. The estab-
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lishment of the Helsinki Watch groups in eastern and central Europe boosted
the process of democratisation in the countries concerned.

3.2.12 The European Union only included culture within its competence and
as a field in its own right at the Treaty of Maastricht in 1992. Until then, it
was seen primarily from an economic point of view and was subject to the
general rules which discouraged restrictions of the free movement of people
and goods and forbade all kinds of protectionism. Its specific interventions
were limited — among them, the preservation of architectural heritage, sup-
port for schemes such as the European Cities of Culture and European Months
of Culture, and, above all, projects to support the audiovisual industries (for
example, the 1989 directive, on television without frontiers, and the Media
programmes). Although culture was a ““grey” area, it did not prevent cultur-
al issues (for example harmonisation of copyright or discrimination against
other European Community nationals in the award of state subsidies) from
appearing on the agendas of European Commission directorates with non-
cultural responsibilities.

3.2.13 Article 128 of the Maastricht Treaty asserts that “the Community
shall contribute to the flowering of the cultures of member states, while
respecting their national and regional diversity and at the same time bring the
common heritage to the fore”. In other words, the treaty enabled the Euro-
pean Union to engage in cultural actions. However, the principle of sub-
sidiarity is applied to culture and the European Union is only empowered to
intervene ““if and in so far as the objectives of the proposed action cannot
be sufficiently achieved by the member states and can therefore, by reason
of the scale or effects of the proposed action, be better achieved by the
Community.” Moreover, because it requires decisions to be taken unani-
mously, Article 128 is widely regarded as much a device to control commis-
sion activity in this sector as to encourage it, some countries believing that
cultural action at a European level could threaten the independence of nation-
al cultural policies. The potentially important Clause 4 of the treaty, which
requires the commission to take into account the cultural dimension of its
actions, has yet to be tested for its practical effects. The treaty is to be
reviewed at the intergovernmental conference in 1996 and 1997 and there is
pressure, not least from the European Parliament, to make changes or
improvements; however, the signals suggest that the commission and the
Council of Ministers would prefer to leave it until such time as its impact can
be properly assessed.

3.2.14 The advent of Article 128 may not have resulted in the marked
increase in cultural activity that had been expected in some quarters — as
the task force was nearing completion of this report, the Council of Ministers
were still struggling to reach consensus on the content and funding
of three cultural programmes (Kaleidoscope for cultural co-operation,
Raphael for the heritage and Ariane for books and translation). Nevertheless,
it is significant that a number of European Commission directorates in other
sectors have begun to recognise the cultural sector as important in meeting
their non-cultural objectives and, in some cases, have discrete budgets in this
regard.
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3.3 Culture in the Welfare State

3.3.1 Thearts for all. After 1945 it seemed logical for governments to lend
their support to the process of rebuilding and regenerating their war-ravaged
countries. In western Europe the public was hungry for culture after years of
submission to the authority of the state and of the subordination of every oth-
er concern to the exigencies of war. In central and eastern Europe one form
of ideologically imposed culture was traded for another — less terrible than
what preceded it, certainly, but in many respects equally unappealing. For all
that, the communist state and party apparatus conferred a very high official
status on culture and made substantial public funding available, selectively
distributed maybe, but guaranteed. One way or another, governments across
the continent responded to the new appetite for the arts.

3.3.2 A key aim of governments in western Europe was to safeguard the
quality and diversity of cultural life. In Sweden, cultural equality was declared
to be as important as economic equality. To meet social welfare objectives,
the Swedes, in common with other Nordic countries, wanted to offer every
citizen the chance to develop his or her creativity. Specific cultural measures
interacted with social, educational and town planning laws. Special emphasis
was placed on ensuring that children had contact with the arts — as is illus-
trated by the remarkable fact that in 1994-95, 48% of all performances by
state-subsidised theatre companies and orchestras were given for school-
children and pre-school children. Children and young people constituted a
third of all attendances. One consequence of audience-building at an early
age is a widespread enthusiasm for taking part in amateur arts activities.

3.3.3  State intervention in the last fifty years falls into a number of broad
phases, although they were not necessarily simultaneous across the conti-
nent, nor sequential. Generally, governments turned their attention first of all
to the preservation and conservation of heritage (Italy led the field in this
respect). Their basic motive, the development of national identity, can be
traced back to the pre-history of European cultural policy. For example, Swe-
den passed its first cultural law as long ago as 1666 with a view to protecting
graves, stone circles, fortresses and buildings, which were felt to represent the
country’s cultural identity. What was true then is still the case today. Com-
munities which are not nation states, such as Catalonia, also invest heavily in
culture and heritage to assert a strong sense of distinctive values rooted in a
common past.

3.3.4 The promotion of cultural identity has an international as well as a
domestic dimension and many countries have encouraged international
exchange: funds have been set aside for the purpose, often from foreign
office rather than cultural budgets, and in some cases special agencies and
cultural institutes abroad have been set up. These official initiatives have been
increasingly complemented over the years by self-initiated exchanges by indi-
viduals and arts groups.

3.3.5 Many states have devoted a large percentage of their cultural budg-
ets to identity promotion, especially in the fields of heritage, support for lit-
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erature and aspects of theatre and music production. They have passed leg-
islation to protect the cultural environment and heritage; provide direct finan-
cial assistance; and establish or develop such institutions as archives and
museums. Sometimes they have enabled the Churches to restore their cathe-
drals and other ecclesiastical buildings — less on religious grounds than to cel-
ebrate history. Planning regulations have been introduced to prevent the
demolition of old buildings and the erection of new ones in historically impor-
tant or beautiful settings.

3.3.6 In parts of southern Europe, expenditure on heritage has been
unusually high, especially in Italy and Greece where there is an extraordinary
amount of historic architecture, archaeological remains and works of art from
past centuries. With 40% of Unesco’s World Cultural Heritage Sites, a lais-
sez-faire approach was never an option for the Italians. Even today the Ital-
ian Government spends most of its cultural budget on managing, or, more
accurately, struggling to manage, the huge legacy bequeathed by the Roman
Empire and the Renaissance. The cultural priorities of successive Greek gov-
ernments have been similarly exercised by their position as guardians of
countless temples and archaeological sites, revered in myth and story-telling.
This has placed a considerable strain on these countries’ cultural budgets as
they seek to preserve the physical remains of Europe’s common inheritance
and the inspiration for much of its intellectual life.

3.3.7 Former communist states made impressive efforts to replace what
had been destroyed in the second world war (for example, the restoration of
the “old town” in Warsaw). Unfortunately, in the Soviet Union, the post-war
renovation of monuments from the Tsarist regime came too late to remedy
the wholesale pre-war destruction of old churches and other buildings.

3.3.8 Intergovernmental organisations such as Unesco and the Council of
Europe have been active in the promotion of heritage, contributing through
conventions and reports to the identification of best research and conserva-
tion practice and the listing of important monuments.

3.3.9 Thesecond broad development was the provision of a contemporary
cultural infrastructure, such as new theatres, concert halls, museums and art
galleries. Sometimes the aim was merely to rebuild war-damaged facilities and
at others to decentralise and democratise culture during a time of economic
growth. A civic theatre building boom ran from the 1950s to the early 1970s,
notably in Germany, the Netherlands and the United Kingdom. Cultural
“flagships™ were seen as an enhancement of national prestige. In the Soviet
Union and the rest of central and eastern Europe, an official policy aimed at
the general distribution of cultural goods and activities not only led to a
rebuilding of the heritage, but to the construction of a new infrastructure for
cultural activities in towns and the countryside as well as in big cities. André
Malraux’s grand and unrealised vision of maisons de la culture in every large
city was the French version of the same trend. A further major investment in
capital projects took place in Finland, France and Spain in the 1980s — in the
latter case, driven by the surge of energy which followed the end of the Fran-
co regime.
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3.3.10 Political commitment to the geographical spread of arts provision
was not confined to buildings. Measures to support the touring of arts com-
panies were introduced in many European countries, especially those with
large territories and scattered populations.

3.3.11 These strategies, both in the east and the west, went hand in hand
with a desire to make cultural experiences available to everyone, whatever
their social class. Governments saw the widening of access to the arts as one
of their responsibilities and both geographical spread and social reach were
integral to their aspirations for the democratisation of culture. They tried to
ensure that the arts were not the preserve of an educated and affluent minor-
ity. In practice, this entailed measures to provide education in and about the
arts, and to keep ticket prices or admission charges artificially low through the
use of subsidy, so enabling citizens on low incomes to attend events they
would not otherwise be able to afford. This remains the policy of many coun-
tries.

3.3.12 Governments in western Europe, committed to freedom of expres-
sion (a principle actually enshrined in the Federal Republic of Germany’s con-
stitution) recognised the importance of assisting the work and protecting the
rights of artists, composers, writers and performers. However, support for the
living artist only forms a small part of state subsidies and its extent seems
often to depend on the degree to which governments see new work as con-
tributing to the assertion of national identity. Most of those who make a liv-
ing from their art do so in areas where the state does not intervene financial-
ly or where its support is relatively small — popular music, film and video,
broadcasting, journalism and books.

3.3.13 The Nordic countries provide comparatively generous stipends, often
for a period of years. This is to some degree an attempt to compensate for
the effects of a small consumer base. It also reflects higher public interest in
new art than in some other countries. Finland and Norway both offer gener-
ous long term grants for established artists, writers, composers, etc. In Ireland,
senior artists can qualify for tax-free state stipends through appointment to a
highly-respected ““academy”’, the Aosdana. The picture is bleaker in the Unit-
ed Kingdom where comparatively little money is given directly to individual
artists and where audience demand for their work is limited.

3.3.14 In addition to grants, there are a number of other ways by which
states help artists. These include the provision of higher education opportu-
nities at conservatoires, art colleges and drama and dance schools; copyright
legislation to safeguard the intellectual and moral rights of creators and per-
formers and, sometimes, tax concessions and social welfare rights.

3.3.15 Following the political watershed of 1968, cultural policies were
guestioned by community workers, educationalists and artists with a social
conscience, who formed common cause under the banner of socio-cultural
animation and pressed for cultural democracy —a much misunderstood term.
What was fundamental to the idea was the stimulation of individual creativ-
ity and, consequently, participation in process took precedence over the cre-
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ation of an end product. The flame of the animation, or community arts,
movement flickered briefly for a few years, but despite being warmly
embraced at an intergovernmental level in the 1970s by the Council of Europe
and Unesco, was never adequately resourced. However, although it was
eventually overtaken by new concerns for the financing of culture, its funda-
mental principles have entered the mainstream of cultural thinking.

3.3.16 A new feature of cultural policy in the 1970s was a recognition of the
role of the cultural industries. It began to be evident that technological
advance was overlapping with artistic development. Often the ministers
responsible for arguing the case for state intervention were less preoccupied
by cultural concerns than with trade and industrial issues. As a result the cul-
tural industries have usually been judged from an economic or technical view-
point with little consideration being given to the value of their cultural con-
tribution. Governments entered the field by offering financial or regulatory
support for ailing film production and, in countries like Finland with limited
domestic markets, book or music publishing industries.

3.3.17 By the 1970s the state, directly or indirectly, was intervening in
almost every aspect of its citizens’ lives, but the arts still had to join a long
gueue to the door of the Exchequer, behind education, health, social services
and other high-spending departments of state. With a few notable excep-
tions, cultural budgets were less than 1% of total government expenditure (a
ceiling of symbolic significance among arts communities). However, they rose
annually in real terms in most countries until the 1980s, when attention
turned to the search for new sources of income. Against a background of
boom and bust and the radical politics of the new Right, the economic impact
of culture and business sponsorship of the arts assumed a new importance
everywhere — even in countries such as France where a spectacular growth in
state investment went against the European trend.

3.3.18 In the last decade, policy makers have been seeking new ways of
dealing with diminishing resources (at least in real terms). In western Europe
and even in one or two central and eastern European countries, levels of fund-
ing have been maintained and here and there are still rising, but it is clear that
the era of growing cultural budgets has come to an end. In most former com-
munist countries there has been a general collapse of subsidy. The drive
toward monetary union in the European Union is likely to be another decisive
factor in restraining public expenditure during the coming years. Some gov-
ernments have also taken a more interdisciplinary approach to arts provision.
Financial shortages are being addressed through mechanisms such as multi-
year funding deals, targeted business plans and national lotteries.

3.3.19 Decentralisation. In so far as the arts have been a useful means of
asserting national identities, it is not surprising that states have tended to keep
control of cultural policy in their own hands. Capital cities which are the head-
quarters of government receive the lion’s share of investment. They are also
magnets for artists and the cultural industries. Distribution of arts products,
for example through touring, has been managed as a rule from the centre,
although in democratic societies the development of built facilities has often
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been the outcome of local initiative. The communist regimes combined cen-
tral decision-making with ambitious programmes to establish institutions and
cultural centres throughout their territories.

3.3.20 However, there has long been another tradition, which has resisted
the overweening power of the state and holds that culture should rise from
below rather than be imposed from above. Germany’s federal constitution
concentrates authority in the Lander and municipalities and Bonn has few
official cultural responsibilities. Decentralised decision-making has always
been a feature of cultural administration in Sweden. From the 1980s the
French Ministry of Culture began a process of decentralisation while making
sure to retain overall financial and strategic control. With the rise of
autonomous regions in Spain, the influence of the Ministry of Culture is
increasingly restricted to support for national institutions. A commitment to
detailed and lengthy consultation among all sectors of the community limits
the power of the Dutch government to intervene.

3.3.21 Decentralisation is a preoccupation of the post-communist democ-
racies, although the situation on the ground varies considerably from coun-
tries such as the Czech Republic, where the state’s responsibilities are being
reduced, to Romania where the central government is holding on to its pow-
ers.

3.3.22 However, in most European countries the balance between the cen-
tre and the periphery is a key issue and regions and cities are increasing their
commitment to cultural support and development. Of the three layers of
government — national, regional and local — the last is closest to the people
whom they serve and is well-placed to assess and foster grassroots cultural
needs. In many countries, including France, the Netherlands and Sweden,
local councils are assuming a larger share of total public support for the arts,
although (once again) the overall picture across Europe is mixed.

3.3.23 Municipalities have increased their efforts to promote culture on
their own initiative and often from their own resources. They have built or
restored facilities and set up administrative structures. They have devised cul-
tural policies, often within a wider context of strategies for economic devel-
opment and guided by national cultural policies. In many instances, the arts
have risen up the political agenda and are accepted as a distinct category to
set alongside education and social services.

3.3.24 Regions have also expanded their cultural input, especially where
they are co-terminous with an ethnic community. There are often tensions
between local and regional government, but the latter tends to concentrate
on projects which are beyond local means and on the creation of regional net-
works and strategies.

3.3.25 Local and regional authorities have benefited from transfers of
responsibility from central government. In their search for financial savings,
governments do not always hand over the necessary financial resources to
enable municipalities to fulfil their new duties. This is especially problematic
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in countries where local government cannot raise its own taxes or are given
maxima, and where (as is usually the case) there is no overall financial esti-
mate of cultural need. Decentralisation can sometimes be a policy instrument
chosen by central government when it wishes to disengage from support for
a particular sector. Moreover, problems of co-ordination between different
tiers of government can be acute when they are administered by different
political parties.

3.3.26 A cultural dimension to education. States have long understood that
education is an essential dimension of cultural development. A school cur-
riculum is a selection from the knowledge, skills and traditions of a given cul-
ture. Compulsory education is an initiation into those aspects of its own cul-
ture that a society values most. Throughout Europe, education systems are
being restructured to take account of the need to exploit the continent’s
diverse character and to create forms of education and training that might
equip citizens for the next century. In the words of one government’s chief
adviser on education: “Education is not only concerned with equipping stu-
dents with the knowledge and skills they need to earn a living. It must help
our young people to use leisure time creatively, have respect for other peo-
ple, other cultures and beliefs; become good citizens; think things out for
themselves; pursue a healthy life-style; and not least, value themselves and
their achievements. It should develop an appreciation of the richness of our
cultural heritage and of the spiritual and moral dimension of life. It must,
moreover, be concerned to serve all our children well whatever their back-
ground, sex, ethnicity or talent.”* Similar statements can be found underpin-
ning the changing educational policies of most European governments. The
emphasis on culture is both typical and significant.

3.3.27 European countries have very different education systems, but many
are undergoing profound changes as states respond to the political, econom-
ic and cultural challenges they face — and, more particularly, try to reduce the
call on fiscal resources and demand greater accountability from the education
professions. Common trends include the marriage of accountability with
devolution of management; a sharper emphasis on imparting the skills need-
ed in business; a recognition that education depends on partnership with
agencies and interests in the outside world (especially with industry and com-
merce); more specialisation in the upper secondary school; an ever-widening
range of types of examination and qualification; and the provision of oppor-
tunities for continuing education and training.

3.3.28 There is a danger here that the pursuit of accountability, measure-
ment and vocational skills will not do justice to the many-sidedness of human
intelligence. It will also mean that many young people leave school or college
undervalued and disheartened. As Ken Robinson observes: “Conceptions of
intelligence are dominated by conceptions of academic ability. The concern
with academic standards is not wrong in itself [...] The difficulty is that acad-
emic ability in particular is often confused with intellectual ability in general

1. Dearing, R., The National Curriculum, School Curriculum and Assessment Authority. London,
1994.
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[... It] involves the capacity for logico-deductive reason and for propositional
knowledge. These are important abilities, but ... there is more to intelligence
than these alone. Young people who are academically able may have many
other sorts of intellectual ability as well: those who do not show particular
academic abilities may have other equally significant intellectual abilities. The
prevalence of academicism is evident in everyday assumptions of there being
two types of children: the academic and the non-academic. Significantly
these are often described as able and less-able children.”?

3.3.29 In one form or another, the arts are included in the compulsory cur-
ricula of most European countries. Usually there is an emphasis on the visual
arts and music. Drama and dance are seldom included as separate subjects.
Where it is taught, dance is often included within physical education or gym-
nastics. Drama is increasingly seen as an important medium for teaching a
wide range of other subjects. Literature is usually associated with the teach-
ing of the national language.

3.3.30 There are significant national variations in conceptions of the arts in
schools. In many countries, fine art teaching is strongly based on drawing.
Sometimes it is linked to the crafts; elsewhere, art includes both fine art and
design and, on occasion, design is linked with technology. In the Scandina-
vian countries the crafts have a high profile. In Germany, art education in
some Lander includes media, advertising, architecture and film as well as
design. Finland incorporates media education, craft skills, drama and chil-
dren’s circus. In Norway, there is no concept which is directly synonymous
with the English idea of art. According to the Norwegian Ministry of Educa-
tion: “There is a common recognition that ‘art’ includes a variety of practices,
disciplines and media, for example music, drama, dance and ... arts and
crafts.”2

3.3.31 In most countries the arts are part of the curriculum for children up
to the age of 12, but there are examples of more generous provision. In
France, art and music are compulsory to 15 and become optional for the bac-
calauréat. In Sweden, pupils have compulsory lessons across the discipline at
first level, develop their work in one discipline at the second level and pursue
specialist and vocational options at the third. The Dutch include two arts sub-
jects in a compulsory curriculum of fifteen areas, but they are optional in sec-
ondary schools. The United Kingdom’s new curriculum incorporates art and
music, but, although once compulsory, they (together with dance) are now
optional after the age of 14.

3.3.32 Thus the arts and culture permeate European education: they are an
integral — although often not very highly esteemed - element in primary and
secondary school curricula education. They have their own institutions of
lower and secondary professional training and, in higher education, arts uni-
versities and institutes maintain an important role in undergraduate training

1. Robinson, Ken, “Education in/and culture”, a background paper commissioned by the Euro-
pean Task Force. Council of Europe. Strasbourg, 1995.

2. Arts education in Norway, Norwegian Ministry of Education and Research. Oslo, 1990.
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and in the humanities departments of ““science-based” universities. At the
same time, many arts organisations have integrated educational work into
their overall strategies.

3.3.33 Even if there is explicit commitment to the arts in schools, in practice
they are accorded a low priority (excluding special schools), with the result
that they are often given few resources and little time in the teaching sched-
ules. The tendency to decentralise curriculum planning and supervision also
leaves more leeway to school administrations and teachers to decide how
important they really consider arts subjects to be — which as often as not leads
to their relegation down the list of priorities. A further reason for the relative
ineffectiveness of arts education is that the interests and talents of students
vary greatly and those with artistic talent can, and often do, take up volun-
tary artistic activities outside the regular curriculum and school hours (in some
countries, as in Finland, the providers of the extra-curricular art education and
training receive public subsidies).

3.3.34 A recent French study on arts education argues that although con-
siderable progress has been made in recent years in promoting arts education
in schools, offering young people experience of a wide variety of cultural sub-
jects including drama, dance, audiovisual activity, photography, circus and her-
itage studies, the education system remains strongly resistant to the arts. Rea-
son and logic are given priority over creativity and sensitivity. This damaging
preference is evident, to one degree or another, throughout the continent.

3.4 The keys to cultural policy

3.4.1  When we examine the historical record, four broad aims underlie cul-
tural policy in most European countries — the promotion of cultural identity,
cultural diversity, creativity and participation. They have also guided the
Council for Cultural Co-operation of the Council of Europe in its thinking over
the past twenty-five years or more.

3.4.2 Promoting cultural identity. Cultural identity is a fluid, volatile con-
cept. In this report, we take the term to signify the use of coded, expressive
modes of behaviour or communication, including language, dress, tradition-
al kinship patterns, institutions, religion and the arts. They are the common
currency of daily life, are special to their users and express continuity over a
number of generations. The definition takes in local or regional cultures, and
linguistic or religious groupings. In exceptional cases it also covers long-estab-
lished, non-territorial social groups — for instance, the gender, sexual libera-
tion and disability movements. In its essence, our cultural identity is what
makes us feel we belong, in a deep and permanent way, to a group, a com-
munity — and even a project, an ideal or an aspiration.

3.4.3 ldentity is plural, not singular, for everyone has a wide variety of alle-
giances, actual or potential. They include the individual and his or her imme-
diate environment of friends and family; the local community of neighbours
where the first ethnic, social or local loyalties are forged; the national home-
land; and, finally, an identity which is still under construction — that of Europe.
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It is precisely because, at all these different levels, so many people feel ill at
ease with themselves that they engage in a desperate search for new points
of reference and new systems of values. In eastern and central Europe, the
transition to democracy has been far more painful than expected and a
nationalist fervour has often replaced the old utopian certainties of commu-
nism. In western Europe, the crisis of the Welfare State, unemployment and
“exclusion’ are fracturing societies which can no longer rely on an external
political threat to maintain a patriotic community spirit. In addition, the accel-
erating avalanche of changes set in motion by the new technologies and eco-
nomic globalisation is testing the adaptive powers of individuals, groups and
nations to their limits. How can one stay true to oneself, when every land-
mark is shifting or disappearing from view?

3.4.4  More than ever, the question of identity is bound up with that of
development. Development used to be something that was done to other
people, to under-privileged minorities, but is now agreed to be relevant to
every sector of society. Even if seen from a strictly quantitative point of view,
it simply will not succeed without leading to serious crises and violent tensions
if change is imposed rather than “owned”, if established reference points and
patterns of living are doomed to disappear and if traditional cultures are repu-
diated, repressed and driven out of existence.

3.4.5 One of the purposes of cultural policy is to foster the (re)discovery
or (re)assertion of identities. To avoid any misunderstanding in this regard,
Europe’s new fratricidal wars are not the result of too full a sense of identity,
but of too little. Although identity is the ideology of difference, it cannot be
reduced to ethnicity or tribalism; the turning in on oneself, the shutting off of
one community from another is evidence of identity loss, or at least crisis. A
refusal to acknowledge the rights of others and aggression towards them are
no more than attempts to make up for this loss, to fill the void it has left
behind. On the other hand, a self-confident sense of belonging reinforces the
values and certainties which make up a community; this in turn encourages
an openness towards the rest of the world, an acceptance of difference and
a lively curiosity about foreign cultures.

3.4.6  Promoting cultural diversity. As we have seen, many different cul-
tures have developed in Europe over the centuries. Each one is bound togeth-
er by various ties — social, economic and sometimes political. Unfortunately,
the debate on cultural pluralism has been muddied by the confused and
ambiguous use of terms such as ““cultural diversity”, “multiculturalism”, “cul-
tural identity”” and so forth. These misunderstandings underlie a climate of
discrimination and intolerance. Cultural pluralism, in this context, is not a side-
issue relevant only to “ethnic minorities” and their “problems”. What is at
stake is the achievement and maintenance of harmonious relations among all
sections of society to the benefit of all its members. If this ideal is ever to be
attained, what seem to us to be the myths associated with the notion of
minorities as well as majorities ought to be recognised and exposed for what
they are. The dualism inherent in these apparent opposites only too easily
takes on an ideological form and obscures the more complex truths of a cul-
turally diversified Europe.
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3.4.7  Europe’s diversity is a fact of life, although not one which has always
been welcomed by the rulers of nation states and empires. However, the past
fifty years have seen a contrary consensus emerge; most democratic politi-
cians now argue that the protection, even the promotion, of diversity, both in
terms of different ways of life as well as of artistic expression, achieves two
significant and desirable objectives. The first of these is a recognition of the
right to be different. Cultures have their own heritage, traditions, languages
and contemporary forms of expression and are entitled to exist on their own
terms irrespective of their geographical importance or the size of their popu-
lations. However, this principle of equality and non-discrimination does not
imply a complete cultural relativism, or that cultures should be exempt from
critical examination. Examples both from the past and the present (for
instance, nazi Germany and the Balkan wars) show that cultures can become
deviant or even pathological. The potential of diversity to induce conflict
remains a challenge that democracy has to confront.

3.4.8 The second objective concerns the relevance of cultural diversity to
development. The notion is that the imposition of a single cultural model
would be a break on European development rather than a spur. A pluralist
approach fosters exchange and interaction between cultures; acceptance of
variety will enrich the continent while repression of difference will impover-
ish it. In today’s world there are many pressures, within Europe and outside
it, towards standardisation. Arguably, only if we whole-heartedly welcome
our multicultural richness will we be able to recruit all our creative vitality and
place it at the service of development.

3.4.9  From this perspective, perhaps diversity policies should do more than
guarantee due respect for minorities. Would it not be logical for them to be
available to every kind of cultural grouping, large or small, each of which has
a legitimate interest in promoting subsidiarity and counteracting centralisa-
tion? In fact, it is worth questioning the relevance of the terms, “majority”
and “minority”: belonging to a minority implies being marginal, being exiled
in a enclave, whereas all cultures are, in a sense, central and deserve to be
seen as such, whatever the political consequences.

3.4.10 Justasthe application of universal rights should not be taken to imply
standardisation, so a programme of separate development does not follow
from a commitment to promote diversity. The defence of cultural pluralism
goes hand in hand with cultural exchange, or “interculturalism™. By intercul-
turalism, we mean that the co-existence of different cultures entails dialogue,
not confrontation. It is not a matter of delimiting, but of opening up. The cir-
culation of people, ideas and projects allows cultures to “breathe”. It is
through this kind of interpenetration that cultures are able to feed off one
another, and so contribute positively to development.

3.4.11 In other words, the politics of diversity cannot be reduced simply to
positive discrimination for reasons of equity. The issue is, rather, one of devel-
oping new relationships between cultures and increasing contacts to the point
(even) of hybridisation — in a word, of finding new ways of embodying the
idea of difference in every aspect of our lives.
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3.4.12 Promoting creativity. A culture may be nourished by its past, but
renews itself through its contemporary creativity. The heritage is only the
foundation of identity. It is the forge of memory and sets human activity in a
framework of continuity, but it is creativity that inspires us to invent new artis-
tic forms and so come to terms with the future as it bears down on the pre-
sent. New works of art fashion today’s aesthetics; they stimulate renewal,
questioning and testing, both in the strictly artistic field and in society at large.
Like scientists and intellectuals, artists issue challenges to their communities —
a function that is essential to the equilibrium of the social system, which ben-
efits from self-criticism and the forecasting of necessary change.

3.4.13 Art is disorderly. It resists pigeon-holing into artistic disciplines,
administrative barriers and territorial frontiers, and speaks across cultures and
societies. However, it depends for its vitality on certain pre-conditions; the
first is freedom of expression. Any kind of censorship on ideological or polit-
ical grounds is unacceptable. This does not mean that artists have no duties;
should they not recognise, for instance, that living in a multicultural, multi-
ethnic, multi-faith Europe obliges them to be sensitive to actions or words
which cause real offence to some minorities or citizens? This is a highly
charged question, for artists should not be afraid to express their opinions in
their work — there is no place for fatwas in twentieth century Europe. At pre-
sent, creative freedom is widespread throughout Europe following the fall of
the authoritarian communist regimes. But there is another more subtle cen-
sorship at work which limits this freedom, if not in law then in fact — namely,
economic censorship. Lack of resources, the pressure for instant profitability
and a general obsession with money tends to constrain the unrestricted exer-
cise of creative expression.

3.4.14 The second pre-condition is access for artists and cultural workers to
the appropriate means of production and distribution. To be an artist implies
the possession of individual talent, but he or she is often a working profes-
sional who makes a living from the practice of art, or expects to do so. The
social rights and status of the artist are important matters which for the most
part are not being well handled.

3.4.15 The third pre-condition is public support for creativity, whether
through directly financial, or legal and fiscal, provision. A wise state values the
concept of artistic risk (for certain types of new work will not finance them-
selves), welcomes the opportunity to discover and promote new talent and
accepts the need to provide high quality artistic training.

3.4.16 Creativity is, of course, a faculty that extends far beyond the arts and
in this wider meaning can make a crucial contribution to sustainable devel-
opment. In the first place, the crisis facing many European countries may well
be economic and social, but it is also a crisis of values: that is to say, the val-
ues associated with the workplace, the rejection of institutions, the decline of
belief, and poor management of the social consequences of technological
change. If economic and social systems are losing credibility and legitimacy,
it is an illusion to suppose that this can be put right by new economic regu-
lations or dependence on advanced technologies. Seeing that it was initiated
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by changing values, the crisis will only be resolved by the creation of new
socio-cultural structures — a task calling for ingenuity and imagination.

3.4.17 Nowadays, economic analysis tends to play down the quantitative
importance of production, capital and labour factors in the models it uses to
explain growth. More and more emphasis is laid on the qualitative validation
of these factors through research, education and training and the part played
by organisational factors (for example the efficacy of socio-economic struc-
tures and the social climate). A flood of innovations is nourished by the cre-
ative imagination in alliance with professional skills. In other words, human
intelligence is our most valuable raw material, and indeed the one most read-
ily available in Europe. Unfortunately it is not sufficiently exploited by the
leaders of our economic and social life.

3.4.18 In this context, artists have a contribution to make in much the same
way as other creative people — engineers, researchers and entrepreneurs. The
famous economist, Kenneth Galbraith, makes the point with characteristic
directness that the artist plays an important role in economic life. He cites the
example of Italian design, attributing the rapid growth of Italian manufacture
to the superior aesthetic quality of its goods. He wrote: “We must cease to
suppose that science and resulting technological achievement are the only
edge of industrial advance. Beyond science and engineering is the artist; will-
ingly or unwillingly, he or she is vital for industrial progress in the modern
industrial world.””1

3.4.19 Creativity, innovation, research and education — these are the motors
of development. That is why to invest in culture is to invest in the economy.
Culture is not a panacea or the source of daily miracles, but every corner of
society should be impregnated with creative energy. In this sense, culture is
not the end-purpose of development, nor its qualitative dimension, but rather
its essence.

3.4.20 Promoting participation. Participation is one of the key objects of
cultural policy. According to the UN Declaration of Human Rights, Covenant
15, itis a fundamental human right and encompasses all those activities which
open culture to as many people as possible. The division between those who
use it and those who make and distribute it should be eliminated; culture
should belong to everybody, not just a social elite or a circle of specialists. Par-
ticipation means that the public should have a real opportunity to benefit
from cultural activity through being actively involved in the creative process
and the distribution of cultural goods and services.

3.4.21 Consumption is a form of participation in that watching a play or a
film, or reading a book, is an intellectually and emotionally demanding
process. Just as it supports creativity, the state has a duty to subsidise distrib-
ution so that consumption is not restricted to a minority of the population and
that geographical and social barriers are lifted. So far as the commercial sec-

1. Galbraith, Kenneth, Economics and the arts, the W.E. Williams Memorial Lecture. Arts Coun-
cil of Great Britain. London, 1983.
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tor is concerned, it can regulate or correct the operation of the free market if
public access is restricted. However, it should be noted that some special dif-
ficulties have arisen following the sudden expansion of cultural markets
caused by new means of communication (cable and satellite and multimedia);
on the face of it they offer huge opportunities for involvement, but in fact
new barriers may be emerging. Access may be limited by the ability to mas-
ter new skills, by the cost of equipment and (for non-Anglophones) by lack
of familiarity with the dominant language employed by the communications
industries.

3.4.22 Of course, participation does not only, or even chiefly, refer to the
consumption of art made by others. It also signifies bringing people into the
process of making on the assumption that everybody has creative ability; this
is not to say that everyone can become a professional artist, but that every-
one should have the opportunity to express themselves artistically. Artistic
activity allows people to engage with their social environment, enhances their
powers of self-assertion and increases their sense of independence. The wide-
spread potential for direct creative participation is well illustrated by the pop-
ularity of the amateur arts.

3.4.23 The involvement of professional artists in this undervalued process
of participation in cultural life, and more generally the issue of their social
responsibility, are delicate questions. What role should they play in the par-
ticipative arts? To what extent should they help ordinary people to express
themselves creatively? The promotion of socio-cultural animators as interme-
diaries in the process of stimulating participation became a plank of public
policy in many countries until the political and economic environment of the
late 1980s and 1990s established other priorities.

3.4.24 The Council of Europe did much to advance the debate on socio-cul-
tural animation — defined by J.A. Simpson as: “that stimulus to the mental,
physical and affective life in a given area or community which moves people
to undertake a range of experiences through which they find a greater degree
of self-realisation, self-expression and awareness of belonging to a society
over which they can exercise an influence, and in the affairs of which they are
impelled to participate.”? Thus participation has a “political” dimension in
that it entails involvement in cultural decision-making as well as in creative
practice. It is an instrument of active citizenship. The richness of our cultural
life does not simply depend on creative artists, but also on the numerous
groups and associations, often with charitable purposes, which are active in
the cultural field. They are a key element in a civil society which is diverse,
thriving, demanding and enterprising.

Summary

Culture has long been an instrument for state propaganda; in recent decades
it has been seen, more disinterestedly, as a component of the Welfare State,

1. Simpson, J.A., in the foreword to Jor, Finn, The demystification of culture, Council of Europe.
Strasbourg, 1976.
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a bulwark of democracy and an entitlement for all citizens. International
agencies, such as the United Nations, Unesco, the Council of Europe and the
European Union have sought to give this role a solid legal basis in a series of
conventions and declarations. National governments have devoted increas-
ing resources to the development of the arts and the protection of heritage.
In recent years they have decentralised some cultural responsibilities to
regional and local authorities. They have invested in the arts in education, but
sometimes without conviction. Most countries have steered their cultural
policies according to four key principles: promoting cultural identity, cultural
diversity, creativity and participation.
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4 Conflicts of principles

“The arts are essential, if one only knew what for.”
Jean Cocteau, attrib.

4.1 Painful choices

4.1.1 Financial pressures are compelling decision makers to look more
carefully than in the past at practical questions of policy implementation. In
doing so, they face some painful choices. The dilemmas they have to resolve
are much as they have always been, but old questions, concerning the rela-
tionship between art and society and the role of the state vis-a-vis that of the
consumer, now need new answers.

4.2 At the service of the state?

4.2.1 Should the arts serve other causes than their own? Should they be
expected to help the state fulfil its wider aims? These are not academic ques-
tions. In the former communist states, culture had an ideological role and in
western Europe political commitment was for many years an important issue
for artists and intellectuals. Nowadays concerns throughout the continent
tend to be economic and social rather than political. Culture is believed to fur-
ther a country’s economic development — by stimulating inward investment,
creating jobs, helping exports, and in a word encouraging international com-
petitiveness.

4.2.2  Politicians have also come to regard culture as a factor in social cohe-
sion — in eastern Europe where people are struggling to come to terms with
a whirlwind of change and in western Europe where supposedly affluent soci-
eties have lost sight of vanished certainties. According to this view, the arts
can make a useful contribution to the social integration of immigrant or
minority communities and the disadvantaged; they can be a component of
youth policies; and they can foster equality of opportunities for women,
increased cultural access for old people and cultural provision for and by dis-
abled people as well as those in closed institutions such as hospitals and pris-
ons. By the same token, the arts can help to promote social harmony, improve
the quality of rural life and renew urban areas where old industries have been
lost.

4.2.3 Some arts practitioners sympathise with this approach. Culture is a
distinct sector, but it has imprecise and changing boundaries which are
increasingly overlapping with the concerns of everyday life. The traditional
definition of the fine arts has expanded to take in such forms as photography
and video. Artists in various fields are giving new weight to the social dimen-
sion of their work, as in community arts, some culturally diverse arts, popu-
lar entertainment and arts in cities.
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4.2.4  This utilitarian approach ignores an essential point. Since the nine-
teenth century (at least) aesthetic theory has argued that the value of art is
that it is, first and foremost, art — and not life. Although art cannot be entire-
ly separated from the context in which it is produced, it is not the same thing
as political or social action. If it is exclusively determined by other, “external”
criteria, experience shows that the results may be less than satisfying.

4.2.5 There is no obvious way out of this contradiction. As soon as the
state intervenes it becomes sensitive to the relationship between art and soci-
ety. Governments, ministries of culture and the like are, quite reasonably,
extremely interested in how far the public makes use of works of art and,
more generally, takes part in cultural activity. They want value for their mon-
ey. In the English axiom, there is no such thing as a “free lunch”.

4.2.6 This attitude has a number of practical consequences. If culture is a
major stakeholder in society at large, it will have to be linked explicitly with oth-
er fields of state intervention. It is becoming clear that national ministries or
agencies in charge of culture will have to approach decisions on (say) the social
status of artists, taxation and the cultural industries from an interdepartmen-
tal point of view and that integrated strategies call for co-operation among a
variety of public services concerned with education, housing, urban regener-
ation, health and employment. Much the same is true at the local level.

4.2.7  The danger is that this “socialisation” of culture could emasculate it.
Subsidy is a poisoned chalice. The arts are useful because they are irrespon-
sible. They test received ideas, arrive at consensus through dissent and often
criticise the established order of things. The artist, at least to begin with, is in
a minority of one — and rightly so.

4.2.8 If the arts are to be understood as utilitarian instruments, perhaps it
should only be in the sense that they help people to discover a new sense of
direction, to find new values or bring old ones back to life, especially in soci-
eties which have become inward-looking, exclusive and xenophobic? Like-
wise, where the free market rules and money has increasingly become the
measure of social relations, culture can be a free space for critical debate and
the assertion of other kinds of value.

4.2.9 The dilemma facing policy makers is all too clear. How are they to
make the most of the social and economic contribution the arts can make
while at the same time preserving their proper independence? If they fail to
do so, their investment will be worth little. If they succeed, they will be cre-
ating trouble for themselves in the short run and, by virtue of the fact that in
the last resort the values which art expresses are subjective and qualitative,
will find it hard to measure the quantitative outcome of their intervention.

4.3 Balancing old and new

4.3.1 The opposition between ancient and modern is intrinsic to art. Estab-
lished institutions celebrate old insights and attitudes, which are then disput-
ed by new, subversive currents of thought. The past is forced into a dialogue
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with the present, which then matures and itself becomes the established order
of things. It is not for ministries or arts councils to arbitrate, but to give each
side a fair chance to have its say.

4.3.2 In the public sector this quarrel tends to be conducted by two dif-
ferent kinds of organisation — large institutions with generous grants and up-
to-date facilities and small groups or individuals with few resources. In just the
same way, the private sector is divided into great corporations in the record-
ing, publishing and audiovisual industries and small independent businesses.
Inevitably, the larger an organisation is, the more conservative its behaviour
and, the smaller it is, the more flexible and willing to take risks. What should
be the balance of state investment or intervention between the two sectors?
And what links between them should be fostered? To what extent should
large institutions open themselves up to new work and new audiences? In the
cultural industries, which face fierce international competition, how can room
be found for those who want, in effect, to run laboratories for research and
development?

4.3.3  For some years the public sector has begun to take account of unof-
ficial forms of artistic expression which used to receive little or nothing from
the public purse - rock, variety, jazz, graphic design and puppetry. In Scandi-
navia and France, this openness is an accepted part of the cultural scene, but
elsewhere, as in the United Kingdom, it has led to a hostile reaction in some
quarters where it is argued that to allow everything to be art would be con-
fusing. It would mix up categories and make it hard to distinguish between
what was truly valuable and what was optional. Is M.C. Solaar’s rap really
equivalent to a Beethoven symphony or graffiti on an underground train to a
canvas by Raphael or Titian? What really seems to be in question is not the
abolition of a hierarchy of values, but an acknowledgement of the many and
various forms of expression which fertilise everyday culture, especially among
the young, and which are often of high quality. Is there a role for the public
sector? How can it intervene without creating yet another subsidised zone
with its apparatus of rules and institutions? How can one help creativity with-
out needlessly distorting the market?

4.3.4  We live in an age of technical inventiveness which is offering artists
new media of expression and of distribution. Also, changing aesthetic
philosophies have encouraged them to invent new genres and abandon con-
ventional modes of presentation and, for that matter, venues for performance
and exhibition. By and large, the state has paid little attention, preferring to
concentrate on traditional forms and styles, on the arts as heritage. One
exception is the growing popularity of subsidised art commissions in public
places.

4.3.5 Although some artists are happy to work in the relative security of
established institutions and are suspicious of projects which do not carry with
them the promise of continuity, others want to break down the compart-
mentalisation of cultural life (into networks, institutions, financial structures,
publics and styles) and the authorities are in a position to lend assistance. A
multidisciplinary approach would encourage new work. The present regula-
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tory and financial systems of cultural support are often a hindrance, both
actual and psychological. In what practical ways can a multidisciplinary
approach be made to enable free experiment? Is it appropriate for theatres to
work with the visual arts, performing groups with libraries, museum curators
with contemporary arts centres?

4.3.6  Traditional spaces — theatres, concert halls, museums, exhibition gal-
leries — may continue to receive the lion’s share of subsidy, but often the most
exciting and innovative arts work is taking place in new informal spaces — dis-
used factories and warehouses, industrial wasteland — or in adapted venues
such as cafés-musique or multi-purpose centres.

4.3.7 Perhaps too little attention is given to the need to break down bar-
riers between all kinds of artistic expression and all kinds of creative practice?
As a result we could be missing out on a wealth of unexpected and fruitful
encounters, of interdisciplinary paradoxes generating new meanings, of ideas
which challenge orthodoxies. Cultural policy may have to adapt itself to these
new realities, by shifting its emphasis from the maintenance of institutions to
the support of projects.

4.4 The resurgence of consumer power

4.4.1  Cultural policy has traditionally concentrated on expanding supply
rather than responding to demand. The arts organisations which have been
established and maintained in most European countries at national, regional
and local levels — theatres, concert halls, opera houses, museums, libraries,
historic monuments and contemporary arts centres — have been the founda-
tion for government strategies to encourage artistic production, distribution
and access. The assumption has been that the provision of opportunities for
enjoying the arts would be enough to satisfy the public’s needs, actual or
potential, and that that justified the investment.

4.4.2 There are many explanations for this prioritisation of supply. They
include the long tradition of royal or princely patronage; influential artists’
lobbies pressing the case for subsidy; and in recent times, a heightened inter-
est by local authorities in culture as a part of local infrastructures and city
imaging.

4.4.3 Questions are now being raised about the wisdom of pursuing this
supply-led approach and governments are shifting their ground. There are
three main reasons for the change of emphasis. First and foremost, the social
profile of audiences has not greatly altered over the years and is still domi-
nated by the wealthier and better-educated socio-economic groups. Second-
ly, financial constraints have persuaded policy makers to look for quantifiable
outcomes with which to justify their expenditures. Thirdly, the peer group sys-
tem of evaluation is attracting criticism from those who suspect it encourages
self-interested allocations of grant.

4.4.4  Finally, itis claimed that supply-side policies have led to overproduc-
tion and overspending. It is said that there are too many professional artists
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and too much emphasis on experiment rather than the satisfaction of public
taste. This line of thought needs to be treated with caution, for it is not easy
to identify a simple equation between demand and supply in the arts. Nev-
ertheless, the climate of opinion is changing and more attention is being paid
to audience needs than to artists’ wishes. One possible way forward for poli-
cy makers would be to turn existing policy on its head and let public subsidy
follow the audience rather than the artist, but the result could well be art that
is undemanding, avoids risk and is only driven by commercial impulses. Much
of the point of subsidy is lost if it does not foster innovation.

4.4.5  Another, more limited option would be to adjust (rather than reverse)
the balance between supply and demand and look for ways of engaging the
public without abandoning the artist to the whims of the marketplace. This
second course of action, which would open the prospect of a new concordat
between the arts and the citizen, would recognise the nature of today’s soci-
ety — fragmented, diverse, mobile and harder to please than before. The
growth of leisure, the changing relationship between work and free time, the
dislocation between workplace and domestic environment offer new chal-
lenges. In the light of these changes, it is reasonable to ask arts organisations
to look again at what they produce and how they market it.

4.5 The dangerous cult of “excellence™?

4.5.1 Supply-led policies have depended on an idea of artistic excellence —
high aesthetic quality, high production values and the professionalisation of
artistic practice. But does excellence militate against the objective of widen-
ing public access and reaching social groups that do not make use of the arts?
Does it over-privilege consumption at the expense of participation?

4.5.2 Thisis a familiar debate. In order to attract all sections of the public,
the argument goes, support should be given to less original but more acces-
sible work; to regional or local artists who may not be very talented, but are
involved in the life of their communities; and, even, to amateurs at the
expense of professionals. Across the artforms, contemporary practice is said
to be difficult to understand and upsetting, except in the eyes of a small band
of connoisseurs and followers of fashion. As proof of the analysis, runs the
argument, just look at the small audiences which this kind of work attracts.

4.5.3 Public distaste for certain forms of expression is an indisputable fact:
in many countries, “serious” contemporary music, for example, has never
found a real audience in spite of occasional successes and there is an evident
imbalance between the expensive means employed and the negligible out-
come (judged by the number of listeners or record-buyers).

4.5.4  One attempt to square the circle has been a trend for spectacular arts
projects in city centres which has emerged in recent years throughout west-
ern Europe. They include ambitious international festivals, expensive produc-
tions featuring world stars, splendid new facilities designed by famous archi-
tects, the refurbishment of historic urban centres and aggressive marketing
policies. These grands projets have not been unsuccessful (at least in the con-
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text of civic and national promotion), but have they made a long-term con-
tribution to audience development? Or has their impact been cosmetic in
comparison with that of community-based and grass-roots activity? Is the
stimulation of high culture good for the health of local culture?

45,5 However, it does not follow from all of this that standards should be
abandoned. If art is complex and obscure, perhaps this has something to do
with the complexity of today’s world. Even if new work does not immediate-
ly set off a public response, history suggests that it will do so later and that
avant-garde art may in due course influence more popular artists and design-
ers. Also, the idea that the general public should be given easier fare than the
intelligentsia is hardly calculated to heal social divisions, which is one of the
objects of public policy.

4.5.6  All of this is true enough, but there is more than one kind of stand-
ard or, to be more precise, standards do not imply a single hierarchy of value.
In an important sense, excellence is a product of fitness for purpose. There
are many kinds of arts with many kinds of purpose. The danger of too much
investment in grands projets is not that it may jeopardise the latest genera-
tion of ““high™ arts, but that it devalues popular, traditional or folk arts and
the encouragement of participation. It has little chance of touching disad-
vantaged groups, such as the long term unemployed, nor the majority of
teenagers. On the other hand, community artists and animators have shown
how to stimulate creativity of high quality which is not imported but “owned”
by local people.

4.5.7 The challenge of reconciling the difficulty of art with popular taste
lies at the heart of cultural policy. It comes into especially sharp focus in rela-
tion to commercial youth culture — a potent fusion of pop music, lifestyle fash-
ions, drugs, American movies and (more recently) video games — which gives
many young people a strong sense of identity and empowerment and is in
conscious opposition to the state-endorsed and subsidised mainstream arts.
It is part of an anti-adult lifestyle, which receives the ironic authorisation of
official distaste. There is no obvious satisfactory response, especially when
money is short. The solution may lie in the prioritisation — and funding — of
two essential tasks. The first concerns arts education which is given far less
weight than production and distribution. Secondly, before the authorities
decide their spending plans, they need to determine strategies, at local and
regional as well as national levels, which do not favour particular forms of
expression but respond to the full range of cultural activity in their communi-
ties.

4.6 The enterprise culture

4.6.1 Cultural policy touches the market in two ways: in some cases it
seeks to correct market distortions, and in others it reflects market principles.
In the first case, although governments had supposed that the cultural indus-
tries could look after themselves without any help, they have now changed
their minds. Both the European Union, the Council of Europe and individual
states believe it is necessary to protect national film industries from the chal-
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lenge of Hollywood by protectionist regulations and judicious programmes of
investment in production and distribution. Countries with small populations
are doing more than in the past to assist their rock and pop industries. Meas-
ures are being taken at national and European levels to support the literatures
of linguistic minorities (especially through translation schemes).

4.6.2 In the second case, arts organisations are being encouraged to
behave as if they are commercial businesses. Where they used to fall square-
ly within the public sector and were sometimes directly managed by the state,
increasingly they are being made operationally independent with separate
boards of management (for example, museums in the Netherlands), albeit
strictly accountable for their funding; the ratio of public grant in relation to
earnings is falling and business sponsorship has to be solicited. Administrators
are expected to acquire entrepreneurial skills.

4.6.3  All over Europe the once relatively sharp distinction between public
and private sectors is becoming blurred. The internationalisation of the econ-
omy, technological advances and a desire to protect national industries have
led governments to assist their commercial cultural industries and to regulate
the free market in various ways. This has meant direct or indirect financial
support, tax concessions, the establishment of investment funds and regula-
tion. Despite the heavy hand of bureaucracy, the communist system in cen-
tral and eastern Europe gave artists (or, rather, favoured artists) and cultural
institutions financial security and this sometimes had the advantage of pro-
ducing excellent artistic results (for instance, theatre and literature in the for-
mer East Germany). The collapse of state culture created a gap rapidly filled
by an uncontrolled free market. ““[...] the international trends of a western art
‘system’ are bringing about a catastrophe for art — far greater perhaps than
that which occurred under communism.”* An avalanche of western products
is endangering the health of national cultures. Many arts organisations have
gone out of business or drastically reduced their output; in some areas, includ-
ing publishing and the recording industry, new enterprises have come into
being (for example, in Estonia there are now some 300 private enterprises).

4.6.4 In western Europe, policy makers and subsidised arts organisations
find themselves in a double bind. In the first place, regular funding used to
encourage complacency and a degree of inefficiency. There was limited incen-
tive to seek out new audiences. Financial pressures have led to a new empha-
sis on fund-raising, business sponsorship and an ““enterprise culture”. Unfor-
tunately while the profit motive has had some beneficial consequences, it runs
the risk of distorting the real mission both of organisations and individuals. It
threatens the essential ““right to fail”” which artists need to have if they are to
produce exciting new work.

4.6.5 One way or another, then, economic recession in the west has cre-

ated new difficulties and the discrediting of the command economy has led
to a grave financial crisis for the arts in central and eastern Europe. The issue

1. McKay, lan, “Czech arts today: on the death of Czech culture”, in New Art from Eastern
Europe: Identity and Conflict, Art and Design Magazine. London, 1994.
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facing cultural planners is not simply how to make the best use of limited
resources, but to find a way of ensuring that culture remains a political prior-
ity (as it has done in France). This in turn leads to another question. Should
the private sector shoulder the responsibility of funding the arts whether in
whole or in part? Artists fear such a prospect, but if a mixed economy is
inevitable, how should the state and the private patron co-operate most
effectively — and in particular ensure that some artforms do not suffer to the
advantage of others?

4.7 The transatlantic challenge

4.7.1 Just as Europe is becoming aware of the virtues of diversity, it is falling
victim to standardisation. This tendency is marked by two characteristics —
merchandising, which is an outcome of the ruthless exploitation of produc-
tive forces, and an Americanisation supported by the energy of US culture and
its commercial power. Every aspect of life is affected — social behaviour, fash-
ions in clothes, eating habits and so on, not to mention film and television.
There is nothing new about this development in itself. What is different is its
acceleration, caused in part by the opening up of the countries of eastern
Europe and in part by the new communications technologies — in the last
decade cable and satellite, and latterly the “electronic superhighway”. If the
legacy of the 1980s was the shift from selling products to selling their image,
the 1990s is the age of information overload. Some artists are seriously
alarmed by a surfeit of information or, in the words of the Russian film mak-
er Andrei Konchalovsky, a “diarrhoea of images™.1

4.7.2  The multicultural richness of European life seems to be at risk. But
perhaps the threat is exaggerated. Our different cultures have considerable
powers of resistance; they pick and choose what they want to import from
elsewhere. Rock music is an international phenomenon, but it is interesting to
observe that continental bands do not slavishly copy their Anglo-Saxon mod-
els, but take the best from their national musics to produce new and innova-
tive work. However, if one examines the record of European cinema, it is evi-
dent that the threat can be real enough. Measures taken to counteract the
effects of the market may not have stemmed the rising tide of audiences
for American movies, but they have at least sustained a minimum level of
European production. Is there a strong case for common European and
national action to protect film and television and, if so, what measures should
be taken?

4.7.3  Countries with small populations and language groups face special
difficulties. However lively their national cultures are, there are too few con-
sumers to support artistic production without state aid. Where, for example,
would Finnish literature be without the active involvement of arts councils,
artists’ stipends, public lending right payments and so forth? Such cultures are
little known outside their frontiers and are likely to remain marginalised. The
key issues for them are the encouragement of translation, cultural exchanges

1. Spoken at a round table between the European Task Force and artists and intellectuals on the
future of the arts in Europe. Council of Europe. Strasbourg, 1995.
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and international co-operation as well as of opening up cultures with larger
populations to other forms of expression than their own.

4.7.4  Finally, the English language continues to grow more and more dom-
inant. Should it be opposed on the grounds that it exactly exemplifies the twin
challenges of standardisation and Americanisation? Or, without seriously
endangering other languages, should we accept the situation, seeing that it
eases communications between the countries of Europe? These questions
bring to the fore the status of other leading European languages — French,
German, Spanish, Italian and Russian — and their long term role. The mea-
sures taken by the French government to protect the French language at least
have the merit of raising the debate.

4.7.5 To sum up, culture is at one and the same time rooted in place and
nomadic. It is fruitless to resist foreign influences; in fact, Europeans have
always known how to take the best from other civilisations. Young people, in
tune with the spirit of the age, do not take kindly to obstacles and frontiers;
they have open minds and are eager to know what is happening in other parts
of the world. But at the same time, we ought not to abandon our heritage.
Without a sense of where we come from it is hard to know where we are

going.

4.8 Europe: a culture of cultures

4.8.1  Cultural pluralism is one the principles which underpin the work of
Unesco and the Council of Europe. As we have seen, difference is not an end
in itself, but a means to achieve a free and equal interchange among cultures.
The problem is how to realise this ideal in practice. These are questions of gen-
eral European relevance, but there will be no universal panacea. Different
societies with their own traditions and institutions will have to reach their own
solutions. What works in Germany may not suit the French. The difference
between the French policy of assimilation and the pragmatic approach of the
United Kingdom is striking. But are these old solutions still valid in changing
circumstances? Perhaps the time has come for the different parties to learn
from each others’ experiences.

4.8.2  Policy makers have been slow to recognise the need to foster cultural
pluralism. In central and eastern Europe the priority was to bolster the author-
ity of a unitary state and the dominance of the Communist Party. The new,
impoverished democracies are struggling to cope with the demands of indige-
nous minorities and as often as not the debate is conducted at a political —
and sadly even military — level. Cultural measures, even if they could be
afforded, would not be enough.

4.8.3 Indigenous minorities in western Europe are gradually attaining
greater autonomy and a fair share of national resources (for example, the
Samis in Finland, the Scots and the Welsh). But this is not yet the case so far
as minority communities are concerned whose origins lie in the former
colonies. Here the issues are to do with status as well as with money, and with
the interrelationship between Eurocentric cultures and those from elsewhere
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in the world. Despite various measures, involving education programmes and
quotas of support, they have not been brought to a happy resolution.

4.8.4  Similar problems arise at the pan-European level. Seeing that it is nei-
ther feasible nor desirable to abandon individual national identities, how can
we reconcile these with the idea of an overall European identity? Is it possi-
ble to “belong” both to a country and to a continent? The European Union’s
current position is to construct a neutral European space inside which its con-
stituent national cultures can work together co-operatively. However, a more
ambitious approach has its followers. There are many in eastern Europe —
notably, writers and artists — who assert a European identity and often seem
more aware of a common European “destiny” than their western counter-
parts. So is there a chance to build an authentic European idea alongside the
collectivity of individual national cultures?

4.9 The new professionals

4.9.1 Culture has its own skills, whether they be artistic, technical
or administrative and recent years have witnessed its growing profes-
sionalisation. As Mitchell and Fisher have argued in the context of arts man-
agement: “In modern society there cannot be legitimacy without a certain
degree of professionalism”.t While this is in many ways a welcome develop-
ment, it has had consequences for other partners in the cultural process —
notably, the elected representatives of local or regional government and
indeed members of the public who are active in arts associations or other rep-
resentative bodies. Arts technocrats tend to brush past them and arrogate
decisions to themselves, or so it is suspected. These fears may or may not be
justified, but they do suggest that some clarification of powers would be in
order.

4.9.2 The emergence of the arts professions has spawned a large number
of training opportunities with the result that more trained personnel are com-
ing onto the market than there are jobs for them. Again some tricky questions
arise. Should a limit be placed on the number of student or trainee places?
But if so, would this not contradict the widely perceived need to enhance arts
training? Furthermore, is it right to subordinate the aspirations of young peo-
ple who wish to acquire an arts training to professional constraints? On the
other hand, is it reasonable to encourage young people to take up a profes-
sion where there is an evident mismatch between training and work oppor-
tunities?

4.9.3 What is certain is that the authorities would be wise to make well-
researched estimates of arts employment trends in the medium and long
terms. Analysis of future trends is essential to predict the new kinds of job like-
ly to be established and any consequential imbalance in training provision —
for example, in cultural tourism, preservation and animation of the heritage

1. Mitchell, Ritva, and Fisher, Rod, Professional managers for the arts and culture? Training of
cultural administrators and arts managers in Europe: trends and perspectives, Circle Publication
No. 4. Arts Council of Finland-Council of Europe. Helsinki, 1992.
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and so forth. To our critique of culture we must add a critique of training
opportunities.

4,10  Economic arguments for and against arts subsidy

4.10.1 The state’s role in culture may seem to be firmly established, but as
long ago as the 1960s doubt was cast on whether the state should be direct-
ly involved in the arts at all. The social objectives of making the arts available
to all were not being convincingly attained; indeed, they remained the pre-
serve of the affluent and the well educated. The debate took on a sharp polit-
ical relevance with the rise of neo-liberal economic policies in Europe. State-
owned industries were privatised, industrial subsidies reduced or abolished
and monopolies (for example broadcasting and telecommunications) dereg-
ulated. Support for the “high” arts was maintained, but a more commercial
approach to fund-raising and management was encouraged.

4.10.2 Some research (for example, by the American economist, Fritz
Machlup) has sought to show that the arts and related cultural activities con-
tributed substantially to the gross national product. Economic arguments
have been influential in regional and local government; however, they often
depend on very broad definitions of culture and optimistic assumptions about
multiplier effects. Other less obviously “committed” studies hold that the
beneficial surplus effects of subsidy are so small that they are of little use to
politicians trying to decide whether to raise, lower or abandon state invest-
ment in the arts. In effect, decision makers have been left with a free rein.

4.10.3 Similar problems arise when governments include “cultural excep-
tions” in free trade agreements to protect national cultural, and especially film
and television, production. Economic analyses have assessed relative costs
and benefits and the differential efficiency of various protective measures (for
example special tariffs, quotas, latent barriers and production or distribution
subsidies). They show that there is a risk of disguising investment and man-
agement failure and discouraging sensitivity to changing market demands. A
consensus among economists in favour of deregulation and against subsidy
has emerged. However, some recent work based on industrial organisational
theory suggests that, under certain conditions, import quotas can be helpful
both to foreign and domestic producers as well as to the consumer. Similarly,
there are cases where production and export subsidies have contributed to
competitive efficiency, at least in respect of domestic markets. The audiovi-
sual industries are a case in point. Quotas have done something to compen-
sate for the huge advantage which the American domestic market confers on
US exporters, allowing them to sell their programmes for as little as a tenth
of the cost of their European equivalents. As a countermeasure, state pro-
duction investment in France has quadrupled since its establishment.

4.10.4 The point is that the “first mover advantage™ of the American audio-
visual cultural industries is so formidable that a “fortress” policy often seems
to remain the only option. Furthermore, it is argued that there is more to cul-
ture than economics: the maintenance of creativity is intrinsically so impor-
tant that subsidy must be added to restriction. A recent commentator

63



In from the margins

remarks: “It may well be the case that only non-economic arguments can
rationalise the popularity of cultural protectionism. In that case, the econo-
mist’s job is to guide policy makers to the less inefficient of the various pro-
tectionist options.”!

4.10.5 Sadly, little authoritative guidance is yet available. What there is falls
into two potentially useful categories. First, it is argued that certain kinds of
artistic work should be seen as a collective good. If a distinction can be drawn
between art which is valued according to consumer demand and that which
acquires a significance through critical appraisal, intellectual property rights
and the interests of collectors, “real” highly priced works of art become a col-
lective good unconstrained by consumers’ subjective likings or preferences.
Such arguments can help to justify public support for maintaining the ““col-
lective cultural heritage and for seeing the arts as reservoir for exploitation
(educationally, say, or commercially) by future generations. A difficulty with
this line of thought is that it subordinates intrinsic artistic values to various
utilitarian considerations.

4.10.6 A second approach is simply to take the arts out of the economic are-
na altogether. In the same way that it finances the police or the military or
education for some larger purpose, the state may simply decide to see the arts
as a merit good for which a direct or indirect economic justification is super-
fluous. It is a line of thought that may only be politically sustainable in the
long run if this valuation of the arts is endorsed by the public at large.

4.10.7 In the absence of a general agreement on the economic justification
of subsidy, all that can be said with certainty is that neo-liberal market poli-
cies, combined with a perception that the Welfare State as at present defined
can no longer be afforded, have weakened political commitment to public
investment in culture in some countries.

Summary

It is more easily said than done to implement the four key principles underly-
ing cultural policy, for decision makers face a range of obstacles, contradic-
tions and dilemmas. Should the arts serve utilitarian purposes or does their
importance lie only in their intrinsic worth? Keeping a balance between old
and new — the “heritage” arts and often controversial innovations — is diffi-
cult and in many countries perhaps too much weight is given to the former.
Cultural policies have tended to be supply-led, but governments would now
like more attention given to consumer preferences. Traditional ideas of artis-
tic excellence have inhibited support for new forms of expression; how is one
to find standards of judgement which cover the entire spectrum of creative
activity? In the arts as elsewhere, the distinction between the public and pri-
vate sectors is becoming blurred; if one or other is over-dominant, damage
can be done to artistic production. Americanised global culture and the dom-

1. Seaman, Bruce A., “Considerations in adopting industrial organisational theory to the inter-
national trade in cultural goods™, in Towse, Ruth, and Khakee, Abdul, (eds.) Cultural econom-
ics. Springer-Verlag. Berlin, 1992.
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inance of the English language endanger the multicultural richness of the
European arts; but do quotas and restrictions work? Despite a widespread
commitment to support for cultural diversity, policy makers have not yet suc-
ceeded in redressing the balance between mainstream and minority cultures.
A new profession of arts administrators is emerging; but are they sufficiently
accountable? A new liberal economics is challenging the fundamental tenets
of arts subsidy; is cultural intervention effective?
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5 The geopolitics of culture

“We are at the beginning of a new era, characterised by great inse-
curity, permanent crisis and the absence of any kind of status quo ...
We must realise that we find ourselves in one of those crises in
world history which Jakob Burckhardt described. It is no less signif-
icant than the one after 1945, even if the initial conditions for sur-
mounting it seem better today. There are no victors and no defeat-
ed powers today, not even in eastern Europe.”
99 Bergedorfer Gesprachskreis
M. Stirmer

5.1 Europe: a “theatre of concerns where diversity brings tensions”

5.1.1 We are witnessing the third great attempt in modern times to unite
Europe. What Napoleon and Hitler failed to achieve by ruthless empire-build-
ing, the European Union is pursuing through a gradual policy of integration,
built on hopes of peace and prosperity. At the end of the second world war,
in addition to reconstruction and political stabilisation, battle-weary politi-
cians devised economic means — the Coal and Steel Community — to bind the
states of continental Europe, and more particularly France and West Ger-
many, so closely together that a resumption of hostilities that had lasted most
of the century would become impossible. The experiment was a success. It
coincided with the extraordinary economic “miracle” which, to its general
surprise, the west as a whole found itself enjoying in the post-war years. The
process of integration, the stages of which included a customs union, the
Europe of Sixes and Sevens, the Single European Act and the European Eco-
nomic Area, led to the emergence of new institutional structures with ever-
expanding memberships — the European Economic Community, later the
European Community and later still the European Union. Early attempts to
create a European “political community” failed, but economic aims have
gradually spilled over into the more ambitious project of European integra-
tion. However, while science, technology and higher education were recog-
nised as having a crucial part to play in this project, little attention was paid
to European intellectual life and culture.

5.1.2 During the late 1980s and the 1990s a number of obstacles have
obstructed the way forward. A long-lasting recession and neo-liberal aware-
ness of the rising costs of welfare provision have impeded economic conver-
gence among EU members, the necessary precondition for closer ties. The
intention to move to European monetary union is entailing difficult econom-
ic measures as states seek to meet the strict entry criteria. Although the
detailed mapping of the implications of the Treaty of Maastricht and the cre-
ation of the European Single Market involve many variables, anxieties about
loss of sovereignty at the national level have resurfaced, despite assurances
about the principle of subsidiarity. At present a limited set of criteria (the so-

69



In from the margins

called European monetary union criteria) define which countries will qualify
to join the core of deepened integration. On the other hand, more general
conditions are used to determine eligibility for new members. Although eco-
nomic factors, such as economic stability, potential for growth and the avail-
ability of trained and cheap labour are key factors, geopolitical factors reflect-
ing basic cultural differences will have — and already have had — a crucial role
in specific membership decisions.

5.1.3 Meanwhile, the collapse of communism has raised the interesting
but difficult question of a further massive expansion of membership east-
wards; this has met with resistance from some states within the Community,
especially in southern Europe, while at the same time the new democracies in
central and eastern Europe are re-opening the Pandora’s Box of nationalism.
The centripetal process of integration has collided with local ambitions, which
are opening the door to centrifugal forces and fragmentation.

5.1.4 The upheavals of the “Velvet Revolution”, as exhilarating as they
were unexpected, are only the latest stage in the creation of an “extended
family”” of democratic societies. At the turn of the century there were nine-
teen European states where, today, there are almost fifty. This multiplication
is by no means the result of steady accumulation. The number of indepen-
dent states in Europe fell during and after the second world war and was sta-
ble during the cold war. The process of European integration, while it has not
diminished the number of independent states, has had a limiting effect on
their power to act as free agents. The western part of the continent is now
seen as an expanding superpower in economic competition with the United
States and Japan. The new Single Market is already “more populous than
America’s and more valuable than China’s™.1

5.1.5 The opening up of the former Soviet bloc has altered the rules of the
European unification game. The new enlarged Germany has to conduct a bal-
ancing act, where commitment to political and monetary union dispels any
doubts its western neighbours may have about the expansion of its econom-
ic interests in central and eastern Europe. The European Union’s possible
expansion of membership is a key issue here: if political stability, the intro-
duction of the market economy and the continuation of democratisation can
be guaranteed, the integration of central and eastern European countries into
the EU could be easier than for parts of southern Europe and Mediterranean
countries.

5.1.6  The general hope, then, among integrationists is for a gradual wan-
ing in the powers of the nation state. However, this development is over-
shadowed by the splintering of central and eastern Europe under the pressure
of resurgent nationalism and ethnic conflicts. The inability of the European
Union to intervene effectively in the most devastating of these conflicts, the
wars in the former Yugoslavia, is a reminder of the limits on the authority of
the new, supposed superpower.

1. Economist survey, 10 October 1994.
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5.1.7  The Europe that is unfolding, as the Irish President Mary Robinson
has observed, “will not be a place of tidy assumptions or quiet acceptances.
Instead it is a theatre of concerns where diversity brings tensions and where
tensions can lead [...] to the enrichment of mutual understanding”.® So they
can, but not necessarily. Although grand alliances, such as the European
Union and the Council of Europe, have achieved great things, the new terri-
torial states have no independent mechanism for determining their borders or
defining their social structures. The road to the future is mined.

5.1.8  For states which were already federal and multi-ethnic, a movement
towards decentralisation has given birth to internal conflicts, migrations and
separatist movements, of which the leading examples are the former Soviet
Union and the former Yugoslavia. In these societies “nationality” is under-
stood to mean one’s ethnic origins, not one’s citizenship.

5.1.9 What is at issue here is that people’s sense of themselves as com-
munities, of what gives them their cultural identities, is in a state of flux. New
loyalties are competing with old. It is very difficult to make generalisations
about this process, and even more so to offer value judgements. Cultural self-
recognition is a major force in Europe and has acquired a particular impor-
tance since the 1980s. The states in the former Soviet bloc have set a high
value on the assertion of distinctive identities and see freedom of cultural
expression as a signpost to social renewal. In western Europe, regions and
cities believe that the distinctive cultural traits of their communities are essen-
tial elements in their bid for autonomy from national governments. But nation
states themselves have also developed policies designed to identify, highlight
and protect national cultures — notably their heritages and languages.

5.1.10 Some countries in eastern and central Europe have begun to realise
that there is no culture without tradition and no tradition without the thread
of continuity. That is why they are seeking to reclaim their symbols, their cul-
tures and their myths, sometimes not recognising that the passage of fifty —
or in Russia’s case nearly eighty — years, makes this a testing task, as the world
is vastly different at the end of the twentieth century to what it was at the
beginning. For overtly political reasons, some countries involved in the ethnic
conflict of Bosnia and the former Yugoslavia are reinventing, often through
the appropriation and manipulation of folk and popular music, a history they
may never have had in the form in which it is now conceived. For them, the
policy challenge must be to look forward while respecting the traditions of
the past, but not to make the history of the past a burden on the future.

5.1.11 Constructive outcomes of such a process include the enhancement
of community awareness and solidarity; the release of new creative energies
and resources for artistic and cultural exchange; preference for local “hand-
made” cultures as against the anonymity of the mass media; more respect for
the variousness of world cultures and of the growing number of mixed or
“hybrid” cultures; and the revelation of the economic potential of culture.

1. Quoted in an interview in the European newspaper, 15-18 July 1993.
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5.1.12 On the other hand, cultural differences have been a pretext for social
strife, masking economic and political rivalries. They have elicited fears about
the adequacy of one’s own culture and, in a bitter causal link, hatred of that
of others. Cultural symbols are often used as targets or talismans in times of
war. Elsewhere their commercial exploitation by the publicity and entertain-
ment industries have trivialised their meanings.

5.1.13 The re-emergence of linguistic, religious and ethnic divisions, migra-
tion and population growth is stimulating xenophobia and intolerance. Anti-
Semitism has old roots, but still flourishes even in areas where persecution and
emigration have led to the virtual disappearance of Jewish communities.
Regional conflicts may well increase in number and scope as the struggle for
resources intensifies.1 Ethnic and linguistic minorities find themselves on the
wrong side of frontiers. The nomadic Rom or Gypsies have no “‘sponsor” state
and tend to face discrimination wherever they find themselves.

5.1.14 In the last fifty years, European politicians have forgotten about dis-
tinctions, long familiar to historians and social scientists. Some disputes, dri-
ven by political and economic causes, are exacerbated by religious divisions.
This is illustrated by conflicts between Orthodox Christians and Muslims in
the former Yugoslavia. The crises in Northern Ireland, Chechnya, in Algeria
(with severe resonances in France) are variants of the same syndrome. cen-
tral and eastern Europe has become an ethnic cauldron, epitomised by the
war in the Balkans with its terrible list of civilian casualties. ““Sarajevo, like
Andalusia before, like all of Europe’s border zones past and present, is a site
of cultural mixing. What is taking place is a massacre of mixed identities in
the name of ethnic purity””.2 What has also been taking place is a war against
culture.

5.1.15 Inresponse, states in central and eastern Europe have, on the initia-
tive of the European Council, signed a “Stability Pact™, a treaty designed to
ensure respect for ethnic minorities and existing frontiers. It will be restricted
to nine countries — Bulgaria, the Czech Republic, Estonia, Hungary, Latvia,
Lithuania, Poland, Romania and Slovakia — all of which are currently under
consideration for membership of the European Union. This is an important
step in view of the tensions that have surfaced in the Baltic States over the
substantial Russian-speaking minorities and between Romania and Slovakia
on the one hand and their Hungarian minorities on the other.

5.1.16 Old disputes breeding violence can be found elsewhere in the con-
tinent. During their formative years, states tended to erase regional differ-
ences in the interests of central control (more so in France and less in Ger-
many), but now they are confronted by unprecedented challenges to their
authority. The United Kingdom has not yet negotiated a settlement in North-
ern Ireland and worries about separatist movements in Scotland and, less
strongly, in Wales; the opposition of the Flemish and Walloon communities

1. Kennedy, Paul, Preparing for the twenty-first century. Fontana Press. London, 1994.

2. Conference on cultural pluralism in Europe. Discussion document prepared by the organisa-
tion Cultural Co-operation on behalf of the Circle network. London, March 1995.
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divides Belgium; France faces nationalist movements in Corsica and the
Basque country; in Spain, the Basque problem is even more serious and the
Catalans are pressing successfully for greater and greater autonomy; in Italy,
there is a fierce antagonism between the north and the south of the country;
and even in the far north the expansion of the cultural autonomy of the Sami
people has revealed traditional ethnic tensions and induced a backlash from
the other residents of Lapland.

5.1.17 In sum, the integration of the European polities is proving to be a
slow and difficult task. The achievement of political union is still a matter of
anguished debate. A survey of national/European affiliation and attitudes
towards foreigners in 1994 in Eurobarometer 42 (see Appendix |, Table 23 of
this report) is revealing, with a mere 4% of those surveyed regarding them-
selves as Europeans only, compared with 47% considering themselves as
nationals only. Despite the progress that has been made in the years follow-
ing the second world war, Europe is still an aspiration rather than a fact of life.

5.2 Culture beyond frontiers

5.2.1  The triumph of “American culture”. There are axes of power in cul-
ture as in other fields of human endeavour. Throughout the age of empire,
European culture was exported to the colonies (and former colonies, such as
the United States); first, Vienna and then Paris, were widely agreed to be the
cultural capital of Europe and in due course Moscow established itself as an
alternative centre of attraction in communist circles.

5.2.2  As the twentieth century proceeded, the impact of American popu-
lar culture began to make itself felt and it was Europe’s turn to be influenced.
After the second world war, the process of decolonisation and the establish-
ment of world bodies, such as the United Nations and its subsidiaries intro-
duced the new notion of multiculturalism. The Soviet bloc continued to nour-
ish intellectual opposition to capitalism. In this, it was followed, and partly
superseded, by China, Cuba and North Vietnam.

5.2.3 Generally speaking, though, the United States sets the tune; in the
traditional, especially visual arts, the focus has moved since the 1950s from
Paris to New York. For the cultural industries, especially film and video, the
centre of reference has been, and still is, Los Angeles.

5.2.4  The fall of communism and the moves towards integration of west-
ern Europe seemed, among other things, to herald the end of cultural divi-
sions across the continent. However, this has proved to be an illusion. The
fundamental values of different nations and groups have sometimes proved
to be incompatible and the disappearance of the gridlock of the cold war has
revealed what Samuel Huntington called “a clash of civilisations”.1These dif-
ficulties have been exacerbated, or perhaps even superseded, by the grow-
ing dominance of American, or Americanised, popular culture.

1. Huntington, Samuel, “The clash of civilisations?”, Foreign Affairs, USA, summer 1993.
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5.2.5 The West is a complex economic, political and cultural entity, bring-
ing together western Europe, the North and South Americas as well as Aus-
tralasia and South and East Asia. Israel, Japan and South Africa are “associ-
ate” members of the club. It is this club which is both the engine of, and the
market for, the mass electronic culture which is so all-powerful and all-per-
vasive that it looks set fair to render disputes between local, regional and
national cultures irrelevant. Yet in recent years there has been an upsurge of
local cultures in two senses. First, the demand for local supply has not
decreased but increased in the face of globalisation; and, secondly, large busi-
ness enterprises, when establishing themselves in a given place, have become
aware that understanding the local culture and integrating it in their struc-
tures and activities is a sine qua non for efficiency and success.

5.2.6  Continental Europe and the United States are not only economic, but
also cultural competitors. To many Europeans, Americanisation is a major
danger to national cultures; many sympathised with Jack Lang, former French
Minister for Culture, when he referred in 1982 to the “financial and intellec-
tual imperialism that no longer grabs territory, but grabs consciousness, ways
of thinking, ways of living.””1 In fact, the picture is not a simple one of an alien
invasion, in two senses. First, it is interesting to note that émigrés from the
Old World created the culture of the New — not the American Indians nor, at
least at the outset, African Americans. A particular version of European cul-
ture came into being, free from the traditional constraints imposed by Euro-
pean monarchies and aristocracies. In due course it recrossed the Atlantic and
conquered the now enfranchised masses whom the market had endowed
with freedom of choice and real economic influence over cultural production.
Secondly, “Americanisation” has transcended its own national origins and
cultural “elites” and community leaders in the United States see it as posing
as great a threat to authenticity and identity as do Europeans.

5.2.7 In exactly the same way, the Russian Federation and central and
eastern Europe have imported the cultural ethos of McDonalds and Coca-
Cola, courtesy of the free market. American images, products and ideas trav-
el well. In fact, the search for a pan-European culture can lead to an uncom-
fortable conclusion: it is American culture which unites Europeans — or, to put
it more accurately, American-style culture, for it is still at least in part produced
and developed by Europeans. For most of this century, Hollywood has recruit-
ed Europeans to its cause, from Billy Wilder to Arnold Schwarzenegger. Rock
music emerged from African American roots, but in the United Kingdom it
acquired a particular authenticity and international appeal. The globalisation
of the “American dream” is reflected in the fact that its economic motor is
not exclusively American or Anglo-American, as is commonly supposed. It is
based on transnational corporations operating from the Far East and Europe
as well as the United States. Indeed, nine of the world’s top twenty multime-
dia conglomerates (that is, groups involved in at least two branches of broad-
casting, cinema, press, publishing, recording and video) are European, with
Philips and Bertlesmann strategically placed. The internationalisation of the

1. Jack Lang was speaking at the Unesco World Conference on Cultural Policies in Mexico City
in 1982.
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entertainment industry, sometimes with European participation, can be seen
in the continuing global shifts of ownership.

5.2.8  For all that, fears of an American, or “Anglo-Saxon™, cultural hege-
mony are not altogether without foundation, as can be seen if we turn to
questions of language and the rise to prominence of English as a new lingua
franca.

5.2.9 Speaking with tongues.! Linguistic and cultural identities are closely
related. In some societies, especially those seeking national status or revival,
language is at the heart of cultural policy. It is a symbol of independence, tra-
dition and authenticity. A glance at the situation in Latvia, Wales, Catalonia
or the Alto Adige in Italy (to choose a few examples at random) demonstrates
the political and cultural importance given to people’s native tongues. The
purity of a language and its capacity to resist infiltration by others is keenly
felt. It is also often a battleground between the generations and neologisms
are often perceived as emblems of social decline and of the age-old struggle
between young and old, between conservatives and reformers. Subcultures
invent or hijack words as an exclusive entry code and as a means of distin-
guishing themselves from the rest of society.

5.2.10 This is not simply an issue arousing strong emotions among minori-
ties. Speakers of majority languages show similar concerns, as is witnessed by
the French Government’s attempts to protect French and the invasion of for-
eign words by legislation. In fact, there is a European linguistic crisis which
stems from two main causes. It is an unsurprising consequence of the push
for European integration that there is a competition for the continent’s main
language of business and diplomacy. More threateningly for the non-native
English speaking world, the emergence of a global, apparently Americanised,
culture has been accompanied by the growing popularity of English.

5.2.11 There are about twelve supranational languages in the world which
not only function as the first language within their national frontiers but have
a wider regional and global significance as second languages. Many of them
became dominant through the sheer weight of numbers in the national ter-
ritories (for example Chinese) together with their post war economic muscle
(as in the case of German). Others (for example Spanish, French and Por-
tuguese) gained importance as a result of colonisation. Malay, long a trading
language in the Indonesian archipelago, received a powerful boost when it
was adopted, with minor variations, as the national language of the Indone-
sian Republic and Kiswabhili has become the common tongue of East Africa.
However, all these languages now have to compete with English, which out
of the United Kingdom’s imperial past and the political and economic power
of the United States has become the language of global communication in
science and technology, diplomacy and entertainment.

1. This section is indebted to two articles by Abram de Swaan: “The emergent world language
system: an introduction” and “The evolving European language system: a theory of communi-
cation potential and language competition™, in International Political Science Review, Volume
14, No. 3, July 1993. Butterworth-Heinemann for the International Political Science Association.
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5.2.12 Research suggests that whatever the origin of a given language’s
success, its continuing popularity has an inertia of its own, resting largely on
individual preferences as parents and students decide for themselves the lan-
guages in which they will need to be fluent for economic or academic success
and for leisure purposes. Ease of learning, particularly at a preliminary stage,
is one factor that is often taken into account. “People learn a language
because they expect it will help them to communicate with others and they
make anticipatory calculations about the best medium to adopt for them-
selves or for their children. Into these calculations enter their expectations or
the expectations of others, which may result in a highly unstable situation, in
which quite suddenly a ‘tipping point’ is reached and preferences switch
towards an alternative second language. Something similar seems to be
occurring in contemporary eastern Europe and parts of the former Soviet
Union [...] Russian as the central language is now being abandoned in favour
of other supranational languages.”* What we see in the former communist
countries is, of course, a confluence of causes — that is to say, their response
to freedom from an old imperial yoke coincided with the ready availability of
linguistic rivals to Russian to create the “tipping point™.

5.2.13 A pattern of continuous supersession has marked the history of
Europe. From the Roman Empire until the eighteenth century, Latin, the lan-
guage of western Christendom, was the leading medium of international
communication. It then gave way to French among literate elites, at the same
time as individual nation states confirmed and stabilised their own languages
for internal purposes. For many centuries language has been an important
mechanism which has enabled absolutist rulers to assert central political con-
trol. Sub-national languages (for example Catalan or Gaelic) survived with
difficulty and often suffered discrimination.

5.2.14 The post-war process of European integration found French still in a
privileged position. It was the sole official language of the Coal and Steel
Community and although, with the formation of the European Economic
Community, the number of official languages increased to the four of the
original six members, it retained pride of place. In the years that followed the
situation changed and English has grown in importance. This was for three
reasons; first, the Germans have been willing to use English when abroad.
Secondly, the rise of American influence and of the globalisation of the world
economy has meant that English has become more widespread than ever as
an international language. Thirdly, the accession of the United Kingdom to
the EC and later the Nordic countries, together with the expansion of the
number of German-speakers following the unification of West and East Ger-
many, may have shifted the European balance of linguistic influence away
from French.

5.2.15 In central and eastern Europe, German used to be the first foreign
language until it yielded to Russian. With the disappearance of communism,
German is competitively placed to regain its dominance. But the likelihood is
that, as in the former Soviet Union, English will assume the lead. Looking

1. Ibid.
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ahead, most observers predict that diglossia will ultimately prevail across the
continent; that is, Europeans will speak their own national languages and
choose English as their preferred second language for international commu-
nication. The maintenance of an equilibrium between them (and, where rel-
evant, with sub-national tongues), will depend on the vigour with which
national and regional authorities continue to support and promote their lin-
guistic identities. Unfortunately, a balance of this kind would entail a sub-
stantial ““demotion” of French and German with their long history as inter-
national languages. Is there some way in which a leading role for them could
be maintained? It is hard to find a ready answer to this question, but it is in
everyone’s interest to search for it. The cause of European unity will not be
furthered by continuing linguistic resentment.

5.2.16 It may be that the emergence of a lingua anglica is irreversible, but
because languages are a key component of national and local identities and
integral to cultural policies, they need to be protected from discrimination or
desuetude. The European Union has established a European Bureau for Less-
er Known Languages and a modest fund to promote translations from such
languages. For its part, in 1992 the Council of Europe adopted a European
Charter for Regional or Minority Languages and opened it for signature;
unfortunately, as few countries have ratified the charter it remains a dead let-
ter. It seeks to gain support for territorial minority languages as a cultural
resource, to promote their teaching and to encourage their use in public or
private life, in the media and the arts, and in the courts. The charter does not
cover the languages of non-European migrant communities. This is an impor-
tant gap, which merits examination by the Council of Europe.

5.2.17 By the same token Europe will not be economically competitive with
the rest of the world and European integration and cultural understanding will
be delayed if its citizens are not linguistically proficient. The teaching of sec-
ond languages, whether English, intra-European or extra-European should be
given a higher priority than it is in many countries, and the long term impact
assessed from the perspective of cultural policies as well as educational ones.

5.2.18 Free trade in culture? It was highly significant that the dispute over
Europe’s film industries in the face of America’s near-monopoly of global mar-
kets nearly sabotaged the Uruguay Round of multilateral negotiations on
GATT. The GATT negotiations revealed the conflict of interest between the
might of the US audiovisual industries and a Europe concerned with nation-
al cultural identity and diversity, but split between support for protectionist
measures or an open market with limited safeguards for European and
national products. It should be noted that the issue has not so much been
American culture in itself, as the economic and financial means which support
it. Control of production is far more international than is sometimes realised
and, as Hans Mommaas notes, while some grieve “over the presumed loss of
national patrimony and identity, others celebrate the alleged heterogeneity
and the presumed proliferation of choice, freedom and creativity.”’? Likewise,

1. Mommaas, Hans, “The politics of culture and world trade”, in Van Hemel, Annemoon; Mom-
maas, Hans; and Smithuijsen, Cas; Trading culture: GATT, European cultural policies and the
transatlantic market. Boekmanstichting. Amsterdam, 1996.
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neither the Internet nor communication satellites are objects of criticism in
themselves, but are resented for the predominantly “Anglo-Saxon” charac-
ter of their contents.

5.2.19 The American film industry has been hugely successful in collecting
net revenues from other countries, including Europe. It has been estimated
that in 1992 the revenue outflow from Europe (including TV programmes)
was more than US$ 3.7 thousand million, whereas revenues from the United
States into Europe only amounted to US$ 290 million. Recent agreements
between Gaumont and Buena Vista and UGC and Fox in France suggest that,
despite European Community or government action, a takeover of the Euro-
pean film and television industries is still on the cards. Moreover, the US film
industry has surmounted existing European protectionist measures via “quo-
ta quickies” — that is, American producers have made low budget films in
Europe utilising European actors, directors, technicians, etc. to obtain quota
import certificates.

5.2.20 However, some commentators, such as William Uricchio, maintain
that the terms of the GATT debate have obscured more important policy
issues for future years: ““Not only are corporate identities increasingly difficult
to tag with national labels, but their products exist more as textual networks
(films, videos, CDs, comic books, tee-shirts) than as simple movies ... the new
distribution and delivery systems now in development pose an even more
fundamental challenge to the vision of the medium discussed in GATT. At a
moment when ‘video on demand’ looms large on the horizon, discussions of
guotas ... constitute an absurdity.””?

5.2.21 No wonder, then, that two major European studies concern them-
selves with the information and audiovisual industries. The first, a European
Commission green paper, reviews the audiovisual cultural industries (Strat-
egy option to strengthen the European programme industry in the context of
the audiovisual policy of the European Union, April 1994, the ““Pinheiro
Report™). The second document looks at the telecommunication and global
information infrastructure (“Europe and the global information society”,
Recommendations to the European Council, May 1994, the “Bangemann
Report™). They both offer similar diagnoses and strategies: Europe has the
capacity to be a world competitor, but will not succeed without reform of
institutional and production structures. An integrated European ““space” for
the information industries must be established, the telecommunication mar-
kets deregulated and the international competitive edge of producers
enhanced. This appraisal has been echoed in the European Commission’s lat-
est communication on Stimulating dynamic growth in the European pro-
gramme industry (1995).

5.2.22 While the European Commission and national governments believe

they should mainly content themselves with being facilitators, the reports
took restrictive European practices (television quotas and so forth) as regret-

1. Uricchio, William, “Displacing culture: transnational culture, regional elites and the challenge
to national cinema”, in Van Hemel, Annemoon; Mommaas, Hans; and Smithuijsen, Cas; op. cit.
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table necessities. Some economists suspect that such practices are ineffective,
and that they may be imposed as much for “political” as functional reasons.
Others point out that, as in France, they stimulate increased investment for
an industry faced with the “dumping” of American cultural products in the
European market. The trend of discussion, as Schlesinger and Doyle point out
in relation to the Pinheiro Report, is to prioritise “the economic over the socio-
cultural. The most crucial suggestion is that European film and television pro-
duction be stimulated by levies on cinema tickets, broadcasting revenues and
video rentals. This marks a retreat from the use of quotas in anticipation of
the advent of the information superhighway, a communications economy in
which quotas would be unenforceable.”? Similarly, the review process in
respect of the 1989 Television Without Frontiers directive has revealed resis-
tance within the Council of Ministers to French proposals for a reinforcement
of compulsory quotas, though they attracted substantial support inside the
European Parliament.

5.2.23 Itis depressing to observe that, among their long lists of recommen-
dations, the Bangemann and Pinheiro reports paid little attention to three
important areas — the maintenance of cultural creativity; the use of the Euro-
pean cultural heritage (excepting films) as a resource in audiovisual produc-
tion; and support to the new democracies in central and eastern Europe.
These omissions may be understandable in the light of the cultural chapter in
the Maastricht Treaty (with its stress on subsidiarity in cultural affairs), but it
draws attention by its absence to a fundamental question. What are the syn-
ergies between the information industries and cultural production? And how
can they be exploited to the mutual benefit of both sides? These questions
and others are now being addressed by the European Union’s Information
Society Forum — a 125-member committee of representatives from the pub-
lic and private sectors which was set up in July 1995 to explore the social and
cultural dimensions of the information society. Its agenda includes the infor-
mation society’s impact on the economy and employment; basic social and
democratic values in the “virtual community’’; the impact of the new tech-
nologies on public services; education and training in the information society;
sustainable development of technology and its infrastructure; the cultural
dimension of the information superhighway and the future of the media; and
cultural and linguistic diversity.

5.2.24 In the publishing arena, the European Commission’s continuing
opposition to the fixed pricing of books on the basis that it infringed compe-
tition rules in the Single Market, has not prevented publishers in some Euro-
pean countries from maintaining voluntary agreements. However, some of
these agreements appear to be tenuous and, indeed, the price maintenance
system in the United Kingdom, the Net Book Agreement, collapsed in 1995.
Will uncontrolled price competition benefit the consumer in the short term,
but at the expense of the closure of small bookshops and the reduction of
choice in the long term? So far, the evidence is inconclusive; for example, in

1. Schlesinger, Philip, and Doyle, Gillian, “Contradictions of economy and culture: the European
Union and the information society”” The European Journal of Cultural Policy, Vol. 2, No. 1. Har-
wood Academic Publishers. The Netherlands, 1995.
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Finland, where a system of fixed prices was abolished in 1970, some voices
still call for its return, but major publishers see no reason to agree. Initial find-
ings from the United Kingdom suggest that deregulation may not have dam-
aged smaller bookshops in the way predicted — nor, incidentally, has it led to
significant increases in book sales after an early surge. The impacts of any
relaxation in fixed book pricing, together with the effect of VAT on books
needs to be monitored.

5.2.25 The challenge from the Orient. The 1980s saw the industrial com-
ing of age of the Far East and South-east Asia, with far-reaching economic
and cultural consequences. The triumph of the Japanese manufacturing
industries, focused on cars, the electronic industries and computers, and the
universality of Japanese foreign investment have been quickly followed by
the growth of the South Korean and Taiwanese economies and the begin-
nings of a challenge from mainland China, spear-headed by Hong Kong. Evi-
dence of the confidence of the Far Eastern and South-east Asian economies
is not simply manifested in the erection of the world’s tallest buildings in Kuala
Lumpur and Shanghai, but in the planned completion of the world’s largest
cultural complex in Singapore before the millennium.

5.2.26 Following the second world war an Asian diaspora has introduced
the west to aspects of eastern life-styles (for example, in catering). California,
the world’s entertainments capital, has witnessed the most substantial “inva-
sion”, doubtless because of its location on the edge of the Pacific ocean: peo-
ple of Asian descent now account for 30% of the population and whites have
lost their numerical majority. This has been accompanied by significant invest-
ment, from Japanese companies in particular, in the audiovisual and music
industries.

5.2.27 While Asian culture has been increasingly westernised and western
expertise in some areas remains highly valued (Japanese companies go to
considerable efforts to recruit European designers), there are signs that a
reverse process is gaining ground. The popularity of martial arts films from the
beginning of the 1970s, and the Chinese and Taiwanese ‘new wave’ of film
makers since, as well as computer games and Asian food, suggest that east-
ern cultural products and attitudes may assume a new importance in the
future.

5.2.28 The invasion of central and eastern Europe. The main challenge fac-
ing cultural policy makers in central and eastern Europe centres on the bal-
ance between continuity and change. The Russian film maker, Nikita
Mikhalkov, has pointed to the contradiction between “wild capitalism”,
which is running riot, and Russia’s fundamental cultural values.* Although the
countries in the former Soviet bloc have their own individual problems which
make generalisations risky, this appears to be typical of the region as a whole.
While happy to have emerged from the era of communist rule, many artists

1. Spoken at an international conference, convened for the World Commission on Culture and
Development and the European Task Force by the Russian Ministry of Culture, Culture and
development in the countries in transition (Moscow, 19-20 June 1995).
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and intellectuals do not wish to see this episode in their history to be entire-
ly forgotten and argue that its achievements, notably the high official value
which was given to culture, should be built on rather than set aside. As W.L.
Webb observed of those countries that used to be under the Soviet umbrel-
la: “The last five years have been a great learning experience, in which peo-
ple have emerged from confusing times with clearer heads: not without some
nostalgia for the stodgy stability and simple educational and welfare benefits
of the old regime, but rejecting, nevertheless, any idea of returning to a sys-
tem that had been imposed on them from the east, from not-Europe.”! Two
years on from that observation can we be so confident that there is not grow-
ing support for a return to a system which at least offered a sense of securi-
ty and full employment?

5.2.29 Economic liberalisation has not immediately fulfilled the promise of
a better life. ““[...] people counted on obtaining quite basic things without any
delay: economic recovery and the freedom to travel. Because of widespread
scepticism towards communist propaganda people also refused to believe its
claims that something like a recession was possible in the West. At the same
time, many people imagined [ ... ] that if only you have a new state you would
be given a passport and be able to travel to the west.”2

5.2.30 Disillusion quickly set in. The arrival of the free market has exacer-
bated intercommunal tensions. As Professor William Paterson has observed,
“liberal democratic ideas which were so potent in delegitimising communist
regimes are much less powerful in creating and sustaining liberal democratic
regimes in states unsupported by civil society and tortured by communal and
ethnic division.””3 Democracy would have a greater chance of success if the
wealthy west accepted a greater degree of responsibility for helping eastern
European societies and was able to respond more generously and sensitively
than it does to their needs.

5.2.31 Release from a long period of ideological and political control has re-
invigorated ethnic minorities. Some of them find themselves on the wrong
side of national frontiers, which, as among Magyars in southern Slovakia or
(catastrophically) in the former Yugoslavia, they would like to see redrawn.
Some communities look back to their pre-industrial roots and link ecological
with cultural concerns, as in the northern regions of the Russian Federation.
Under communist rule, indigenous peoples were subjected to *“‘economic
modernisation” and, despite the Soviet Union’s ostensible promotion of “folk
cultures™, to linguistic and cultural discrimination. Their spokespersons, refer-
ring to the draft United Nations declaration of indigenous rights, have
appealed to international organisations and world opinion, seeking compen-
sation for the past and prevention of present and future damage at the hands
of “rampant capitalism™. For them, environmental concerns and the “ecolo-
gy”” of human growth transcend the claims of ever increasing productivity. It

1. Webb, W.L., Media, market and democracy, Index on Censorship 6, London, 1994.
2. Livingstone, R., (trans.) “Back to the future”, published in Polityka. Poland, 1994.

3. Paterson, William E., “Europe undivided: from spring in winter to winter of despair”, in A win-
dow on Europe, edited by Geraldine Prince. Canongate Press. Edinburgh, 1993.
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is customary to argue that the preservation of indigenous cultures is impor-
tant because they are repositories of accumulated traditional knowledge
which links us all to our ancient origins. However, there is ample evidence (for
example in the cases of the Sami people of Scandinavia and the indigenous
peoples of the Russian Federation) that it enriches present-day intercultural
and avant-garde artistic creativity.

5.2.32 In eastern and southern parts of the Russian Federation and the
Commonwealth of Independent States, majority cultures are Islamic rather
than European and for their new governments access to western influence
and alliances does not simply raise the issue of independence within the
“common European house™, but whether or not they belong to Europe at all.
As a half-way house, perhaps the creation of a Eurasian ““cultural space”
would be a way forward, although what this might mean in practice is not so
clear and would call for thoughtful debate.

5.2.33 The role of artists and intellectuals in the downfall of the communist
system is well known. They were the inheritors of a dissident tradition that
goes back as far as Pushkin and the Decembrists in Russia. Some explicitly
saw themselves as representative of historic values, whether they were the
exiled Solzhenitsyn or an Estonian intelligentsia which looked back admiring-
ly to its forbears in the nineteenth century, Herderian cultural nationalists.
Others, headed by Vaclav Havel, were internationalist liberals inspired by the
ferment of the 1960s in the West.

5.2.34 Inacertain sense, they won a pyrrhic victory. Central control by Min-
istries of Culture and censorship has been largely abandoned, at least on the
surface. Decision-making is being devolved to regional and local authorities,
or to quasi-independent public “foundations” — although sometimes without
the necessary resources. But with all of this their central role has faded. The
need for an unofficial opposition has disappeared and art no longer has the
direct political function it used to. Also, the high status which the state con-
ferred on ““official” artists has become a thing of the past.

5.2.35 The situation in Estonia is not untypical of a general decline in the
value given to culture. According to the Council of Europe’s Cultural policy
in Estonia, “since independence was restored, the arts and culture have no
longer been the main lever of political interests or a prime mover in political
and social development. Some content analyses of the Estonian press suggest
that people’s interest in the cultural debate and in the arts themselves has
been waning. These observations have been interpreted as signs that brute
political and economic forces have taken over the public scene and that poli-
tical and economic interests instead of intellectual ones are increasingly guid-
ing people’s thoughts and actions.””?

5.2.36 The dismantling of the old arrangements is by no means proceeding
at an even pace. Thus the intellectual communities in some European coun-

1. Cultural policy in Estonia, report by a European panel of examiners, European Programme of
National Cultural Policy Reviews. Council of Europe Publishing. Strasbourg, 1997.
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tries argue that governing regimes are in essence new versions of the old and
that freedom of expression is still at risk. Thus, writing of Serbia, Milena Drag-
icevi¢-Sesi¢ observes: “Culture and cultural policy in Serbian society today are
still deeply dependent on the old models of cultural policy and organisation
of the institutional system on the one hand, and on the other, on the demands
of certain intellectuals, oriented mostly towards the national question and
national culture [...]. The belief in the possibility of reforming cultural life,
especially within the institutional system of cultural life, such as appears in
post-totalitarian societies, is dangerous, since it is based on the notion that
the entire state and cultural apparatus, accustomed to working, thinking and
behaving in accordance with the rigid norms of totalitarians, can be painless-
ly and efficiently changed overnight, by accepting the rhetoric of ‘new’ post-
totalitarian, but hardly democratic society.”?

5.2.37 Serbia is, of course, by no means representative of the region as a
whole, but it is not alone in finding the transition to democracy a bumpy ride;
the essential reason being that democratic norms are being incorporated into
cultural life by the old administrative and cultural apparatus of the state,
inherited from totalitarianism. A heavily nationalistic bias is emerging. “[The]
space for freedom is opened selectively, in accordance with the politics and
cultural policy of the cultural and political bureaucracy. Replacing texts about
the partisan war, communism and revolution by others on the battle of Koso-
vo or St Sava, only shows the limits of the space for freedom in post-totali-
tarian society.”2

5.2.38 In most former socialist countries the move to free market econom-
ics has been extremely painful. Production has fallen, currencies have
collapsed and the standard of living has nose-dived. Often cultural spending
as a proportion of overall public expenditure has remained stable, but
has declined sharply in real terms (in some countries external financial
support has been helpfully provided by the Soros Foundation, the brainchild
of the Hungarian-born financier George Soros). The situation is not helped
by the understandable preoccupation of governments with infrastructural
problems, nor by the evident decline in discretionary income (for instance,
the intelligentsia and other consumers of books cannot afford the prices
which publishers in free market conditions are forced to charge). Arts organ-
isations are closing down or restricting their activities. Bulgaria offers
an example of what is happening; according to official figures, its GDP fell
by 9.1% in 1990, a further 16.7% in 1991 and 12.6% in the first half of
1992, although, unusually, it has succeeded in maintaining the real value of
its cultural subsidies. The purchasing power of the population has dropped by
more than 30%. Between 1987 and 1992 the number of theatre perfor-
mances decreased by 40% and the annual number of cinema attendances per
capita from nine to two. There is some irony in the fact that the cultural sec-
tor is being forced, on the one hand, to be more independent in raising rev-
enue from non-public sources, yet, on the other, is becoming more depen-

1. Dragicevi¢-Sesi¢, Milena, Cultural policy, the institutional system and art trends. Institute of
Social Sciences, Forum for Ethnic Relations, Belgrade, 1995.

2. Ibid.
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dent on governments subsidies and, in effect, de facto government institu-
tions.

5.2.39 The decline in attendances is as alarming as the financial problems,
as well as being a contributory factor. According to Jacek Sieradzki, Polish the-
atre critic: “The myth of the big cultivated audiences in our countries, was
one of the most successful achievements of communist propaganda. They
pulled it off by keeping theatre tickets [...] low — and, of course, by packing
the house with groups from factories and schools™.1

5.2.40 At the same time, the impact of globalisation has made itself felt in
central and eastern Europe and imports of cultural goods of all kinds from the
west have risen. A small, but telling, indicator comes from Timisoara in Roma-
nia, where, apparently, the average consumption of Coca-Cola is higher than
anywhere else in Europe — nearly 200 bottles of Coke a year for every inhab-
itant.2 Imre Borbely, a local member of parliament, commented: “This is not
the democracy we fought for. This is mass western culture that washes away
all the region’s character.”

5.2.41 To choose another instance, cinema-going in Estonia, as elsewhere,
has fallen sharply, but the previous dominance of the screens by Soviet prod-
uct has been replaced by Hollywood movies which take up 93% of all import-
ed films. For both artists and rulers, who sought freedom on a nationalist
platform, the irony is bitter. An Estonian commentator writes of the incom-
patibility of tradition and the free market: “In most political dinner-table
speeches one tries to unite both [extremes], at first singing praise to the free
market without any restrictions, and capitalist competition, and then shed-
ding a few tears about the disappearance of the feeling of national unity,
strong family ties and the emergence of a moral crisis. Unfortunately social
scientists find connections between these two phenomena.””3 The desire to
preserve traditional values, sometimes in the form of a kind of national mys-
ticism, is powerful in countries such as Latvia, where the overthrow of Rus-
sian rule is nicknamed the “Singing Revolution” because demonstrating
crowds chanted folk songs. However, it is not clear that traditionalism is any
longer a viable political and cultural option. As one Latvian cultural expert
observed at a recent conference on culture and development: *“By idealising
it, we are living our past again. It is to be hoped we will soon get over it and
look to the future.”4

5.2.42 The invasion of western culture represents a very considerable chal-
lenge to societies in flux and without the public resources for the time being
to mount a convincing response. It feeds the revival of irredentist nationalism

1. Quoted in Sullivan, Scott, “Artistic freedom”, Newsweek, USA, 3 April 1995.

2. “Romania tastes the American dream”, the European newspaper, 31 August-6 September
1995, London.

3. Cultural policy in Estonia. National report, European Programme of National Cultural Policy
Reviews. Council of Europe Publishing. Strasbourg, 1997.

4. Via Virtmane at the international conference on “Culture and development in the countries in
transition” (Moscow, 19-20 June 1995), op. cit.
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and in the long term could threaten the cause of European integration and
co-operation.

5.2.43 Cross-border traffic. Nationality, territory and language may define
the arts, but it has rarely been able to confine them. Intellectually speaking,
most artists dispensed with continental frontiers long ago. Germany, once its
rich musical, operatic and theatrical infrastructure had been rebuilt, proved a
magnet for talented young performers unable to find work experience in their
own countries. London nurtured disaffected theatre practitioners in the
1960s, who were a catalyst for a new radical theatre and a surge of theatre
writing, while more seasoned theatre directors — among them, Peter Brook,
Giorgio Strehler and Lluis Pasqual — found the embrace of a cosmopolitan and
well-funded Paris hard to resist in subsequent years.

5.2.44 Today, the arts continue to be enriched by international contacts.
However, as we have seen, the scope and pace with which global media
developments are taking place and the implementation of world-wide mar-
keting strategies, have added a new dimension to the internationalisation of
the arts. These developments pose a challenge to the policies of European
countries, especially the smaller ones, which (as we have seen) face being
overwhelmed by industries that have the power to disseminate cultural mes-
sages on a vast scale and threaten to erode the distinctiveness of national and
regional identities.

5.2.45 Perhaps in reaction, a new fascination with the local and with “dif-
ference” has emerged. It is complemented by a trend known as “glocalisa-
tion”. This is less a reaction against globalisation than a realisation by the
multinational companies and other major international players that strategies
for a global market must at one and the same time be international and local.
This point is also well understood by European institutions, such as the Coun-
cil of Europe and the European Union, which balance the principle of har-
monisation across the continent with subsidiarity and the encouragement of
local and regional networking.

5.2.46 In this new climate, the dynamics of international cultural co-opera-
tion are undergoing fundamental change. From being government-spon-
sored and controlled from above, exchanges are becoming more and more
direct or horizontal — artist to artist, producer to producer, arts organisation to
arts organisation and city to city. There has been a shift, especially in theatre
and dance, from ready-made product to joint explorations, experimentation
and co-productions. Until the late 1980s, drama, dance and opera produc-
tions were rarely conceived in international terms and as a result such collab-
oration as did exist was often beset by practical problems.

5.2.47 Today, cross-frontier traffic in the arts in Europe has been trans-
formed and the reasons for this are not hard to find. Co-productions and joint
exhibitions facilitate cost-sharing and transnational touring enables compa-
nies to achieve economies of scale and to penetrate new markets. Partner-
ships stimulate the mutual exchange of ideas and comparison of practice, and
so create subtle impulses for artistic development. The exposure of artists to
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new audiences and critics contributes to their professional development and
enriches the enjoyment of audiences, as well as adding the programme vari-
ety at venues and festivals. The increased mobility of performers has resulted
in a mushrooming of training and research opportunities through workshops
and masterclasses.

5.2.48 Unsurprisingly, a range of Europe-wide networks has come into
being to facilitate the exchange of information, people and artistic product.
At present, depending on definitions used, there are upwards of 100 active
transnational European networks in the arts and heritage field and the num-
ber is likely to grow. According to a recent survey, “there are networks of tex-
tile artists, of cultural centres in historic monuments, of jazz programmers, of
multidisciplinary centres in old industrial sites, of residential centres for artists,
of poetry translation centres, of performing arts professionals, of cultural
management training centres, of asylum cities which offer refuge to perse-
cuted writers and artists and many, many more.”’%

5.2.49 These constructive developments are not taking place uniformly
across the continent and this may bring into being a cultural version of the
“two-speed” Europe which some predict in the monetary field. It may be
resisted by the further encouragement of Europe-wide networks of arts prac-
titioners and promoters which can disseminate the advantages of good prac-
tice, including schemes that facilitate job ““shadowing’ such as Seeding a Net-
work, which enables theatre practitioners from eastern and central Europe to
gain direct experience of the work of their counterparts in the UK. Unfortu-
nately, networks are prone to financial insecurity and, unless they can be
properly resourced, they risk either becoming electronic databases because
their members cannot afford to meet, or “elite clubs” of those who can.2
Indeed there is ample evidence to suggest this is already happening.

5.2.50 The shift of emphasis towards a freer networking by individuals and
groups has not yet been fully recognised by governments, whose interna-
tional strategies were designed for a different time and different geo-political
realities. Their approach, whether driven by foreign ministries or mediated
through cultural institutes, generally remains inextricably linked to the
requirements of diplomacy, is essentially concerned with the presentation
abroad of positive images of a nation state and is the servant of political pri-
orities. It is true that in recent years some international cultural agencies (for
example, the Goethe Institute and the British Council) have directed their
efforts more precisely at “cultural relations™, which are intended to promote
understanding and co-operation rather than to win a one-sided advantage
and so are more neutral in their impact. This is an important distinction, but
it remains difficult to disentangle policies for international co-operation from
ambitions to enhance a country’s influence in the world or its trading poten-
tial. Moreover, the 1990s have seen budgetary cutbacks in the work of many
cultural institutes and the emergence of new political imperatives. If real

1. Staines, Judith, Working groups, network solutions for cultural co-operation in Europe. Euro-
pean Forum for the Arts and Heritage. Brussels, 1996.

2. Ibid.
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mobility of arts practitioners is to be achieved, it is time for governments to
re-examine their international cultural policies, so that they encourage and
support unofficial and independent exchanges which more adequately reflect
contemporary arts practice and the new political environment in Europe.

5.2.51 Programme policies at supranational and intergovernmental levels
have singularly failed to meet the new demand for cultural interaction. Their
impact has been weakened by a concentration on one-off project grants as
distinct from the provision of multi-year funding that would facilitate the
development of more permanent cultural partnerships. Arguably, the Euro-
pean Commission’s relative lack of response so far to Article 128 of the Maas-
tricht Treaty is not just a missed opportunity to “contribute to the flowering
of cultures of member states, but also marks a failure on the part of the
Council of Ministers to understand that marginal resources will only produce
marginal outcomes. For its part, the Council of Europe, through its Council
for Cultural Co-operation, has been a valuable reference point for the
exchange of information and policy ideas, but while the exponential growth
of its membership since 1989 has been universally welcomed, its already frag-
ile budget has not been correspondingly raised.

5.2.52 The Mediterranean rim: a new cultural dynamic. A new and signif-
icant space for cultural co-operation is emerging as a result of recent
Euro-Mediterranean agreements at a supranational and intergovernmental
level. The southern rim of the Mediterranean is regarded by many Europeans
as a source of unresolved problems, of arrested development, uncontrolled
migration and fundamentalism. Yet the Mediterranean rim is being revealed
as a rich, and until recently, untapped resource for European co-operation.
This process is being led by a new approach to cultural relations and net-
working.

5.2.53 The framework for Euro-Mediterranean co-operation was estab-
lished by European Union programmes such as Med-urbs (which promotes
collaboration between local authorities in Mediterranean rim countries
through economic development, social stability, management of the envi-
ronment and quality of life), Med-media (which supports networking and
projects between media professionals and public and private media institu-
tions) and Med-campus in the field of university exchange. The cultural
dimension was strengthened when Ministers for Culture from more than
twenty countries met in Bologna in April 1996, to translate partnerships into
action on cultural heritage, including the exchange of experience, skills train-
ing and promotion of heritage. This has since been transformed into a pilot
European Commission support programme.

5.2.54 Literature has also been a focus for co-operation, with such initia-
tives as the Mémoires de la Méditerranée to encourage the translation of
contemporary Arabic writers into European languages, the work of the Tole-
do School of Translators and the creation of a Mediterranean Booksellers Net-
work with the support of the Fondation Seydoux pour la Méditerranée and
the European Cultural Foundation. The Mare Nostrum is not only the home
of the great originators of European civilisation, but in today’s world is a meet-
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ing point for three continents all in the throes of change — Africa, Asia and
Europe. The countries on the Mediterranean’s northern shores have a lead-
ing role to play not only within their own continent but on the international
stage.

5.3 The renaissance of regions and cities

5.3.1 Culture and regional aspirations. As the world becomes more
homogenous, it is natural to try to differentiate one’s own experiences from
those of others. This motive may have prompted the unfolding of regional-
ism in the 1970s and 1980s (for example in Flanders, the French regions,
Lombardy, Scotland and Wallonia), but there are other powerful economic
and political explanations for the phenomenon. Economies of scale are mak-
ing way for what one might call economies of scope — where size is not the
prime organisational criterion so much as an ability to select partners for
strategic alliances. This is why both commercial companies and governments
are opting for structures in which small, strong units operate flexibly inside a
large overall organisation and/or outside it as sub-contractors. Denis de
Rougemont predicted this development in his Open letter to Europeans: “In
the Europe of tomorrow [...] the regions will very quickly form, organise and
assert themselves. And, since they will be young and flexible, full of vitality
and open to the world, they will enter into exchange relationships as fre-
guently and extensively as possible. They will tend to group together accord-
ing to their affinities and complementarities, and according to the new reali-
ties which have formed them [...] It is on the regions that we shall build
Europe [...] The policy of European union must now be to efface our divisions
and give free play to our diversities.”!

5.3.2 Regions — at least those comparable in size and development with
small and medium-sized nations — are showing themselves to be adept at
operating in the new global economy, especially through the medium of part-
nership with other regions. Their sense of identity can rest on a shared her-
itage or history, a particular natural environment, or a major economic enter-
prise. Michel Bassand points out: “There is no incompatibility between
regional identity and awareness of the world — on the contrary greater open-
mindedness means that regional identity must be strong and shared. A region
will be more of a dynamic and authentic partner of the other regions of
Europe and the rest of the world if its identity is living.”2 If it can muster a
consensus among its various constituencies — politicians, trade unionists,
industrialists, banks, intellectuals and the media — it is in a position to assem-
ble enough power to make them effective players on the European scene. The
shift of power from nation states to supranational bodies, such as the Euro-
pean Union, has coincided with devolution to regions and localities; regions
have the advantage of being comparatively new and so less encumbered with
responsibilities and bureaucracies than local authorities and inherently more
flexible in their approach.

1. de Rougemont, Denis, Lettre ouverte aux Européens. A. Michel. Paris, 1970.
2. Bassand, Michel, Culture and regions of Europe. Council of Europe Press. Strasbourg, 1993.
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5.3.3  The main European regions are often a mixed bunch of territories
ranging from ““national” communities with considerable internal ethnic and
cultural cohesion (for example Lombardy and Catalonia) to zones of admin-
istrative convenience. In the former case, they are sometimes over-preoccu-
pied with a nostalgia for past glories. Nevertheless many regions are proving
to be the fulcrum of some of the most imaginative socio-economic ideas to
have emerged in recent times.

5.3.4 ltisdifficult to establish a definitive count of the number of European
regions. The Assembly of European Regions is an independent association
of 269 member regions (1994), mostly drawn from western Europe. The
Council of European Municipalities and Regions is made up of national
federations of local, provincial and regional authorities and has a member-
ship of some 100 000. The forty member states of the Council of Europe
send local and regional representatives to the Congress of Local and Region-
al Authorities of Europe which has important consultative powers. Since 1994
the Committee of the Regions (COR), a statutory body of the European
Union, also plays a consultative role. At present the COR is responsible to
the Social and Economic Committee, but it is expected that when the Maas-
tricht Treaty is revised the COR will become a free-standing Community insti-
tution.

5.3.5 Interms of expenditure and resources, European regions are as vari-
ous as their demographic profiles and political status. However, where they
have political and executive powers, they usually show higher rates of spend-
ing than nation states (although somewhat lower ones than local authorities).
They tend to be areas where economic development and cultural develop-
ment are correlated and sustainable development is a characteristic of region-
al dynamics. They often have a large urban centre at their heart and are a cul-
tural counterweight to a powerful metropolis.

5.3.6  Decentralisation has stimulated much potential for synergy between
culture and the arts and the needs of regional and/or local government.
Regional heritage policies have a high profile in historic territories with their
own unique characteristics — for example, in architecture, food and landscape.
Regions and large regional urban centres are well suited to effective cultural
distribution both from the point of view of touring events and audience trav-
el times. Newspapers and television and radio stations often have regional
catchments and populations are large enough to justify substantial financial
investment and the full range of marketing opportunities. Arts associations of
various kinds increasingly look beyond cities and towns to regional aggre-
gates.

5.3.7 Regions of an average or slightly above average size (and major
cities) are able to offer a full range of university education, including educa-
tion in the arts and arts training. Library networks are large enough to justify
the expense of sophisticated central service and planning units. The wealthi-
er the economy, the smaller is the viable catchment area: in the Nordic coun-
tries, for example, well-resourced library systems are managed by the mu-
nicipalities.
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5.3.8 Inter-regional, and indeed inter-urban, co-operation is a growing
force in Europe. The Council of Europe has had an enthusiastic response to
its scheme to encourage this kind of collaboration. Regions which cross
national frontiers have begun putting forward common programmes and
regions of all kinds are working with partners across Europe and further afield.
Cities are also networking across the continent, entering into twinning
arrangements and through consultative fora are building a stock of shared
experience. Unfortunately little systematic data has been gathered to meas-
ure these developments.

5.3.9 Can cities be renewed without culture? Another way of looking at
Europe is as a network of cities. Cities have long been centres for all the tal-
ents and promoted cultural opportunities and freedom. In many European
countries (for example, France, the Netherlands and the United Kingdom),
they spend far more on culture than regions, especially those which do not
have authentic ethnic, linguistic and cultural identities that mark them out as
distinct from their neighbours. Great conurbations such as Lyon, Birmingham
or Frankfurt, are as wealthy and populous as small states and boast substan-
tial cultural programmes; Moscow has a larger cultural budget than the Min-
istry of Culture for the Russian Federation. But even market towns and me-
dium-sized cities are proud of their local traditions and appear happy to in-
vest in culture and the arts.

5.3.10 The city has been one of the beneficiaries of the weakening of the
nation state as a unit for social and political integration.! The roots of medieval
urban autonomy and of the city state as a base for a “republic” have been
revived and have inspired contemporary urban strategies. The search for civic
identity has become all the more urgent in the light of the many factors that
tend to segmentation and alienation, including social mobility and migration,
a wider range of consumer goods leading to multiple niche markets, the
arrival of a global culture, deregulation of housing and the real estate market
and cutbacks in welfare provision. The suburbanisation and modernisation of
cities in the 1950s and 1960s led to the decline of their centres: historical sites
were torn down to make room for an urban landscape, dominated by the car,
large office spaces, mass-oriented shopping malls and high modernist archi-
tecture which celebrated “instrumentality rather than aesthetic distraction or
spatial security”.2

5.3.11 In many European cities, the gap between the poor and the rich has
been widening. Absolute poverty still exists, even in corners of the richest
societies, but, defined in relative terms, it is widespread, creating an under-
class of exclus — people who watch affluence and the political process from a
disempowering distance. In many western countries, the middle classes are
leaving city centres or outlying suburbs with poor quality housing for resi-
dential neighbourhoods, and the retail trades are following suit.

1. This section is indebted to Corijn, Eric, and Mommaas, Hans, “Urban cultural policies in
Europe”, a background paper commissioned by the European Task Force. Council of Europe.
Strasbourg, 1995.

2. Ibid.
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5.3.12 Urban planners are emerging from a long period of post-war, mod-
ernist reconstruction (whether market-oriented or driven by western social
demaocrats or eastern command socialists). Conservation of heritage and the
environment have become live issues. However, few know how to address
the management of cities in ways that will moderate adverse social trends and
civilise market distortions. In many megalopolises, inadequate public trans-
port and the tyranny of the car have created as yet unsolved problems. The
well-meaning but misplaced policies of the 1950s and 1960s have resulted in
a built environment which is not conducive to social or cultural interaction.
They have all too often destroyed old communities and replaced them with
soulless public housing which have become zones of deprivation and disor-
der.

5.3.13 Inner cities or certain suburbs have become breeding grounds of
crime, drug problems and social unrest. Some local authorities are beginning
to apply cultural policies as one response to the traumatic transition from
industrial to post-industrial societies. Such policies are seen to have a contri-
bution to make to the provision of a secure environment for citizens and to
the reduction of street crime among young people. In that case, there is a
good argument for non-cultural, domestic security budgets to contribute to
support for the arts. An innovative example of this approach was the decision
by the probation department of Birmingham City Council to fund an arts cen-
tre, the Cave, to cater for disenfranchised and sometimes criminal young
black people.

5.3.14 Municipal authorities have recognised the role culture plays in eco-
nomic revitalisation, in addressing today’s multi-ethnic, multicultural realities,
in the contribution it can make to social integration and emancipation and in
the reassertion of the city centre as forum of public social life. At the local lev-
el it is acknowledged that culture can play a role in job creation. Although arts
advocates have on occasion exaggerated this effect, there is clearly potential
to be realised provided that there is effective co-operation between cultural
and employment departments at every tier of government. These ideas went
hand in hand with a recognition that cultural policy entailed supporting more
than the “high” arts and local government began to interest itself in popular
and youth cultures and in the cultural industries. This trend was heralded by
the now abolished Greater London Council between 1981 and 1986.

5.3.15 In addition to its contribution to community life and the solution of
social problems, culture is increasingly seen as an instrument to transform a
city’s image (for example development of flagship projects such as the
Antigone district in Montpellier, and Centenary Square in Birmingham) or to
regenerate inner city areas by creating new ‘cultural’ quarters, such as Frank-
furt’s new museums area, Sheffield’s cultural industries quarter or Dublin’s
artists’ quarter at Templebar, or to restore life and confidence to city centres
at night, as in the Estate Romana (Roman Summer) festivities between 1976
and 1985. Traditional businesses (bookshops, record shops, independent cin-
emas, etc.) can be preserved and up-dated and new ones can be created
(recording studios, crafts and design workshops, multimedia companies, etc.),
so creating employment for cultural workers. The cultural industries are
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important generators of employment and, in recent years, the number of
small and often under-capitalised enterprises (SMEs), both creative and tech-
nological, has mushroomed, especially in the audiovisual and music indus-
tries. The growth of “cultural quarters” in cities has been noted by the Coun-
cil of Europe’s Culture and Neighbourhoods project.

5.3.16 Experience of best practice suggests that there could be a role for
local and regional authorities, within a national framework, to establish devel-
opment strategies for cultural industries that build alliances between business
and culture to their mutual benefit. These strategies would promote produc-
tive relationships between the cultural and corporate sectors and the cross-
fertilisation of skills and resources, in particular the strengthening of business
acumen, the promotion of export marketing opportunities and integrating
the arts and cultural industries more closely with trade and business develop-
ment. Practical measures could be adopted, such as the use for cultural pur-
poses of redundant or empty premises. It is especially important to preserve
and transform traditional businesses (bookshops, record shops, independent
cinemas, etc.) whose disappearance impoverishes cities, as well as stimulat-
ing the development of new ones (for example recording studios, crafts and
design workshops, multi-media, etc.), which create employment for young
cultural workers.

5.3.17 Avibrant cultural life has become an accepted signal to indicate oth-
er creative potential (for example in technology or social innovation). It
received a symbolic imprimatur when the European Union established its
series of European Cities of Culture from 1985. Their political importance now
is evident from the extent to which cities compete for the title. The former
Arts Council of Great Britain launched a national scheme to nominate annu-
ally a city or region of culture in the United Kingdom, specialising in a differ-
ent art form (for example Birmingham City of Music in 1992, East Midlands
Region of Dance 1993, Manchester City of Drama 1995) to run until the mil-
lennium, which has not only encouraged significantly increased local spend-
ing on the arts, both by public authorities and the private sector, but has had
some success in identifying and publicising examples of good policy practice
and, in particular, the establishment of integrated strategies. This may pro-
vide a useful model for other governments which wish to encourage decen-
tralised cultural development and raise awareness of culture.

5.3.18 An important feature of cultural policy is the changing relation
between culture and the market. The market was once thought to disrupt the
free development of the aesthetic process, but contemporary urban strate-
gies have blurred the boundaries between the logic of artistic representation
and the imperatives of competitive production. From one point of view this
is likely to stimulate cultural innovation by encouraging a continuous search
for new audiences. This will not necessarily mean mass audiences, for, given
the increase in cultural opportunities, the cultural market embraces a multi-
plicity of niche markets, serving an ever-widening variety of audiences.

5.3.19 In many ways local government has been more imaginative and
innovative in the cultural field than national ministries and arts councils; cities
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have scored some resounding successes. Large sums of money have been
invested. Commerce and industry have played a part too in partnership with
the public sector; the system of “planning gain” in the United Kingdom,
through which commercial land and property developers are given planning
permission on condition that they also finance a desirable public cultural or
community project, either as part of their development or elsewhere in the
locality, has produced useful results despite pressure by developers to aban-
don it. Public authorities elsewhere might wish to consider adopting a similar
approach.

5.3.20 However, some observers look at all these developments dismissive-
ly. Instead of a move towards diversity and creativity, they see cultural uni-
formity and the victory of the commonplace. Too often they find urban pub-
lic space dominated by the banalities of high-profile global architecture. For
them the rise of “international modernism™ (that is, the increasing interde-
pendence of urban cultures and transnational economies), prestigious archi-
tectural projects, festival agendas and other features of cultural regeneration
have meant that megalopolises have begun to resemble one another more
and more closely.

5.3.21 Culture-led revitalisation strategies have, indeed, often focused on
civicimage-building and inter-urban competition at the expense of support for
local cultural infrastructures and resources. Cities are competing in the inter-
national beauty parade in the hope that they can attract industry and invest-
ment from large or multinational companies. They have offered an invitation
to consume, either in terms of the actual purchase of products or of the enjoy-
ment of vistas and spectacles. While there is no doubt that such strategies have
attracted new consumer groups and stimulated inner-city ““sociability”, they
run the risk of overlooking the indigenous cultural production and training
infrastructure, and of fragmenting local social and political cohesion.

5.3.22 Four issues arise from an internationally competitive, image-based
approach to urban renewal. There is the risk of widening the gap between
glamorous city centres and marginalised urban minorities. Cities become
increasingly dependent on imported culture, weakening the local creative
base. They are then in danger of losing local, social and political support.
Finally, high-profile inner-city cultural “packages’ are often unrelated to the
rest of the urban fabric.

5.3.23 While cultural quarters are economically valuable and add to a city’s
public liveliness, they can lead to gentrification, displace local residents and
facilities and set off sharp rises in land values, rents and local costs of living
that drive out artists and artists’ studios and workshops. These consequences
often follow the physical reconstruction of parts of a city (for example the
Frankfurt Museums Quarter, the Centre Pompidou and the Opéra Bastille in
Paris). Meanwhile, other districts witness a concentration of multiple depri-
vation (for example unemployment, poverty, social stress, low education lev-
els, poor health, a bleak external environment, lack of facilities and social iso-
lation). Restoring public life in these neighbourhoods cannot be achieved
through city centre-oriented cultural policies. Successful strategies for city
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centres (for example Glasgow and Antwerp) did not solve the problems of
the urban periphery. By contrast, the examples of Hamburg, which estab-
lished a system of neighbourhood cultural centres used by about half a mil-
lion people a year, and Bologna, whose Youth Programme, launched in 1981,
re-equipped and renovated the city’s neighbourhood youth centres and stim-
ulated thriving enterprises in electronic music, video, computer graphics and
other cultural activities, demonstrate convincingly that alternative cultural
policies can be highly successful.?

5.3.24 It is clear that a monocultural approach to urban planning is inade-
guate to the kaleidoscopic and often conflictual nature of today’s city. Inte-
grated strategies are called for which balance neighbourhood and city centre
needs and are based not on a fixed identity to be reproduced through tradi-
tional practices, but on difference and change. They should aim at develop-
ing an image of the cultural identity of a city with which different communi-
ties can identify from the different perspectives. Local production of culture
is an important priority as is an openness to world cultures (bearing in mind
that some non-European communities do not find their social or cultural
“elites” locally but on other continents). As Corijn and Mommaas observe:
“The idea of an urban forum, a platform for cultural interaction, an open-
ended cultural policy, is better adapted to reality than the defence of one cul-
tural form against another. This requires great tolerance, especially by the
dominant groups, ... and a great emphasis on the importance of multicultur-
al education.”2

5.3.25 A further weakness of some civic developments in the past has been
an unwillingness to put confidence in artists themselves. In fact, painters and
sculptors have often been found to have a useful contribution to make
throughout the planning process when their work is fully incorporated in new
developments rather than (as is sometimes the case) installed as an after-
thought. The case for the arts, media and heritage to be included as essential
elements in programmes of town planning, transport, the environment and
economic, social and tourism development is a strong one, as is the desir-
ability of involving artists in decision-making at the earliest possible stage.
This cultural planning approach would mean that, when urban development
strategies were being formulated, a cultural perspective would be at the
heart, rather than a peripheral consideration.

5.3.26 Contemporary issues demand creative solutions and a recognition
that there is a coalition of concerns. As Franco Bianchini argues, hitherto
“planners and policy makers have regarded culture simply as a resource to be
exploited, rather than a critical and creative force that questions established
ways of thinking and working and [which] could inspire a fresh approach to
urban planning and policy.””3 A “culture of creativity” needs to be injected

1. For a fuller discussion, see Culture and neighbourhoods, Volume 1, Concepts and references.
Council of Europe Publishing. Strasbourg, 1995.

2. Corijn, Eric, and Mommaas, Hans, “Urban cultural policies in Europe”, a background paper
commissioned by the European Task Force. Council of Europe. Strasbourg, 1995.

3. Bianchini, Franco, “Towards the creative city”, in International Arts Manager magazine. Lon-
don, April 1996.
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into policy-making at city level which facilitates co-operation between artists
and architects, planners and the public, for without a cultural dimension can
a city be revitalised?

5.3.27 Crisis in the countryside. While many cities are undergoing revival,
the old patterns of life in the countryside have long been in decline. Farming
has been industrialised with a huge loss of jobs and sometimes environmen-
tal despoliation. Intensive forestry has irreversibly changed the landscape.
Urban middle classes, commuting to their neighbouring towns and cities,
have settled there in growing numbers and, to reverse the Latin tag, have cre-
ated urbs in rure. In the countryside traditions die hard and there is a sharp
contradiction between centuries old habits of mind and the intrusions of
modernity. However, many villages have lost much of their traditional sense
of community and in some parts of western Europe rural culture has all but
disappeared and in much of central and eastern Europe totally collapsed. Cul-
tural centres previously maintained by collective farms and food processing
industries have been closed down and daily life has become almost intolera-
ble.

5.3.28 Agriculture has become a major policy area both at national and
international level (arousing strong passions among French farmers and oth-
ers during the GATT negotiations). However, it has been considered mainly
from the perspective of economic and trade interests. Changes in food pro-
duction methods are leading to a decline in the numbers who earn a living
from rural occupations. One unpredicted consequence of the information
revolution is the repopulation of the countryside with small service business-
es. It is gradually being recognised that farming policy also has to address the
larger issue of maintaining a viable rural social environment and related tra-
ditions.

5.3.29 This was recognised by Unesco when it devoted a year of its World
Decade for Cultural Development to culture and agriculture. The Council of
Europe’s Rural Habitat Cultural Routes programme is based on the recogni-
tion that “cultural heritage does not consist solely of castles and churches. It
also encompasses farms and simpler dwellings, as well as everyday objects
which reflect local history and bear witness to developments shaped by the
way people actually live. Such initiatives can help inculcate respect for the
richness of the rural environment and an appreciation of the commonplace.
Moreover, affirming a rural, distinct and varied cultural identity, when this
involves protecting and preserving that culture’s special features and bringing
in new patterns of ““green” tourism, contributes to social and economic sta-
bility.””* Sculptors can help to crystallise sensitivities about the rural landscape
and liberate the imagination through sculpture parks, forest trails and crafts

1. Cultural routes — Rural habitat, a brochure published by the Council of Europe Cultural Routes,
Strasbourg. What action should be taken to face this challenge has been suggested by the Coun-
cil of Europe’s Steering Committee for the Conservation and Management of the Environment
and Natural Habitats. See also Giorgis, Sébastien, Rural landscapes in Europe: principles for cre-
ation and management, Steering Committee for the Conservation and Management of the Envi-
ronment and Natural Habitats, Planning and Management Series, No. 3. Council of Europe.
Strasbourg, 1995.
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workshops. In sum, there appears to be a need for a general agricultural
reform, from the perspective of rural cultural development and not simply of
the economics of farming.

5.3.30 Defining the sustainable development of the countryside implies a
comprehensive, concerted and coherent approach to ecological, cultural as
well as economic needs, as Sebastian Giorgis indicates.! The convergence of
interests between environmental, heritage and cultural policies ought to be
recognised; as things stand, these areas are addressed separately with the
result that priorities sometimes conflict with one another (for example tourism
with lifestyles and recreation with farming) and the opportunity for compre-
hensive and overall development is missed. Similarly, artists and craftspeople
could be encouraged to live and work in the countryside. Regional crafts
development and marketing and arts elements in rural enhancement are
increasingly recognised as employment and training projects qualifying for
support under the European Commission’s Structural Funds programmes for
Objective 5b regions, though more could be done to promote this. In addi-
tion, new technologies could enhance cultural provision in the countryside if
schools, libraries, churches and other local agencies were linked to larger elec-
tronic networks.

5.3.31 Tourism: a two-edged sword. Tourism is a key aspect of most plans
to regenerate regions, cities and the countryside, although it can be a two-
edged sword: it creates jobs, but it can also degrade the heritage and the
environment in the process. The urge to travel, whether for education, adven-
ture, rest or recuperation, is deeply rooted in the human psyche. Neverthe-
less, for hundreds of years travel for pleasure or enlightenment was primari-
ly restricted to those of higher income or education. The twentieth century
in general and its second half in particular, with the advent of the jet engine
and package holidays, has brought tourism within the reach of all but
the poorest members of society. As Angus Stirling, formerly Director of the
United Kingdom’s National Trust, has observed, travel has come to be regard-
ed “as one of the fundamental rights, a touchstone of a free society, just
as to be forbidden to travel is a hallmark of living under a tyranny.”2 Tourism
is a massive and growing industry, being the world’s leading economic
contributor, producing 10.2% of the world’s gross “national” product,
employing 204 million people and paying US$ 665 thousand million in tax
revenues.

5.3.32 The European share of this colossal market is significant; at present
tourism is more of a western European phenomenon, but the growth of inter-
est in eastern Europe as a tourist destination is likely to continue, bringing
much needed hard currency to those countries. Tourism accounted for 5.5%
of Gross Domestic Product in the European Union alone, 8% of private con-
sumer spending, 4.5% of total foreign currency earnings and 4% of foreign

1. Ibid.

2. Stirling, Angus, quoted in “Today’s arts, tomorrow’s tourists”, report of a seminar on arts and
tourism, organised by the Arts Council of Great Britain in association with the Museums and Gal-
leries Commission (Birmingham 1991). Arts Council of Great Britain. London, 1991.
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currency outgoings.! In the early 1990s, about 250 million tourists were vis-
iting Europe, compared with 25 million in 1950.2 Projections suggest this will
rise to 476 million people annually by 2010.3 An OECD study reports that
Europe attracts more international tourism than any other continent, valued
at about US$ 100 thousand million. However, the latest World Tourism
Organisation figures suggest that as the numbers of tourists increase world-
wide, Europe’s share of the market will decline.4 The tourism industry employs
close to 9 million people in Europe — approximately 6% of the European
Union’s job market before the accession of Austria, Finland and Sweden.5 In
Spain, it represents 9.3% of total employment, in Portugal 8.6%o, in Greece
7.2%, in France 6.9% and in Ireland 6.3%. As an economic and cultural sec-
tor, tourism has “an increasingly important role in the post-industrial scenery
of tertiary sector growth’s.

5.3.33 With an ageing population and more young people without families,
it is possible that mass tourism within Europe will continue to increase in the
coming years, perhaps with a greater emphasis on cultural tourism, but in the
process putting huge pressures on the most popular heritage sites. The deci-
sion facing policy makers is how to limit the negative consequences of a pur-
suit which may play a major part not only in breaking down East-West barri-
ers, but also in assisting economic reconstruction.

5.3.34 According to World Tourism Organisation Statistics, 53% of tourists
now opt for cultural destinations. In many respects this is an admirable devel-
opment which enriches the lives of millions: many people are particularly
open to new ideas and experiences when travelling on holiday and the pro-
liferation of cultural festivals throughout the continent combine the pleasures
of social exchange with aesthetic experience. Some countries run elaborate
programmes, such as France’s Culture au soleil. However, one of the conse-
guences of mass tourism, especially in countries with an abundant heritage,
is damage to local environments and to cultural heritage sites, inflation of land
prices, high levels of consumption and waste and distortions of traditional life-
styles and cultural identity.

5.3.35 Itis evident that the tourism juggernaut cannot, indeed, should not,
be halted. This is not just for economic and commercial reasons, but also
because it would infringe the individual’s right to freedom of movement. Also,
tourism confers many cultural benefits. But there are some useful measures
that deserve consideration: first, planning authorities would be prudent to
incorporate their tourism strategies into their cultural, environmental and her-

1. Eurotourism: culture and the countryside, DG XXIII Tourism Unit. European Commission.
1994.

2. Davidson, Rob, Tourism in Europe, Pitman/Techniplus. London, 1992.

3. World Tourism Organisations figures quoted in “Tourism fights an identity crisis”, the Euro-
pean newspaper. London, 5-11 May 1995.

4. Ibid.
5. Tourism policy in the EU, Background Report. European Commission. December 1994.

6. The challenges facing European society with the approach of the year 2000 Strategies for
sustainable quality tourism. Council of Europe. Strasbourg, 1994.

97



In from the margins

itage policies so that an appropriate, interactive balance can be found
between development and conservation. Secondly, there is a case for a
hypothecated tax on commercial operators (for example travel agents,
restaurants, transport operators and hotels), the proceeds of which would be
devoted to cultural, environmental and heritage priorities. This combination
of taxation and regulation would make it easier to prevent tourists from killing
the thing they love.

5.3.36 Devolving power — an insoluble contradiction? The revival of
regions and cities and the growing acceptance of the principle of subsidiarity
is placing considerable strains on political structures. Who speaks for the peo-
ple? There are conflicting claims. National governments, elected by universal
suffrage usually on higher turnouts than in local polls, believe that they have
the overriding mandate. They raise most if not all the taxes and where regions
or cities do have tax-raising powers these are often circumscribed by the state.
Above all, national governments pass laws.

5.3.37 By contrast, regional and local authorities, although they are also
elective, are seldom legislative assemblies and many only exercise devolved
executive powers, on a franchise from *““above™. The position varies widely
from country to country. In Germany the government is relatively “weak’ and
the Lander have a substantial degree of independence, reflecting their previ-
ous status before the unification of Germany in the nineteenth century. Since
the death of Franco, Madrid has handed over many of its powers to autono-
mous regions, some of which have aspirations to national status (for example
Catalonia and the Basque country). In the United Kingdom the main political
parties accept the need for giving further powers (in varying degrees) to Scot-
land and Wales. Even France, with its tradition of rule from Paris has attempt-
ed an ambitious, if carefully controlled, programme of decentralisation.

5.3.38 The post-communist democracies in central and eastern Europe, in
reaction to the old totalitarian centralism, are mostly formally committed to
devolution. However, in practice the record has been patchy; lack of financial
resources is one reason, but it may also be that bureaucracies, often still
staffed by the officials who managed the anciens régimes, are putting a break
on the process. Also politicians are coming to see, with the passage of time,
the advantages of a degree of continuity with the rejected past.

5.3.39 Underneath this confused and uneasy scene lies something which
looks very much like an insoluble contradiction. Everyone acknowledges the
administrative and in some sense democratic benefits of decisions being tak-
en as close as possible to those affected by them. There is little doubt too of
the energy and popularity of the resurgent regions and cities and the disillu-
sion that many people feel for the national political process. At the same time
there are historic traditions and political realities which make it most unlikely
that the day of the nation state is, or should be, over. It is here to stay, at least
for the foreseeable future.

5.3.40 The trouble is that national, regional and local governments patrol
the same territory and it has proved difficult in many cases to avoid an over-
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lap of responsibilities and powers. However, they do not necessarily see eye
to eye on policy. Thus, a national government of one political persuasion may
adopt a very different cultural strategy from that of a major city administra-
tion governed by an opposition party or parties. Or, simply, the national inter-
est may be perceived to conflict with the local interest.

5.3.41 There are a number of possible solutions to the conundrum. Accord-
ing to one line of thought, culture should be local and that responsibility
for its management should be devolved. At most, national govern-
ments should restrict their competence to international cultural exchange,
although some argue that even that is unnecessary. Regions and cities, they
point out, have already established Europe-wide networks which are
more effective than national cultural agreements and politically inspired
exchanges.

5.3.42 A disadvantage with this approach is that, if access to culture is to be
assured for all citizens, complete devolution will inevitably lead to varying lev-
els of service throughout a country, an inequitable outcome. Furthermore,
local cultures can be provincial and sometimes out of sympathy with new
artistic developments. Those who take this view believe that cultural strat-
egy is best established and funded centrally and that a national policy frame-
work is necessary.

5.3.43 It has been suggested that it might be ill advised to be too tidy-mind-
ed. If all levels of government have cultural competence, there may be con-
flicts, overlaps and inefficiencies, but there can also be agreement and joint
endeavour, if effective and systematic mechanisms for co-ordination are insti-
tuted. A problem in several countries is that cultural responsibilities are not
clearly delineated between the various tiers of government. Universal stan-
dards of provision could be generally assured if all levels of government had
legal obligations to support culture.

5.3.44 A riposte from the Nordic countries or the Netherlands might be
that there are more synergies in planning for consensus than tolerating dis-
agreement. National governments in the Nordic countries have learned to
limit their responsibilities to designing and endorsing overall strategies, but
after the most thorough consultation and debate. They now tend to steer
clear of detailed interventions. At the same time other tiers of government
and agencies have substantial freedom to develop and implement their own
policies. The arrangement works because of the goodwill that flows from a
careful distinction being drawn between overall strategy and day-to-day
management and from the thorough implementation of the consultative
principle.

5.3.45 This model would probably not be so successful in more fissile soci-
eties where culture is part of larger political programmes and conflicting
nationalist agendas. In fact, there appears to be no one solution to the ques-
tion of cultural devolution and each European country will have to work out
its own approach according to its circumstances and prevailing political real-
ities.
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5.3.46 Experience in the Nordic countries suggests a number of broad prin-
ciples which decision makers further afield might care to bear in mind. First,
where there are overlapping competences, there is advantage in national
governments restricting themselves to a high level strategic role. Secondly,
national strategies should only be prepared after comprehensive discussion
with regions and municipalities as well as the arts communities. Thirdly, noth-
ing is more likely to give offence than when national governments transfer
cultural responsibilities without the appropriate financial resources. Fourthly,
and this is a more contentious point, a legal obligation on all tiers of govern-
ment to support culture may appear to have its attractions, especially in those
parts of Europe where lower tiers appear to be disengaging from cultural
responsibilities. Nevertheless, rather than using coercion, it may be more
appropriate for national or regional governments to be sufficiently convinced
of the benefits of investing in culture that they will impart such convictions,
with encouragement and incentives where necessary, to lower administrative
tiers.

Summary

As an accumulation of knowledge and values, culture can help to unite
Europe as well as maintain its diversity, but it also contributes to exclusive
assertions of social, national and ethnic identities. The arrival of an all-encom-
passing, Americanised, global culture threatens local European cultures,
although the danger can be exaggerated, and has made considerable incur-
sions into central and eastern Europe. What passes for “American” is often
multinational in any case. Nevertheless, there is a significant imbalance in
audiovisual trade between Europe and the United States. The global domi-
nation of English ought not to be achieved at the expense of other European
languages. All levels of government have come to acknowledge the economic
significance of culture, but, making the most of a trend towards the devolu-
tion of national powers, regions and city authorities lead the way in exploit-
ing this potential. In so doing, however, some of them have fallen into the
trap of placing too little emphasis on culture as an instrument of empower-
ing people and achieving social reconciliation. This is exemplified by the
restoration of city centres at the expense of neighbourhoods and a ruthless
encouragement of tourism to the point where it distorts local patterns of life
and damages heritage. Changes in transnational cultural co-operation need
to be addressed with new policies.

Points for consideration
Contribution to human knowledge and understanding

i The role of language policy needs to be fully recognised; pan-Euro-
pean organisations have initiated many programmes advocating the teach-
ing of second languages, the promotion of translation and the enhance-
ment of the status of minority languages. The outcomes of these pro-
grammes should be fully recognised in cultural policy and decision-making.
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ii. Governments which have not already done so should seriously con-
sider ratifying and enforcing the Council of Europe’s Charter for Regional
or Minority Languages.

iii. The inherited languages of the European communities of non-Euro-
pean origin would be protected by the addition of a protocol to the Euro-
pean Charter for Regional or Minority Languages.

Economic and social outcomes

iv. In countries where there is no fixed price maintenance for books or
where such agreements have been abandoned or VAT has been intro-
duced, the position of small bookshops and publishers needs to be moni-
tored to ensure there is no reduction of consumer choice in the long term.

V. Every encouragement should be given to central and eastern Euro-
pean governments to ensure that cultural budgets are maintained at a lev-
el that would allow them to mount a convincing response to the invasion
of western culture through film, satellite television, books and music
recordings.

Vi. Local authorities should consider raising resources in new ways for
cultural, environmental and heritage activities; for example, through
hypothecated tourism taxes and “planning gain”, through which proper-
ty developers finance a public cultural building project in return for plan-
ning permission.

Vii. Every encouragement should be given to local authorities to estab-
lish integrated cultural strategies, incorporating the arts and media, the
environment, the heritage and tourism and linked to their programmes of
economic, social and educational development. Care needs to be taken to
ensure coherence and balance between national priorities and regional and
local concerns. Municipalities should balance city centre and neighbour-
hood priorities with great care.

viii. ~ Consideration should be given to a European pilot scheme involv-
ing ““model” cities of culture which would test innovative and integrated
policies and practices. At the same time, governments should consider
adopting national schemes to raise the public profile of culture, such as
nominating annual Cities or Regions of Culture.

iX. Public authorities should acknowledge the contribution the arts can
make to a secure urban environment. They should monitor good practice
and explore the feasibility of obtaining financial contributions for culture
from domestic security budgets.

X. There is a role for local and regional authorities, within a national
framework, to establish development strategies for cultural industries that

101



In from the margins

build alliances between business and culture for their mutual benefit. These
strategies should promote productive relationships between the cultural
and corporate sectors and the cross fertilisation of skills and resources, in
particular the strengthening of business acumen, the promotion of export
marketing opportunities and integrating the arts and cultural industries
more closely with trade and business development. The conversion of
redundant buildings as work space for artists, craftspeople, etc., and the
development of cultural industries quarters to revitalise inner cities should
be encouraged, but longer term effects on affordable living and working
space for creators need to be monitored to ensure they are not disadvan-
taged.

Xi. If overlaps and conflicting policies in the cultural field between
national, regional and local governments are to be minimised, considera-
tion should be given to restricting national responsibilities to high level
strategy, to ensuring maximum consultation during the policy-making
process and to avoiding decentralisation of responsibilities without ade-
quate financial resources.

Harnessing human resources

Xii. All joint European policy initiatives in the field of the European
audiovisual industries should more fully reflect the need to implement
extant measures and actions which seek to renew the existing pool of cre-
ative talent and to support more effectively — through finance and access
to practical expertise — training, production and distribution in the new
democracies of central and eastern Europe.

xiii.  If real mobility of arts practitioners is to be achieved, governments
need to re-examine their international cultural policies to relate them more
closely to contemporary cultural practice in international co-operation
between arts organisations — providing adequate support mechanisms, but
not steering the process.

xiv.  Supranational and intergovernmental agencies should re-orient
their cultural exchange policies away from one-off projects towards
schemes which promote the establishment of more permanent relations
between arts organisations in Europe, co-operation via networks and work
experience exchange.

XV. Sustainable rural development requires a comprehensive and co-
ordinated approach to environmental, cultural and economic needs. Artists
and craftspeople should be encouraged to live and work in the countryside
and the new technologies could be deployed through schools and libraries
to enhance cultural provision to marginalised rural communities. Crafts
development projects and arts in rural environments are legitimate areas
for assistance under the European Commission’s Structural Funds support
for rural regions and need to be promoted as such.
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6 The economics and management of the digital revolu-
tion

“CD-Rom and CD-i are mostly based on computer logic, which is a
very rational process. For games or for educational and training pur-
poses, it is perfect. It represents a real revolution — having access to
the British Museum or the Louvre Collection is amazing and will
change the way people have access to knowledge. But creativity
usually doesn’t follow the same logical path. Creativity is all about
intuition and being irrational. So far | haven’t seen anything that
would allow people to get into a multimedia product in a totally
irrational and non-logical way.”

Jean-Michel Jarre t

“Marshall McLuhan prophesied the end of the Gutenburg galaxy of
print-based culture in the technological global village. What seems
more likely to be true is that the new technology culture simply
embraces and digests the old — the artist or the book — and takes its
own functioning place as one more mechanism in a world of ever-
multiplying communications, in which the transmission of narra-
tives has little to do with the continuity of cultural values, or the
presentation of classics or canons, but is simply one more element
in the world of competing hyper-realities.”

Malcolm Bradbury 2

6.1 The ““electric blanket™

6.1.1  The globalisation processes of the world economy escalated in the
mid 1980s as a result of the radical structural changes of the previous decade.
During the 1970s, European and Japanese firms began to mount an effective
challenge to American global economic hegemony — a factor which con-
tributed to the breakdown of the Bretton Woods agreement. This was
followed more recently by the rise of the South-east Asian economies, as
sites of transnational production based on low labour costs and favourable
investment conditions. At the same time, the Latin American and Caribbean
region is undergoing rapid development with all the associated risks of
heightened instability, while sub-Saharan Africa and South Asia are experi-
encing a further disconnection of their economies from mainstream global
economic activity. All these changes have in effect narrowed down the geog-

1. Jarre, Jean-Michel, quoted in Short, David, “Jarre breaks the spell””, in the European newspa-
per. 20-26 January 1995.

2. Bradbury, Malcolm, “Let’s do the Pomomo a-go-go”. The Guardian newspaper. London, 9
December 1995.
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raphy of the global economy, shifting it from a North-South to a much
stronger East-West axis.

6.1.2  While world trade in the 1950s was still dominated by raw materi-
als, primary goods and resource-based manufacturing, by the 1980s the bal-
ance had tilted towards trade in finance and specialised services. At the same
time the well-documented growth of Foreign Direct Investments (with
Europe being the largest recipient of FDI in services in the 1980s) and of
transnational companies is also evidence of globalisation. At stake is the
restructuring of the world economy from a predominantly multinational to a
transnational geography, entailing the dispersal of various parts of the pro-
duction process from developed to developing economies. Transnational
*““spaces” for economic activity have been formed, such as export processing
zones and enterprise zones, off-shore banking centres and new global elec-
tronic financial markets. These developments have been made possible by
new transport and communications technologies, and by relatively low ener-
gy costs (for example, oil prices). The need for international communication
in real time and for massive data transfers has led to the evolution of a glob-
al information infrastructure, the development of which has become one of
the fastest expanding sectors of the international economy. Routine jobs, in
manufacturing as well as in services, are exported to low-wage peripheries,
while high level professional and managerial jobs remain concentrated in
knowledge- and infrastructure- intensive economic centres.

6.1.3  Something fundamental has changed in the relationship between
economics and the nation state, to the disadvantage of the latter. Although
particular aspects of economic activity are, by the nature of things, located in
sovereign territories, national governments have lost the power they used to
hold in the days of conventional international trade and play a minimal part
in their management and control. The organisation of production has become
less dependent on “fixed” natural resources and more on “soft”” and “flexi-
ble” resources, such as a region’s linkages with technological and transport
infrastructures, the conditions of the labour market, available human skills
and cultural orientations. A deconcentration of corporate power and capital
has taken place, with the result that the economic geography of global pro-
duction matches less and less closely the political geography of nation states.
In this context, European economies have experienced an increase in intra-
and extra-European competition, and a shift from manufacturing industries
to the finance and services sectors; both these factors, in addition to their eco-
nomic importance, have become “sensors” of a globalised world economy.
Messages sent by the international financial markets shape the policies of
national governments — and also the fates of their cabinets and leaders.

6.1.4  The control of risk. The market economy and industrial production
have traditionally been based on uncertainty and the taking of calculated
risks. Scientific and technological progress has followed similar principles, pro-
ducing “developmental breaks™ from time to time, ushering in new phases
such as the ““industrial revolution™, “mature capitalism”, the “post-industrial
society” and the ““information society”. In the past, financial institutions and

manufacturers coped with uncertainty by developing methods of acceptable
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risk-taking. They engaged in an unremitting search for new production tech-
nigues and high-profit products, ever more flexible managerial methods and
the diversification of business activities. Governments encouraged them
along this road and did their best to maintain overall economic stability and
national competitiveness.

6.1.5 It is tempting to be over-impressed by the triumphs of technology
and to make exaggerated and ill-founded predictions of their future impact.
Bernhard Serexhe, for instance, argues that the new technologies will not lead
to more jobs, more democracy and more individual freedom, but to monop-
olisation, social segmentation and a standardisation of all cultures.! Never-
theless, the speed with which information, images and sounds are now trans-
mitted around the world has permeated traditional political, economic and
social structures and is transforming both the culture of business and the busi-
ness of culture. Such is the complexity and pace of events and the scale of
investment demanded from transnational corporations that it has become
necessary to exercise a greater control over the management of risk than for-
merly.

6.1.6  One way of doing this has been by altering the relationship between
science, technology and society in the sense that the business world no longer
sees science and technology as a random, or at least unmanageable,
sequence of scientific discoveries. Uncertainty has to be eliminated so far as
possible and there are now systematic expectations of particular types of
innovation, backed up by highly targeted investment and research efforts.
These expectations rely on a circular dialogue between researchers who
devise new products and those who use them: inventions are publicised in the
mass media and the resulting consumer demand ricochets back to the tech-
nologists via corporate managers (or this is what is intended, for it is some-
times easier said than done to predict a completely new product’s market
potential: as a leading businessman in the field observed recently: “You have
all of these organisations doing truly stupid things in anticipation of markets
that don’t currently exist”).2 Information and communications technology
plays a special role in this process; along with space research and biotechnol-
ogy, itis one of the key high-tech areas which are universally believed to guar-
antee economic and social development. It has given rise to the notion that
information is a factor of production which can supplant energy and man-
power.

6.1.7 Riskis also diminished through acquisitions and mergers, with mega-
corporations moving themselves into positions where they control as many
different facets of hardware, software and creative production as possible.
This makes a good deal of sense if one looks at the strengths and weakness-
es of the key players. For example, in the cultural industries, the telephone

1. Serexhe, Bernhard, in the summary of his paper “Globalisation. Deregulation. The loss of cul-
tural diversity?” in Arts and media: A new challenge for the artists in Europe, European Council
of Artists. Copenhagen, 1996.

2. See Scaife, John, “Vorsprung durch Technik — The relationship between technology and the
arts”, report on a conference on The economy and the arts. Dublin, December 1994.
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companies and cable operators have deep pockets and good delivery sys-
tems, but little access to creative content; the content providers (for example,
Hollywood) are well endowed with creative power, but are weaker when it
comes to delivery. The multimedia/computer game producers possess abun-
dant creativity, but offer little in the way of original content and have rela-
tively limited financial resources.? It follows that synergy and, thence, profits
are created by bringing these different wings of the communications indus-
tries into unified companies which have a foot in every camp.

6.1.8 New computer technology has made it cheaper to buy into many
areas of the print media, and cable and satellite have opened broadcasting to
increased competition. Another factor which has fuelled the momentum to
ever larger conglomerates is technical “convergence” of computing, telecom-
munications and media into an emerging digital format. The difference
between a news broadcast and an online service is soon going to be very dif-
ficult to define. National governments look askance at a growing concentra-
tion of ownership, but simply to resist it seems not to be a viable option con-
sidering the massive investments required, so massive that very few
companies have the resources to afford them. Politicians face a dilemma,;
either they can let the market rule and so encourage international competi-
tiveness at the cost of European diversity and national identities, or they can
try to limit the size of media conglomerates (probably concentrating their
attention on audience numbers or revenues rather than the number of chan-
nels or newspaper titles owned), but at the risk of accelerating American and
Asian penetration of the European market. The way forward may be to estab-
lish a system of regulation which ensures a “level playing field”” for European
commercial competitors and transparency about who owns what, and which
protects consumer interests, rather than to limit monopolies directly.

6.1.9 The second information and media revolution. While it had once
been supposed that the industrialisation of information would simply result in
incremental improvements of existing products, by the late 1980s a change
in degree had become a change in kind. Technology began to focus on speed
of transmission, multimedia outlets and interactivity; on the linking of com-
puters, telecommunications through digitalisation and broadband transmis-
sion into global, integrated communications networks. The novel feature of
these developments is that they have enabled interaction between one indi-
vidual and another, allowing them to order or shape their information exact-
ly as they please.

6.1.10 The development of network communications, as in the Internet, has
freed information exchange from state supervision and enabled individuals to
converse with each other on any topic unhindered. This may make life easi-
er for criminals, pornographers and terrorists, but it also strikes a mighty blow
for freedom from censorship and has an obvious potential for cultural and
social participation. Governments are showing signs of growing nervousness
about a communications system which they are unable to supervise and man-

1. See John Scaife, p. 105.
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age. The advent of cheap encryption is preventing them from asserting effec-
tive control. Compuserve’s decision in late 1995 to ban certain Internet news-
groups dealing with sexual subject matter at the behest of the Bavarian Gov-
ernment did not seriously prevent the technically adept from finding other
routes to what they are looking for. Perhaps the only foolproof way of con-
trolling the Internet is by shutting down the telephone lines required to trans-
mit data, as AT & T did in Venezuela when that country failed to settle its
account with the company. This is too drastic a step to be a practical course
of action in most cases.

6.1.11 A glance at the history of the Internet, the single most remarkable
feature of the information revolution, and its characteristics demonstrates its
potential political, economic, social and cultural significance. Its development
is now a familiar story. Devised for the Pentagon to protect military informa-
tion exchange, the Internet first emerged from a decentralised, computer-
mediated communications system to be the main means for inter-university
communication. After the incorporation of the hypertext principle in Gopher
and World Wide Web, it became a global communications vehicle which links
millions of servers and sites and tens of millions of subscribers. Its manage-
ment has remained non-hierarchical, but, as such, is falling prey to commer-
cial communications, advertising and sales efforts. It is now recognised as the
most comprehensive of reference systems and a source of information of all
kinds and, for some, is the greatest hope for democratic, interactive commu-
nication. At the same time, the Internet has a number of weakness — in par-
ticular, the concentration of the most prolific sites in America (more than 40%
of the most visited sites are in California) and the congestion of electronic traf-
fic. Its future will depend on the speed with which new methods of data com-
pression and network navigation are devised and adopted.

6.1.12 Technical advances are taking place on every front and business
managers see the greatest potential in the following areas:

— Console video games, CD-Rom, multimedia PCs, CD-i and other
variants of piecemeal multimedia already form a market sector of their own
and are a training ground for those expecting the advent of a global infor-
mation infrastructure; the software stock of multimedia discs is expanding,
but still lacks an “‘exciting core of contents™ with mass appeal;

- “Intelligent on-line nets™ are well-established, but serve mainly as
communications channels and providers of technical and commercial services;

— The application of Asynchronous Transfer Mode technology and
other data compression and transfer devices needed for multimedia broad-
band communication are still mainly installed by commercial companies
which are expanding the capacity of their own nets and getting them ready
for the time when telecommunications carriers start to offer broadband ser-
vices;

— Mobile computing, information processing, and network commu-
nications are expanding rapidly; this is based on a new generation of portable
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PCs which can be linked to home base computer systems and nets with
modems and fixed or wireless communications links;

— The applications of virtual reality technology are progressing,
although as yet (outside industrial versions) they mainly seem to offer con-
sumers solipsistic versions of home and arcade video game experiences.

6.1.13 In general, technological development is proceeding in a stop-go,
evolutionary way, the reasons for which are related, as we have seen, to the
complex dynamics which underpin supply, demand and audience develop-
ment. At present the most productive mass market is thought to be some ver-
sion of video-on-demand. The confidence of the network operators in the
exploitation of video-on-demand is primarily due to the fact that the on-line
market would simply replace an existing market for video rental. As they see
it, the big advantage compared to regular broadcasting is the opportunity for
users to determine what they want to see individually. In that case, the com-
petition will be to control the wire carrying the service; or the technical stan-
dards of the systems involved; or the devices which encode or decode
encrypted services; or the systems that manage payment.

6.1.14 In Europe the information revolution has taken a slower pace than in
the United States. In the latter half of the 1980s, joint European efforts con-
centrated mainly on TV broadcasting and related programme production
(including film). The aim was to create a genuine European market through
regulation and the integration of technical systems. Time, energy and money
were spent — not always productively — on the establishment of standards (for
example, High Definition TV, transmission formatting, digital video broad-
casting, encryption, etc.), the agreement of TV programme quotas (stipulat-
ing the proportion of “European” content and the place and time of TV com-
mercials), setting up rules for transborder broadcasting, the creation and
maintenance of support systems and the negotiation of coherent copyright
and neighbouring rights arrangements.

6.1.15 The real significance of the information revolution only started to
dawn on European decision-makers in the early 1990s. The planned deregu-
lation of national telecommunications systems by the European Union dead-
line of January 1998 has stimulated competitive forces. Even if the contents
of electronic information exchange is hard to control, a Europe-wide regula-
tory regime is required which will guarantee consumer choice and be based
on fair and open pricing. There is also an opportunity here for the suprana-
tional and intergovernmental agencies to encourage the creation of a suffi-
cient stock (“‘back catalogues’) of European audiovisual products and their
distribution, both by traditional and new means, on the grounds that “once
products can be easily accessible to consumers, there will be more opportu-
nities for expression of the multiplicity of cultures and languages in which
Europe abounds.”!

1. “Europe and the global information society: Recommendations to the European Council”, a
report by a group of prominent persons. Brussels, 26 May 1994.
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6.1.16 As well as their economic impact, a number of significant social con-
sequences flow from the advent of the new technologies. The global infor-
mation superstructure can be compared to an electric blanket spread over the
post-industrial world, fastened down by scientific and technological pegs on
one side and economic and legal ones on the other. “Warmth” for users is
the ease with which they can carry on their business both locally and global-
ly. But the “blanket metaphor suggests that sleepers enjoy more than
warmth: they dream of other realities. The travelling bytes of the blanket car-
ry all kinds of content — scientific knowledge and ideological utopias, news
and gossip, educational material and entertainment, works of art and popu-
lar culture. To what extent does the information blanket define and delimit
our dreams over and above the immediate purposes of its users? Is a new
global individualism threatening cultural diversity and local, regional and
national structures?

6.1.17 The most important question of all is whether a schism is being cre-
ated between low income groups, exiled in the old TV-based entertainment
system, and wealthier, “information-oriented” classes. There is certainly a risk
of this, and public authorities — in partnership with the private sector where
appropriate — should try to ensure through the education system and voca-
tional training that the new technologies are genuinely available to all. They
should not condone communications systems which lead to new forms of
exclusion. Groups already suffering disadvantage in various ways, for exam-
ple in eastern and central Europe, may find themselves left still further
behind. Some sociologists have suggested that, in the emerging ““semiotic
society” there will only be two social classes — cognitive middle-class and the
rest. The former will establish their identity and assess the significance of their
lives through a continuous search for knowledge, while the latter will do so
through submersion into imaginary collectives, mediated by the audiovisual
media.

6.1.18 It is probably better to see this division as one of role rather than
class, between which many people (except the poorest) will be able to alter-
nate at will. Another way of looking at it is to borrow a concept from some
audience analyses, which suggests that there are two kinds of interaction
between a programme and its user — participative and contemplative. The for-
mer requires repetitive actions and derives its appeal from striking, techno-
logically induced effects, while the latter is a creative interpretation of a fixed
cultural product.

6.1.19 In any event, one thing is clear. There is little to support the cliché
that the increase in the number of media channels and opportunities for peo-
ple to shop, play, learn and communicate from their homes will automatical-
ly turn audiences into “couch potatoes” or that they will tend to standardise
cultural attitudes. The strategy of video on demand may or may not turn out
to be mistaken, but it depends on users making multiple choices and not on
the concept of a homogenous mass audience. It will also be dependent on
the perception that the home-centred communication and entertainment
products offer some distinct advantages. Although the picture is still clouded
and it is true that in some countries a multiplicity of channels offers little or
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no programming variety, it is conceivable that the information revolution will
gradually continue to diversify supply and that both the state and commer-
cial interests will be compelled to move from mass to niche information pro-
vision and marketing. Obviously, this will have profound political and social
consequences, for governments and manufacturers will no longer be able to
persuade their publics to accept single messages. If this is what the future
holds, it follows that from the point of view of individual choice, if not of the
protection of national and community identities, fears about the impact of the
concentration of media ownership may be exaggerated.

6.1.20 Networks of computers and databases are already in existence which
allow access to public services (for example, libraries), the sale of products or
services (for example, tele-shopping), electronic mail, banking services and so
forth. Communicators have at least the illusion of operating in a kind of alter-
native dimension — cyberspace. It is easy to see the benefits which these appli-
cations bring: they include more effective distribution, a speeding-up of the
translation of research into industrial production and computer-assisted
design. It is even possible that they will enhance democracy (“electronic
democracy’’) and transform education methods. On the other hand, there are
those outside the information and image industries who would argue that, in
the event of their progressive monopolisation, the new technologies may also
turn out to be an instrument for the worst of totalitarianisms — that of a
“ ‘brave new world’ in which everyone will be content, well informed of all
he or she should know in order to play a useful role, but ignorant of the rest,
which need not be known, and amused permanently.”?

6.1.21 There is more for governments, intergovernmental and supranation-
al agencies to do than encourage and regulate the private sector. The new
technologies already offer rich opportunities to enhance citizens’ lives. Recent
research suggests that international regimes only protect freedom of expres-
sion in the technical sense of ensuring open channels of communication; lit-
tle attention is paid to human and cultural rights, although journalistic free-
dom, intellectual property rights and the protection of privacy are explicitly
recognised.

6.1.22 The new media have been experimentally deployed in some coun-
tries to enhance political communication between the governments and the
governed. The dangers of rule by electronic referendum are well understood,
but interactive, on-line acquisition of information has worked effectively at
local and regional levels. Examples include Cleveland’s Freenet in the United
States and, in Europe, Bologna'’s CityCard system, which uses the Internet to
give citizens free access to city officials. If such kinds of scheme are to be more
widely adopted, there are some questions that need answering. First, which
lanes of the superhighway can be allocated to political and public interaction?
Secondly, will it be feasible to draw a distinction between administrative and
political issues? And, thirdly, how can responsible communication practices at

1. Foresta, Don; Mergier, Alain; and Serexhe, Bernhard; The new space of communication: the
interface with culture and artistic creativity. Council of Europe. Strasbourg, 1995.
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a supranational level be guaranteed? There are no quick solutions and care-
ful research and discussion will be needed in the coming years.

6.1.23 At this stage, it is appropriate to insert a caveat. For the moment,
what has been said fits more accurately the situation in western than in east-
ern and central Europe, whose societies are deregulated and to varying
degrees market-led, but still too poor to create more than a rich information
elite. As in the developing world, the first impact of the new technology may
be divisive. Also, the pirating of cultural goods is widespread, as is the sale of
countries’ audiovisual heritage to foreign interests. Optimists may be right to
argue that in the long run the new technology will “[...] promote equal
opportunity to the citizens” of the new democracies and “diversity of con-
tents, including cultural and linguistic diversity” — but, it seems, not yet.

6.2 Technology: the artist’s new playground?

6.2.1 The arts derive much of their economic importance as material for
the cultural industries — and in that sense are “risky” activities. It is hard to
predict whether a film or a song will be a hit or a miss, although it is possible
to monitor popular trends, styles or topics. Success, when it comes, can lead
to large profits. After the unstable 1950s and 1960s, the cultural industries
have gradually adopted the standards of risk reduction of other industries,
experimenting systematically with new lines and formats, enhanced advertis-
ing and marketing and the creation of internal promotional product chains
and multiple “windows” for popular products. Expansion has been guided by
predictable technological development — first, television broadcasting, cable
and satellite distribution, video, cheaper and cheaper generations of con-
sumer entertainment equipment and, most recently, by the advent of the
“information age”.

6.2.2  The results have been the segmentation of audiences in broadcast-
ing and music, and a retreat into reliably successful middle-of-the-road prod-
ucts. Technical progress has encouraged high production values and a taste
for spectacular effects, for example, in stage musicals or the presentation of
opera in sports stadiums. The need for very high levels of investment has fos-
tered business integration with hardware manufacturers moving into pro-
gramme production. This has added another twist to the spiralling costs of
programme production.

6.2.3 Primary producers in the arts have found these changes hard to
stomach, for they have less opportunity than they once had to experiment —
and sometimes to fail. Audience demand for safe, “spectacular” and often
international arts has risen, with little advantage flowing to national or exper-
imental activity. At the same time (and surely not by coincidence), state cul-
tural policies now require the subsidised arts to operate in a more commercial
manner.

6.2.4 In the long history of the relationship between technology and the

arts, more thought has been given to how artists can exploit technology than
how they can influence it themselves. From time to time, since the emergence
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of the Art and Technology Movement of the 1960s in the United States,
artists, scientists and engineers have explored the synergies between their dif-
ferent cultures, although with few lasting results. However, an astute com-
mentator has noted that the art/technology interaction has not all gone in
one direction. “What is important from the cultural point of view is that we
continue to have and, indeed, augment and extend, a situation in which
artists [...] have an opportunity to explore the possible uses of new technol-
ogy. Such opportunity allows the true potential of such technologies to
become apparent, as they are used to convey depths of experience and
meaning which are beyond the scope of information use and corporate pro-
paganda.”?!

6.2.5 To what extent is this true today? Audiovisual technology has been
driven by the private sector and commercial imperatives and expectations. In
music, hardware and software development and the provision of fully-
equipped recording studios are commercially financed for the benefit of rock
and pop musicians. It is only in recent years that schools and colleges have
begun to purchase facilities for electro-acoustic music composition and pro-
duction. Ircam (Institut de recherche et de coordination acoustique-musique)
in Paris is the largest, publicly funded institution in the field which offers
opportunities for research, training, composition and performance; although
studios are emerging in other countries, it provides a Europe-wide service. At
the same time reductions in the prices of instruments and software for com-
puter-aided composition and music production have combined with comput-
er-mediated co-operation and marketing to stimulate private production by
small groups, individuals and companies.

6.2.6 The arrival of video and cheaper and more flexible film-making
equipment coincided with that of an independent film and video movement
in the 1970s whose members wanted to be free of the constraints imposed
by the feature film and broadcasting industries. In the United Kingdom, the
government enabled these young artists to thrive by breaking down the
monopoly of monolithic broadcasting institutions and establishing a television
channel, Channel Four, with a remit to commission product rather than to
generate its own. Graphic design, both in terms of print and of the moving
image, has been transformed by new computer software. Desk top publish-
ing is turning the printing industry upside down and has created the poten-
tial for writers and composers to publish their own work. Moreover, the non-
hierarchical nature of the Internet offers users the potential to become
publishers and distributors.

6.2.7 The new technologies have considerable cultural potential. Thus,
European money has enabled the Arthouse Multimedia Centre for the Arts in
Dublin to develop a visual computerised catalogue of contemporary Irish art-
work, a networked information service and a reference library of art cata-
logues, audio, video and multimedia artworks. Another project, Lamda (Local
applications of multimedia broadband developments) seeks to provide resi-

1. Hayward, Philip, (ed.), introduction, Culture, technology and creativity in the late twentieth
century. John Libby. London, 1990.
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dents in rural areas in four countries with access to libraries, museum archives
and other cultural information through terminals linked to home computers.
Surfers on the Internet can already access some of Europe’s great museum
collections at the push of a button.

6.2.8 If the embrace of the digital revolution is real enough, there is a risk
that commercial interests are benefiting from it at the expense of content. The
French government is worried that museums and galleries are being exploit-
ed by foreign CD-Rom manufacturers “who buy up their heritage, then sell
it back to them with an American sheen.”! This is not a view universally
shared in Europe, it has to be said, but the debate about multimedia that has
ensued has tended to obscure the fact that what is being considered as “cul-
ture on the Net” is often in reality about culture and not creativity itself. In
fact, technical advance offers exciting possibilities for artists, designers, ani-
mators, composers and choreographers, which some are beginning to exploit.
Thus, a CD-Rom available at the Tate Gallery in London was produced by a
group of deaf photographers who created a work which enables deaf visitors,
through photographs and British Sign Language, to explore exhibits in an
interactive way. Bedford Interactive’s innovatory work on interactive videos
for dance has considerable potential for transforming dance teaching. These
and similar initiatives in which artists are using the new technologies need
monitoring.

6.2.9 Alotof work by artists today is unsuitable for museums and galleries.
It has little meaning beyond the place and occasion for which it was created.
Some artists have found in on-line nets a new channel for transmitting — or
at least advertising — their works. Visual artists have their own home pages on
the Internet and there are between 15 000 to 20 000 references to theatre
on the World Wide Web. Virtual reality models are used in theatre and con-
cert hall architecture and stage design. CD-Roms are replacing videos in per-
formance recording and advertising and in 1996 there will be an Internet
World Exposition, analogous to the Venice Biennale, with national pavilions
and the like exhibited on-line.2 Many international artists’ organisations have
moved their work, especially that which seeks to mediate between artistic cre-
ation and audiences, to on-line nets (for example, Art 3000 in France and
Artist on Line (founded in 1990) which established the Electronic Cafe-Inter-
national).

6.2.10 For the time being the book and magazine publishing industries have
been little affected by the new technologies (except in the field of printing).
Reading words on a screen is less convenient than in hard copy. However,
academic publishing is being revolutionised by desk top publishing and dis-
tributing on-line via the Internet. It is now possible for professors to design
customised course books which can be printed for students on demand in col-
lege or university bookshops. CD-Roms offer a wide range of multimedia
products. Works of reference, whether the Encyclopaedia Britannica now

1. Jones, Cliff. “The rights and Roms of culture”, in the European Magazine, 3-9 March 1995.

2. Staples, David, “Virtual performance”, in International Arts Manager magazine. London,
October 1995.
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available on the Internet in abridged form or access to a complete European
telephone list (soon to be available), have been the first to meet the challenge
of change.

6.2.11 However, some artists have remained disenchanted and see com-
puter networks as a chaos of “meaningless communication” and interactive
media as “glorified computer games”. Researchers have pointed out the dan-
ger that the expansion of support systems such as interactive digital audio-
recording and the digitalised manipulation of photographs and other visual
images leads to “[...] cannibalisation, reanimation, and exhaustion of
imagery.”” Works of art are becoming the material from which other works of
art are made. These fears, justified or not, underline the major changes in the
economics of culture and, even more fundamentally, the nature of the cre-
ative process itself. How do we square the notion of the work of art as the
unigue product of a single mind when it can now be expressed or reproduced
in a multiplicity of different forms or as part of a chain of products? This ques-
tion is especially pertinent in the audiovisual industries where (say) a feature
film can be distributed in different versions for theatric, video and television
distribution, can be turned — or returned — to book format and have its char-
acters marketed as toys or figures in computer games. These “partial” uses
will become more and more widespread and while they will benefit artists
financially they will challenge existing copyright regulations, both in the field
of moral rights (which deal with questions of alteration and distortion) and of
fair compensation. The European Union is in the process of revising and
implementing legislation to take account of such issues, but copyright laws
must be extended to the whole of Europe and not just the EU and European
Economic Area countries. The growth of piracy and forgery is making copy-
right harder to enforce. Not only are copyrighted works, whether recorded,
filmed or printed, reproduced illegally in their thousands, but a new market
in fake Russian “impressionist” paintings, supposedly dating from the cold
war days of the Soviet Union, but really painted *““to order” in the west, now
competes with fake ikons for the buyer’s attention. The challenge can only be
met by common action.

6.2.12 Multimedia audiovisual technology is now so advanced that it
appears to be possible to invent synthetic live performers; experience shows
that record companies can seek out four suitably attractive young men with-
out artistic talent and manufacture them into a successful pop group, even
though they may not be able to sing or dance. The public seems willing to
collude with this ersatz alternative to genuine creativity.

6.2.13 There have been attempts to rebalance the relation between art and
technology by invigorating the role of “live” creation. As a form of counter-
action, theatre and music events are sometimes presented in ways that
emphasise their un-recordable uniqueness as occasions. Alternatively, per-
forming artists have fought fire with fire by enriching their presentations with
audiovisual technology.

6.2.14 But could more be done to encourage cross-fertilisation between the
two areas? This may be difficult. In today’s financial climate it is hard to imag-
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ine public, or for that matter private, funds supporting more ventures
along the lines of Ircam. Investment in new technology in universities may
enhance the value of arts and media courses, schools and centres. The
Arts and Education Training Initiative pilot project of the European Commis-
sion Directorate for Education, Training and Youth (DG XXII) has revealed
the innovative possibilities of the use of the new technologies in arts training
and the socio-economic importance and employment potential of the
sector. Artists in every discipline would benefit from an introduction to the
new technologies and the chance to work creatively with them and training
opportunities should be available to those in mid-career as well as students at
the outset of theirs. But by itself this will not be enough. A more viable,
affordable and fundamental option would be to make use of the new
electronic technologies and to establish a Europe-wide network of communi-
cation and co-operation between arts departments in universities, higher
and further education colleges, museums and multimedia arts centres
with funding for the encouragement of artistic research and development. If
such a network were accessible to the general public, it could be a counter-
balance to the proliferating commercial systems of communication and
broadcasting.

6.2.15 The arts and sciences have long gone their separate ways, perhaps
to their mutual disadvantage. An academic database could be usefully com-
plemented by the creation of centres for advanced cultural production, islands
of innovation, where artistic innovators, technologists and scientists could
meet for debate and collaboration. The purpose would be to foster experi-
ment by bringing together people from different state-of-the-art disciplines,
modelled on institutions such as Ircam or the Institute of Contemporary Arts
in London. There could be a related role for the Council of Europe in sup-
porting the mapping of the European institutional situation in selected artis-
tic fields to define the role of the new technologies in defence of cultural
diversity and as tools for contemporary artistic production.

Summary

Never before has so much knowledge been so readily and so instantaneous-
ly available and had the potential to empower so many. The move from mass
to niche information provision and marketing could have profound political,
social and cultural consequences. The economics of the information revolu-
tion are leading to the management of technological advance according to
commercial imperatives. Electronic methods of communication offer new cre-
ative opportunities to artists and other cultural producers, but at the same
time their commercial exploitation may be at the expense of innovation.
Moreover, the nature of the creative process and the notion of a single work
of art has changed now that it can be reproduced in a multiplicity of forms,
challenging existing copyright regulations in the process. It is possible that
many ordinary people will find themselves excluded from access to the new
communications systems except as passive, disesmpowered consumers. This
new information underclass will be especially evident in central and eastern
Europe. There are limits to the measures open to public authorities, but they
could mend the schism between science and arts, create an alternative to the
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powerful media corporations and, through the new technologies, improve
the employment prospects of artists and make government more transparent
and accountable to the individual citizen.

Points for consideration
Contribution to human knowledge and understanding

i The international agencies could explore the feasibility of establish-
ing a Europe-wide network of communications and co-operation between
departments of universities and higher and further education colleges,
museums, and multimedia centres, with funding for artistic research and
development. The general public should have access to such a network.

Economic and social outcomes

ii. The Council of Europe and the European Union could take steps to
map and encourage the use of the stock, or “back catalogues”, of Euro-
pean audiovisual products and their distribution and make sure that their
exploitation is to the best advantage of European artists and the future of
the European audiovisual industries.

iii. Public cultural policy organs should make more active use of the
new information facilities afforded by on-line computer-mediated com-
munications systems. They should also learn to co-ordinate and integrate
the information they themselves offer with that available from these
sources. The Council of Europe could play a useful part by assessing cur-
rent schemes of this kind, including projects that facilitate democratic par-
ticipation (for example, Cleveland’s FreeNet in the United States and in
Europe Bologna’s CityCard), and if necessary setting up pilot projects with
a view to identifying models of good practice.

iv. National governments and the international community should
consider adopting a system of regulation which would ensure more of a
“level playing field”” for European competitors and protect consumer inter-
ests, peoples’ moral and religious convictions and privacy without recourse
to direct censorship.

V. The audiovisual and multimedia industries have considerable socio-
economic potential for artists. Training opportunities should be developed
by those working in new arts professions — for instance, the creation of
software for video games, CD-Roms dealing with cultural subjects and
interactive arts. Artists working in traditional ways and those in midcareer
should be trained to enable them to exploit the new technologies. There is
a need for an overall mapping and monitoring of the extent to which artists
use the new technologies and on-line nets, and any special needs for
investments, training, information systems or archivelinks in any specific
field of artistic activity.
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Vi. We would encourage the Council of Europe to support a pilot pro-
ject to map the European institutional situation in selected artistic fields (for
example, theatre, visual arts, photography, contemporary music, modern
dance) to define the role of the new technologies in defence of cultural
diversity and as tools for contemporary artistic production. It should seek
to identify cultural “islands of innovation” (that is institutions for advanced
research or experiment) analogous to those in the fields of scientific
research, technology and development. Special attention should be paid to
the possibility of singling out for special support arts, science and technol-
ogy centres where artists, researchers, product planners and designers
could carry out joint experimental projects.

Vii. Education in the use of the new media is not only important to com-
bat the emergence of a permanently excluded underclass, but is also a pre-
condition for creating a generation of critical and sophisticated consumers.
Governments, alone or in collaboration with the private sector, should seek
to make access to the huge potential offered by new applications of com-
munications technologies open to all through their education systems and
vocational training. This is of special importance in the new democracies of
central and eastern Europe.
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7 The demography of exclusion

“Those who are excluded do not exist. It is not a question of being
above and below, it is a question of being inside. If you are outside
you do not exist, you are nothing. And herein lies the very problem
of the excluded: irreversibility. As an excluded person, one is
excluded definitively.”

José Vidal Beneyto !

“The multidimensional character of exclusion requires an equally
multidimensional approach to integration. Encouraging integration
does not just mean providing accommodation, ensuring social cov-
er and allowing access to a job: it means all that and much more
besides. The mechanisms of integration must promote at the same
time civil integration, economic integration, and personal, educa-
tional and cultural integration.”

Marcelino Oreja 2

7.1 From a culture of contentment to a culture of containment

7.1.1  Europe’s changing profile. Demographers have long known that the
link between economic development and population change is not simply a
function of objective factors such as advances in medical science, health care
and social services or levels of knowledge brought about by education and
training. Cultural considerations and related subjective factors (for example
economic and social aspirations; conceptions of life, love and parental respon-
sibilities) also play an important part. This awareness has not been shared by
cultural policy makers, who have seldom shown concern for the effects their
decisions will have on population change — or the shifts in cultural needs and
demands to which it may give rise.

7.1.2 Improvement in the quality of life was one of the most unexpected
features of the post-war period in most western European countries.
Although a rather ambiguous concept, it generally refers, not simply to mate-
rial gain but to subjective aspects of lifestyles. The UNDP Human develop-
ment report recognised cultural influences as measurable indicators of social
activity. According to this index, the quality of life for many Europeans has
improved significantly in the last twenty-five years — according to the Human
Development Index, no less than thirteen of the top twenty countries of the

1. Opening speech to the European Colloquium on the Role of Culture in Combating Poverty in
““Culture and human activity for overcoming poverty”, report of the European Commission and
the International Movement ATD Fourth World. Brussels, 1995.

2. Foreword to “Culture and human activity for overcoming poverty”, ibid.
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world are in western Europe, where the population is well educated and the
literacy rate in 1992 was 96.5%. In many ways, then, some of us have nev-
er had it so good. The story in central and eastern Europe is a very different
one. The failure of central planning and the subsequent move to the free mar-
ket have led to catastrophic, but (it is to be hoped) temporary, falls in the over-
all standard of living.

7.1.3 In 1995 the population of Europe was estimated at 727 million,? of
whom 390 million are from eastern Europe. There are 12 million immigrants
and (as estimated in 1992) 8 million Gypsies.2 Population growth is lower
than in other parts of the world: for example, by the year 2000 the popula-
tion of southern European states is likely to rise by five million as compared
with 108 million in the Mahgreb. Among Council of Europe member states,
the rate of natural population increase in 1994 was over 1% in only two
countries (Ireland and Turkey); in twenty-three the rates were slightly above
the norm and in nine they were below it. The number of marriages in a year,
as compared with the number of inhabitants, is falling (from between seven
and ten marriages per thousand average population in 1970 to between four
and seven per thousand in 1993).

7.1.4 Population concentration in cities is expected to accelerate in line
with the global trend, though not on the same scale. Population density and
urbanisation are two factors which crucially shape the conditions for cultural
development.

7.1.5 Europeans are living longer. Their average life expectancy rate has
risen from 66.2 years in 1960 to 74.2 years in 1992 (cf. the respective world
rates of 53.4 years and 65.6 years).3 At the same time, fertility rates are falling
in many regions of Europe. This decline is especially marked in Spain, Italy,
Portugal and the Netherlands, where, ironically, rates used to be higher than
average.* According to the European Union, “within the last twenty years,
most member states will have reached a situation where generational replace-
ment is no longer possible”. The proportion of people over the age of 50 is
growing rapidly; more than 30%o of Italians will be aged 50 or more by 2020.
The *““greying” of Europe threatens to place ever heavier demands on the wel-
fare services.

7.1.6  Although standards of health have been steadily rising throughout
the continent, progress in improving the conditions of life for people with dis-
abilities has been more modest. It is estimated that at least one-tenth of
Europe’s population suffers from a disability, a figure that will rise with the
proportion of old people. The majority are patronised, marginalised or
ignored. Many disabilities are hidden in the sense that they are not immedi-

1. Recent demographic developments in Europe 1995. Council of Europe. Strasbourg, 1995.
2. Bailey, Joe, (ed.) Social Europe. Longman. London, 1992.

3. Human development report 1994, UN Development Programme. Oxford University Press,
1994.

4. Social Europe 1/94: The European Union and the family. Directorate General for Employment,
Industrial Relations and Social Affairs. European Commission. Luxembourg, 1994.
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ately obvious — epilepsy, for instance, or heart conditions or serious lung ail-
ments such as asthma (the incidence of which is rising at a disturbing rate in
some countries). Some progress has been made in integrating disabled peo-
ple into daily life and enabling them to make useful economic, social and cul-
tural contributions, but all too often this major human resource remains
neglected.

7.1.7  Structural unemployment and the changing nature of work. Opti-
mists used to dream of a world of satisfying work, increased leisure and afflu-
ence, but the globalisation and restructuring of the world economy, the world
recession, the rise of the free market and the impact of technological advance
on industry’s labour needs have led to high levels of unemployment. The
1980s were a decade when “social Darwinism” (that is the survival of the
fittest in economic terms) was embraced as a mercantile modus vivendi.
What is more, faced with radically new patterns and rhythms of employment
and unemployment, even those people who are in work face a lifetime of job
insecurity, continuous retraining and enforced mobility. In the name of effi-
ciency euphemisms such as “down-sizing” have been imported from North
America by management consultants and adopted with what appears at
times to be an almost indecent enthusiasm by commerce, industry and gov-
ernments. As a consequence every worker is now vulnerable. This is proba-
bly a structural trend and economic revival is not expected to bring all these
lost jobs back. Wealthier societies are no more immune than poorer ones and
neither national governments nor weakened trade union movements have
been able to reverse it. In 1994, 18 million persons in the European Union
were out of work, representing 10% of the population. This is a higher rate
than that of Japan, the United States and some European countries such as
Switzerland and Norway. We have moved from what J.K. Galbraith once
called a “culture of contentment” to a culture of risk.

7.1.8 Technological advances and the drive to achieve economies of scale
are changing the nature and pace of work. Twenty years ago, as Charles
Handy notes, 90% of employees in the United Kingdom worked in an organ-
isation. As we approach the millennium the figure could be nearer 50%,
broadly in line with what it was at the beginning of the twentieth century.
Jobs for life are being reinvented as short-term contracts. As Handy remarks:
“Instead of keeping a pool of slightly surplus labour and skills inside the
organisation [...] (companies) are pushing those skills outside and pulling
them in when necessary.”! For those with the required skills regular employ-
ment is being traded for a portfolio lifestyle of short term jobs or projects for
different “clients”. A Demos report on employment in Europe suggests that
the 18 to 34 age group is far less committed to the idea of a steady job than
their parents’ generation.2 But what of the smaller numbers of people who
are left to do core jobs in simmed down organisations? Forecasts suggest that
organisations will demand ever greater commitment and much longer work-

1. Handy, Charles, The empty raincoat — making sense of the future, Hutchinson. London,
1994.

2. Cannon, David, Generation X and the new work ethic, a working paper for The Seven Mil-
lion Project. Demos. London, 1995.
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ing hours from them, leaving little time for family and leisure. For them, the
sixty to seventy hour working week may become the norm.t

7.1.9 With the present relatively low rate of economic growth together
with rising productivity (especially in commodity production), Europe is
unable to stimulate the necessary increase in demand for goods and services
that will draw the unemployed back to work in significant numbers. It has
been suggested that the only way forward is to find new areas of production
that could act as engines of economic growth. The information and commu-
nication technologies are often cited as one such area via value-added ser-
vices; and proposals have been advanced to accelerate “qualitative growth”
in such fields as culture, the care of the environment and highly specialised
social services.

7.1.10 Unemployment affects young people and women more than it does
men, as does underemployment where people with good higher education
qualifications find themselves forced into unrewarding and poorly rewarded
jobs. Young women seem to suffer disproportionately; in France, for exam-
ple it is estimated that 30% of those under the age of 25 are unemployed,
compared with 19% of men in the same age group. More generally, fifty-
three out of every 100 Europeans out of work are women and in 1989 they
accounted for only 39% of the work force, mainly in the service industries
and part-time. Characteristically they are under-represented in higher posi-
tions of management and earn less than men in equivalent jobs. Unemploy-
ment is also proportionately higher among migrant communities and people
of colour.

7.1.11 Only one in every six jobs is held by someone under the age of 25
and in 1991-92 unemployment rates for the 15 to 24 age group were 18.7%
in the European Union, 15.4% in the Nordic countries, 31.2% in southern
Europe (in comparison to 14.1% in North America and 4.4% in Japan). A
major challenge for education systems is to equip young people with the
knowledge and skills they need to make their way in the increasingly com-
plex world of financial interdependence and competition. Europe has a more
severe skills mismatch problem than either Japan or the United States. In
1992, the UK-based Institute of Employment Research estimated that by the
year 2000 “[...] 70% of all jobs in Europe will require people with professional
skills [...] 90% of all new jobs that will be created in the United Kingdom in
the eight years to 2000 will require people of graduate level. Only 30% of
jobs overall will require skills at below that level. Few jobs will require manu-
al skills. Such work is disappearing fast and is now less than 13% of all jobs
in the United Kingdom.”*2

7.1.12 There is an evident need for employment strategies at appropriate
levels of government to exploit the potential of job creation in the cultural

1. See Handy, Charles, Beyond certainty: the changing worlds of organisations, Hutchinson. Lon-
don, 1995.

2. Toombs, |. “Education, culture and the arts: the relevance to industry”” in Worsdale, A. (ed.)
Arts, culture and education, National Foundation for Arts Education. Oxford, 1992.
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sector. At the same time the arts can be a vehicle for the social integration of
unemployed people, as an instrument of retraining as well as providing a
community focus, for example cultural services for elderly and infirm people,
work with young people, conservation of the heritage, etc.

7.1.13 Filling the margins: migrants, refugees and displaced persons. A fea-
ture tending to fragment Europe’s population is a local variation of the world-
wide schism between the rich North and the poor South. Various factors —
cultural, economic and political — led to a Northern dominance which the
Industrial and French Revolutions set in motion. It should be noted that sim-
ilar distinctions can be found both between and inside nation states — Italy
being a notable example. However, parts of northern Europe have been expe-
riencing problems of adjustment to the economic recession as severe as prob-
lems of development faced by the South.

7.1.14 North/South schisms — global, continental and internal — have stim-
ulated massive shifts of population. Large numbers of individuals have been
migrating in an attempt to escape poverty, overpopulation, political crisis,
falling standards of living and unemployment. Europe used to be a region of
emigration in the days when Great Britain, France, Spain and Portugal
colonised the known world. Between 1880 and 1914, some one million peo-
ple a year left their mother countries for various destinations, especially the
United States.!

7.1.15 In central and eastern Europe there is still a prevalence of emigration
over immigration where political re-adjustments have created substantial out-
flows of job-seekers. But in western Europe the situation has gone into reverse
and since 1945 immigration has become a major social and political issue. Dis-
placements, mainly from the developing South to the industrial North, have
been caused by many factor — increased job mobility; the post-war political
settlements and subsequent unrest; population explosions in North Africa and
poverty on the South Asian sub-continent, Turkey and in the Caribbean; a ris-
ing tide of illegal immigration (in 1992, the number of illegal immigrants to
western Europe was estimated to stand at 250 000);2 the return of colonial
expatriates; and the outbreak of war in the former Yugoslavia. Much of the
inflow was linked to the industrialised countries’ need for low qualified and
cheap labour. In 1992 there were 558 600 applicants for asylum in the Euro-
pean Union, of whom 500 000 travelled to Germany primarily because its
immigration laws at the time were perceived to be more liberal than those of
many other countries. As a consequence the social profile of cities such as
London, Berlin and Paris is changing.

7.1.16 Migrants — often labelled as ““economic refugees™ by western gov-
ernments — are popularly regarded as unfair competitors in the labour market
and, when they are unemployed and supported by welfare benefits, are the

1. Our global neighbourhood. The report of the Commission on World Governance. Oxford Uni-
versity Press. London, 1995.

2. Collinson, S., Beyond borders: west European migration policy towards the 21st century. Roy-
al Institute of International Affairs. London, 1993.
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objects of resentment and hostility. Governments have reacted in different
ways. The French have attempted to apply their long-standing policy of
assimilation. Germany (and formerly West Germany) has not resisted the
trend, but treats immigrants as foreigners or resident aliens. The United King-
dom has encouraged tolerance while at the same time tightening immigra-
tion rules. Sweden and the Netherlands have actively promoted multicultur-
alism.1 Countries in southern Europe have few mechanisms in place to police
their borders, but elsewhere serious efforts to discourage migrants are grow-
ing. The European Union, which is committed to the free movement of per-
sons, goods, services and ideas, has been building external barriers against
countries such as the former Yugoslavia and Albania.2 Following the Schen-
gen Accord, some European Union states have dismantled their internal bor-
ders to ensure greater mobility for their citizens, but only provided that much
stricter controls are installed along the European Community’s external fron-
tiers. While in theory this will ensure greater movement by non-Community
nationals within EU territories, it is increasingly perceived as one more brick
in the wall of a “Fortress Europe”. The latest illustration of this is the more
restricted definition of refugee status agreed in camera by EU Interior Minis-
ters. In future only those people genuinely fearing persecution by govern-
ment or related agencies will be granted asylum. Those fleeing civil war,
including victims of rape, or seeking refuge from non-state violence will be
excluded. This raises fundamental questions which cannot be ignored. What
is the point of a European Union, and even a Council of Europe, extolling the
importance of pluralism and multiple identities in Europe if, at the same time,
member states — either collectively or individually — are erecting new barriers,
ostensibly in the name of maintaining social cohesion, but in reality motivat-
ed by a geopolitical cynicism that allows political and financial interests to
override human rights and international conventions?

7.1.17 Unsurprisingly, central European states are also setting up immigra-
tion controls. In the aftermath of the Velvet Revolution, countries such as the
Czech Republic, Poland and Hungary which head the queue of applicants to
join the European Union absorbed unprecedented numbers of immigrants
and acted as involuntary “buffers” between the east and Fortress Europe in
the west. Thus, in 1992 Poland received an estimated 290 000 immigrants
from the former Soviet Union and Romania, and Hungary about 100 000
between 1988 and 1992.3

7.2 Striving for a plural Europe

7.2.1 A permanent underclass? In a world in which it is often difficult to
escape the images of affluence and consumption generated by advertising
and the media, it is disturbing that a large number of Europe’s citizens suffer
stigmatisation, deprivation and social exclusion as a result of poverty. Statis-
tics issued by the Commission of the European Communities show that some

1. Ibid.
2. Ibid.
3. Ibid.
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50 million people in EU countries live below the poverty line (as defined by
the European Union). In 1994, 23% of the population of the Russian Feder-
ation was estimated to have lower per capita incomes than the subsistence
minimum. France has more than half a million registered homeless persons;
in the United Kingdom, it was estimated in 1994 that there were some 400
000 in London alone. In the wider Europe, there are millions more people
leading qualitatively impoverished lives as a result of low incomes and unem-
ployment. A number of these will be refugees from torture and conflict,
whether intra or extra-European in origin. Many are traumatised by their
experiences. Yet it cannot be said in the 1990s that European countries, with
a few exceptions, have been willing providers of the refuge that, by defini-
tion, refugees seek. Refugees, as the late James Cameron observed in rela-
tion to the Indo-Chinese refugees of Vietnam and Cambodia in the 1970s,
“are part of an eerie society that has grown internationally over the years to
form the multinational, multilingual community of the dispossessed, the sym-
bol of our century.””2

7.2.2  Social exclusion disempowers people. It deprives them of access to
experience of the arts — when faced, as a substantial number of people in
eastern Europe have been, with stark choices of survival, going to the theatre
or cinema can hardly be expected to be on their list of priorities. Internation-
al declarations on access to participation in cultural life are academic to those
living in poverty. Yet as Jean-Claude Caillaux from ATD Fourth World in
France has observed: what is the ultimate aim of cultural action if it is “con-
ducted at the cost of abandoning the weak™?3 The arts deal in creativity and
imagination, they can help to develop life skills; it is in this sense that they
play a useful part in the social reintegration of unemployed people and in
retraining for the world of work.

7.2.3 Social fragmentation and exclusion are growing realities in contem-
porary European society, whose value system assigns respectability to the
market and employment. Yet, as a report by the Fourth World People’s Uni-
versity emphasises: “Any society which allowed a permanently disadvan-
taged underclass to grow, to grow within us, creates groups of non-citizens
who do not identify with the values on which that society is based and will
eventually constitute a pool of alienated individuals wide open to organised
crime and political extremism.”4 The World Summit on Social Development
held in Copenhagen in 1995 proclaimed that fundamental human needs are
closely linked to one another and concern nutrition, health, water, deconta-

1. Human development report 1994, UN Development Programme. Oxford University Press,
1994.

2. Ashworth, Georgina, The boat people and the road people, Quartermaine House. Sunbury,
UK, 1979.

3. Fisher, Rod; Groombridge, Brian; Hausermann, Julia; and Mitchell, Ritva (eds.); “Human rights
and cultural policies in a changing Europe: the right to participate in cultural life””. Report of the
European Round Table organised by Circle and Rights and Humanity in co-operation with the
Coluncli(l of Europe (Helsinki, April-May 1993). Circle Publication No. 6. Arts Council of Finland.
Helsinki, 1994.

4. “The citizen’s Europe”, a report to the Economic and Social Committee by the Fourth World
People’s University, 1992.

125



In from the margins

mination, education, employment, housing and participation in cultural and
social life. This was an important acknowledgement that cultural and artistic
practice contributes to sustainable personal or community growth and edu-
cation.

7.2.4  The United Nations High Commission for Refugees (UNHCR) has
emphasised that creative activity should not be regarded as a peripheral need,
but is essential if refugee children are to become responsible members of soci-
ety. A number of humanitarian charities and non-governmental organisations
support the arts in health, education, skills training, rehabilitation, therapy
and structural development. For some aid projects, arts and crafts skills are
encouraged as an income generator in the move to self-sufficiency. Howev-
er, few NGOs seem to have committed themselves to comprehensive cultur-
al strategies.

7.2.5 There is a growing number of essentially ad hoc and unco-ordinat-
ed projects utilising the arts in the battle against exclusion. The organisation
of a European Colloquium on the Role of Culture in Combating Poverty by
the European Commission and the International Movement ATD Fourth
World was an important first step in exchanging information on the subject.
It was also encouraging that the opening words of the European Council
meeting at Essen in 1994 reaffirmed a commitment “to fight against unem-
ployment and inequality of opportunity for men and women.” In the light of
this it is surprising and frustrating that proposals by Padraig Flynn, European
Commissioner, to establish a new EU programme to combat social exclusion
encountered considerable difficulties because of the lack of consensus on the
size of the budget.!

7.2.6 A Europe of minorities. Exclusion is not simply an objective conse-
guence of poverty or cultural difference; it can also be a political and social
project to promote a group’s sense of its identity. That is to say, it is a com-
ponent, often a crucial one, of a politics of inclusion. The social cohesion of a
club rests in good part on the re-assuring knowledge that there are many peo-
ple outside it who are not, and never could be, members.

7.2.7 Nineteenth century nationalism did not define itself by recourse to
separation. On the contrary it aimed to create an umbrella for all those who
found themselves inside its boundaries. This was Massimo d’Azeglio’s point
when he said after Italy’s unification: “We have made Italy, now we have to
make Italians.” As Eric Hobsbawm notes, the anti-colonial nationalists of this
century — men such as Gandhi, Nehru, Mugabe and Mandela - did not con-
fuse the nation with the volk and opposed tribalism and communalism.2 Eth-
nicity, by contrast, is a way of asserting a group identity at the expense of out-

1. See Flynn, Padraig, in “Culture and human activity in overcoming poverty”, a report of the
conference organised by the European Commission (DG X) and the International Movement ATD
Fourth World. Brussels, June 1995.

2. Hobsbawm, E.J., “Nationalism and ethnicity”, Intermedia, International Institute of Commu-
nications, August-September 1992, Volume 20, No. 4-5. London. Taken from a lecture to the
American Anthropological Association and adapted from an article in New Statesman and Soci-
ety, April 1992.
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siders and by reference to an immemorial shared past. The elision of the
nation state with ethnic and linguistic groups was given powerful expression
by the peace settlement following the first world war and the collapse of the
multi-ethnic Habsburg, Ottoman and Russian Empires. The application of
eugenics to nationalist politics was the basis of German National Socialism.
This version of nationalism was especially dangerous because it could usual-
ly only be implemented by means of population expulsions and genocide.

7.2.8 The fall of a later empire, the Soviet Bloc, has brought these old
chickens back to roost. The citizens of the former socialist system found them-
selves without a framework in which to place themselves. For many of them
the solution has been ethnic nationalism, sometimes fortified by a return to
traditional religion. “Because we live in an era when all other human relations
and values are in crisis, or at least somewhere on a journey towards unknown
and uncertain destinations, xenophobia looks like becoming the mass ideol-
ogy of the twentieth century fin de siécle. What holds humanity together
today is the denial of what the human race has in common.”’?

7.2.9 Theissue of xenophobia came to the fore when immigrants from for-
mer colonies introduced their own traditions — Muslim, Hindu, Buddhist and
so on — to the west. This has led to mutually enriching cultural exchanges and
a degree of “fusion”, in much the same way as has been the case with
autochthonous minorities down the centuries. However, indigenous nation-
alists, unwilling or unable to accommodate diversity, have reacted adversely
to these “enemies within”.

7.2.10 For all their sound and fury, the debate about a “new” Europe is
demonstrating that its peoples are not a homogenous group, but an intercul-
tural melange. In fact, the cultural identity of Europe has always been more
diverse than commonly acknowledged. The vitality of its non-European cul-
tures has existed for centuries, albeit relegated to the margins. To take just
one illustration, the legacy of Islam is reflected in the palaces which the Moors
left behind them in Spain, and the fact that Africa once ruled there has left its
mark in Spain’s contemporary descendants. Today there is a critical mass of
non-Europeans in the European Union. The continent’s collective identity and
the source of much of its creativity is intertwined with global cultures and can-
not rest simply on its indigenous origins.

7.2.11 Misrepresented and marginalised throughout European history, both
economically and iconographically,2 non-European cultures are now gradual-
ly being integrated within mainstream society and aesthetic representation.
The strength in depth of contemporary writers of non-European origins is
now recognised internationally through the works of the Nigerian-born Ben
Okri, Timothy Mo from Hong Kong, Vikram Seth from India and the Japan-

1. Ibid.

2. For example, in paintings of the Adoration of the Magi, the image of the black magus was
originally dignified and expressive of human equality. Later painters such as Van Dyck, howev-
er, transformed him into a diminutive figure, either standing behind his mistress or kneeling at
her feet. Such symbolic emasculation is part of a recurring phenomenon of mispresentation and
marginalisation.
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ese-born Kazuo Ishiguro, all based in the United Kingdom. Paris is not only
becoming a centre for African francophone cinema, but also for a fusion of
American, African and Arabic arts. Popular music produced by Cheb Khaleb
and dance crazes such as “Rai”’, whose roots lie in the global south, are fast
becoming icons of “European” culture. Amsterdam as the centre for Suri-
namese and South Caribbean arts in Europe rivals London for the most excit-
ing Black theatre, while its Indonesian community has a vibrant musical life.

7.2.12 Government departments and funding agencies have tried to tackle
the challenge of pluralism, but with mixed success and perhaps with uncer-
tain commitment. In the United Kingdom, the Arts Council of Great Britain
developed an ethnic minorities action plan in the 1980s. This helped to raise
the profile of the arts of minorities, especially among subsidised arts organi-
sations — but without going far enough to satisfy the perceived needs and
demands of minority artists and audiences. The Sami people, indigenous peo-
ple living across Norway, Finland, Sweden and the Russian Federation, have
received state funding for a Language Council, Educational Council and Trade
Council as well as for a theatre group, library and radio station. Community-
led projects and centres, such as the Haus der Kulturen der Welt in Berlin, the
Maison des Cultures du Monde in Paris and the Royal Tropical Institute in
Amsterdam collaborate in the promotion of non-European arts and provide
models of local initiatives contributing to a stable pluralist environment. In the
United Kingdom, a new organisation, the Institute of International Visual
Arts, combines exhibitions, publications, education and training projects and
research; avoiding the trap of turning non-European contemporary art into
an exotic footnote to the European mainstream, it presents work from a plu-
rality of world cultures according to the principle of equal exchange and rep-
resentation of artists previously excluded from the cultural canon.

7.2.13 Itis a sad truth that efforts to defeat racism and discrimination often
meet with opposition, inertia or indifference among individuals and estab-
lished institutions. Continuing evidence of discrimination and hatred of
minorities cannot only be found in most aspects of daily life, although often
partly concealed by the effects of anti-racist legislation, but also, in extreme
forms, among newsgroups on the Internet. Quotas and targets can be blunt
instruments and positive discrimination (which is illegal in many countries)
can have a counter-productive effect on public opinion; indeed, they are
sometimes criticised by those whom they are intended to help on the grounds
that they want to succeed on their own merits rather than because of prefer-
ential treatment. Experience suggests that well-meaning policy statements
and projects to rectify disadvantage need to be accompanied by strict systems
of monitoring and the dissemination of good practice if they are to have prac-
tical results.

7.2.14 The obvious and urgent need to respond to exclusion, ethnic cleans-
ing, tribalism and intolerance and to work towards “the equal dignity of all
human beings™ has reinforced efforts by Unesco and the Council of Europe
to initiate discussion and to encourage national governments to acknowledge
and implement legislation on cultural, ethnic and linguistic minority rights.
Recent Council of Europe initiatives include the European Charter of Region-
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al or Minority Languages and an action plan to combat intolerance, racism,
anti-semitism, xenophobia and nationalism in Europe. The United Nations
Declaration on the Rights of Persons Belonging to National or Ethnic, Reli-
gious and Linguistic Minorities and the celebrations for the International Year
of the World’s Indigenous People are additional examples. In 1993 in Vien-
na, the heads of European states and government adopted a strongly word-
ed declaration on countering racism, xenophobia and intolerance. Since then,
several further measures have been taken — for example, the Framework Con-
vention for Protection of National Minorities. In 1993 an international debate
was launched on the inclusion of cultural rights in human rights legislation
and conventions, with the object of establishing the principle of participation
in cultural life by everyone.! Although these kinds of international interven-
tion have to be considered as ““soft law™, they represent a concerted move to
place the challenge of pluralism on the political agenda of heads of state.

7.2.15 However, if existing “multicultural policies” are examined closely it
can be seen that many of them implicitly ignore the unequal distribution of
power and privilege and generate a range of self-perpetuating and self-
renewing stereotypes. In their current definition, cultural diversity policies are
often designed to “protect and promote™ distinct cultural attributes, or vari-
ous forms of “otherness”. More specifically, they encourage the preconcep-
tion that within any given society there is a number of artistic styles that fit a
classic aesthetic definition of culture, and endorse notions of quality consis-
tent with the conventions of the western mainstream rather than those
appropriate to their context. What is actually happening on the ground sug-
gests that some people, especially among the young, are in advance of offi-
cial opinion, for popular music from other continents are influencing Euro-
pean rock and pop styles and on occasion producing new hybrid forms.

7.2.16 Disenfranchised by disability. It is increasingly accepted that parti-
cipation in creative activity is an essential right of people whose disability or
circumstances isolate them from existing provision. This does not necessarily
mean “‘special” provision, but “ordinary” provision made truly accessible.
Employers and the general public should be encouraged to accept disabled
people on an equal basis whether as artists, administrators or audiences. Until
policy makers fully take this point on board, disabled people are caught in a
double bind. That is to say, they are unable to attend arts events or take part
in them as professional or amateur practitioners because of inaccessible build-
ings or the absence of such aids as induction loops for partially hearing peo-
ple, signing for deaf people or braille signs for sight-impaired or blind people.
This leads providers to conclude that there is little demand from those seg-
ments of the population and, accordingly, they make few attempts to rem-
edy deficiencies unless compelled to do so by legislation. The end result is that
few disabled people are regular arts attenders.

7.2.17 Moreover, alongside the need for greater physical access to main-
stream arts provision, funding bodies have been slow to recognise the right

1. The debate was initiated by the European Round Table, “Human rights and cultural policies in
a changing Europe™. op. cit.
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of disabled people to use the arts to articulate their own experience. In Britain,
the emergence of disability arts as a cultural form in its own right is a signifi-
cant development and one which may well be replicated elsewhere.

7.2.18 Arts and disability provide a classic illustration of the importance of
linking cultural policies with other sectoral responsibilities at government lev-
el. Too often support for arts and disability initiatives has been hindered
because of a tendency automatically to equate arts for/by/with disabled peo-
ple as therapy and therefore the province of health and welfare departments,
and for the latter to see them as the province of cultural administrations. This
represents a failure to understand the difference between art as an instrument
for therapeutic purposes (for example in art therapy, drama therapy, music
therapy) and art in hospitals or in hospices or access by disabled people to the
arts on the same basis as other citizens.

7.2.19 The extent of innovative work in this area in Europe today — much
of it ad hoc, unco-ordinated and under-resourced — is considerable. The first
serious attempt to assess a national picture was the Carnegie (UK) Trust Com-
mittee of Enquiry into Arts and Disabled People 1982-84, and its report (the
Attenborough Report of 1985) led to the Arts Council of Great Britain and
the other United Kingdom arts councils establishing a code of practice for arts
organisations together with a range of supporting measures. This signalled
the arts councils’ commitment to increasing access to the arts for disabled
people, including the presentation of work by disabled artists and perform-
ers, and access to employment within the arts by people with disabilities.
Much remains to be done.

7.2.20 Creativity held captive. The arts can be a significant confidence-
building measure. It is surprising that they are not used more as an instrument
to help those in prisons or corrective institutions to make more creative use
of their time in custody and to equip them to rejoin society once their custo-
dial sentence is over. Prison routines are usually stultifying. By their nature
they repress individuality and this can lead to pent up frustration and anger,
which affects security. The arts can provide a fulfilling and creative channel
for inmates to express their feelings and, if correctly and sensitively handled,
can reduce social tensions in prisons.

7.2.21 Drama, whether performance-based or drama therapy, can be a
potent tool in engaging with prisoners and a means for them to discover
paths to personal change and rehabilitation. Artists and writers in residence,
music performances, short courses in creative skills training are also increas-
ingly employed in prison settings. One professional writer, commenting
on his experience, observed that his early fears about patronising and ex-
ploiting the prisoners proved groundless: “They ignore you if you patronise
them and they discuss openly the ways in which we exploit each other.”?
Sensitivity training is an essential prerequisite for arts organisations and indi-
viduals involved in this kind of work to avoid unforeseen consequences that

1. Peaker, Anne, and Vincent, Jill, “Arts in prisons: towards a sense of achievement™, a report for
the Home Office and the Arts Council of Great Britain. London, 1991
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could jeopardise their activities and alienate inmates and prison authorities
alike.

7.2.22 More than 100 people from eight countries attended the first Euro-
pean Conference on Theatre and Prison, held in Milan in 1994. This led to the
creation of a European network at the second conference, held in Manches-
ter in 1996, to facilitate the exchange of information and best practice for
theatre companies working in prison settings. Currently, arts in prisons
appears to lack systematic resourcing, specialist training and sufficient
research to evaluate impact. One way forward would be for national/region-
al prison authorities to appoint individuals with responsibility for developing
and monitoring artswork in correctional establishments. If it is accepted that
the arts and the creative process can contribute to the rehabilitation of
offenders and the maintenance of prison security, resourcing could be shared
between government departments responsible for correctional establish-
ments and those responsible for culture.

7.2.23 The arts cure. Writing in The Listener in 1985, the British art critic,
Richard Cork, said: “The medical profession is at last beginning to realise that
a hospital should care for the whole person, not just the specific illness. To try
curing people in surroundings which demonstrate an appalling lack of sensi-
tivity is to betray the whole basis on which hospitals should rest. How can
anyone possibly justify treating patients’ ailments in a building shabby and
dehumanised enough to depress them still further? Incarcerating them in such
places is bound to alienate people who are already distressed and desperate-
ly need assurance. Artists can help to provide this consolation by making
images which assert the stubborn vitality of the human imagination.”?

7.2.24 For many years there has been much exciting arts work in hospitals
and health care centres in France, Germany, the Netherlands, Scandinavia and
the United Kingdom and other countries, which have included the arts either
as an instrument to heal sick people or as a means of improving the hospital
milieu. The arts have also been employed successfully in hospices and centres
caring for terminally ill people.

7.2.25 The role of the arts in health care falls broadly into three areas: a)
improvement of the physical environment through decoration, murals, paint-
ings and sculpture; b) the presentation of concerts, theatre and dance per-
formances, exhibitions and artists and writers in residence schemes; and c) the
use of specially trained art, dance, drama and music therapists. Difficulties
have arisen in the past over relationships between artists and arts therapists,
but their skills are complementary and their common interest is “communi-
cation” with the patient. Unfortunately such activities are among the first to
be threatened by reductions in public expenditure.

7.2.26 Although the arts and healthcare have been well documented — in
the United Kingdom, in particular, but also through initiatives, such as the
Unesco Art in Hospitals project launched in 1990 - there remains scope for

1. Cork, Richard, “The art of healing”, in the Listener. London, 11 July 1985.
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the dissemination of experience across Europe. The key to this is the need for
systematic inter-sectoral co-operation between the cultural and health sec-
tors, not only in terms of sharing experience and evaluation of the impacts,
but also in such areas as the engagement of artists at the design stage of new
hospital buildings or the employment of young out-of-work artists to improve
hospital environments.

7.2.27 Pink pride. It is little more than a century since homosexuality was
recognised as a psychological concept. For most, but not all, of European his-
tory same-sex acts were punishable by law. However, there is evidence, if
intermittent, of the covert existence of gay sub-cultures seeking to survive in
a hostile world. Gay men and lesbians have been prominent in the arts and
letters where they were sometimes able to achieve a certain, albeit often
ambiguous, status (to pick a few names almost at random, they include Sap-
pho, Plato, Virgil, Leonardo da Vinci, Michelangelo, Shakespeare,
Tchaikovsky and Proust).

7.2.28 However, the attainment of individuals does not conceal age-old dis-
crimination against gays and lesbians, which seems to have grown fiercer with
the identification of homosexuality as an alleged perversion or mental disease
by nineteenth century psychologists. In the last three decades attitudes in
many parts of Europe have begun to change, although homosexual acts
between consenting adults are still illegal in some countries. In some cases,
the age of sexual consent varies between men and women. A vigorous gay
liberation movement has helped to shift opinion and at the same time has cre-
ated an open and self-confident community which asserts its own special cul-
ture and claims the right to freedom of expression. It played a part in the gen-
eral opening-up of sexuality outside marriage from the 1960s onwards.

7.2.29 However, the onset of Aids, a disease which in the west (although
not in Africa) was perceived as largely stemming from gay sexual practices,
created alarm and renewed prejudice. It has struck down many figures in the
arts world. Nevertheless, energetic campaigning on behalf of sufferers has
aroused much sympathy and has enabled campaigners to keep the issue of
gay rights in the public eye.

7.2.30 Discrimination, official and unofficial, continues to make a misery of
the lives of many gays and lesbians, although they are widely accepted in the
arts and media. Some interpretations of religious codes condemn gay sex and
same-sex paired relationships, but unequal laws as between homosexual and
heterosexual acts are hard to justify from a rational, ethical standpoint. It is to
be hoped that governments and international courts will ensure that legal dif-
ferentiations are eliminated. So far as cultural rights are concerned, inclusive
policies should enable gays and lesbians to express themselves freely and to
celebrate their cultures at will and without hindrance.

7.2.31 In from the margins. The challenge for the 1990s is to bring all mar-
ginalised communities into the heart of debate and strategy. Public acknowl-
edgement confers legitimacy and vice versa, and is translated into the alloca-
tion of funds or their denial. Not unnaturally, those refused legitimacy not

132



The demography of exclusion

only campaign for equality of treatment, but often estrange themselves from
the mainstream and proclaim the purity and separateness of their own cul-
tures. This worries some observers, particularly when it is linked to aggressive
political attitudes. However, even in the best of all possible worlds, reciproc-
ity should not be confused with assimilation, nor an integration that dilutes
minority cultures. Reciprocity is not possible unless there is difference, for oth-
erwise there would be nothing to exchange. The key to public policy is not to
regard minorities as problems which need to be accommodated or fitted into
a tolerant niche. Rather they are elements in a richly patterned tapestry which
would be the poorer for want of any of its parts.

7.3 Overcoming gender bias: parity democracy?

7.3.1 In the past twenty years the status of European women has been
changing, both for good and for ill. Due to campaigning by the feminist
movement in the 1960s and 1970s, it has been widely acknowledged that
gender equality is an essential condition of democracy. Catherine Lalumiére,
former Secretary General of the Council of Europe, has compared equality to
two feet: “We all have a left foot and a right foot, and we know very well
that walking is much easier if the two are of the same size”.1 Ideas such as
equality in parity, which take account of the different cultural contexts of
men’s and women’s lives and experiences, have given a new impetus to
attempts to review traditional notions of a social contract and expand defin-
itions of democracy.

7.3.2  Specific new demands have been made, not without some success,
for greater equity between the sexes so far as a salary and job opportunities
are concerned, and for the increased representation of women at the top of
professional hierarchies and, more generally, in positions of influence. In
1992, according to the UNDP Human Development Index (HDI), seventeen
European countries were among the thirty ““most developed™ societies, but
when the index was corrected for gender equality, the number of European
countries among the top thirty was twenty-three. However, as recently as in
1995, according to the Human Development Report 1995, only 13% of
members of parliament in OECD countries were women, 15% ministers and
16% local authority members. A study carried out by the European Commis-
sion in 1993 showed that only 15% of the members of the governing bodies
of the twenty-one public broadcasting organisations in eleven EC member
countries studied were female, while two thirds of the organisations studied
had appointed no women at all at that level. As for senior management, on
average only 10% of employees were women. No broadcasting organisation
was headed by a woman at the time.

7.3.3  Such development as has taken place has relied heavily on a variety
of social changes. For example, women are marrying at a later age and bear-
ing fewer children. They are spending longer on education and training and
have more time to pursue independent careers. Their growing presence in the
workforce, in large part due to economic forces, has led to changes in the size

1. Quoted in The gender perspective. Council of Europe Publishing. Strasbourg, 1995.
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of families and redistribution of power between husband and wife, mother
and father. A woman’s identity, which used to acquire most of its meaning in
the family and through child-rearing, is now also being defined in terms of
work outside the home. At the same time, the concept of parity democracy,
the equality of men and women as proponents of social values, has been
gaining ground.

7.3.4 However, these improvements have taken place somewhat uneven-
ly across Europe and are helped or hindered by a given country’s prevailing
ideology and political system. Progress, especially in relation to career oppor-
tunities and political representation, has been most marked in highly indus-
trialised societies with extensive welfare systems. According to the Human
Development Report, Nordic countries are among the top five in the gender
related HDI and in these countries more than 30% of members of parliament
and ministers were women; by contrast, Belgium, Ireland, Greece and
Switzerland had lower rankings than the overall HDI for these countries might
lead one to expect. To quote a Finnish researcher, “[...] gender differences
and inequalities between the sexes in today’s Europe are multiform.”* Over-
all indicators of the gender inequality tend to conceal the plurality of female
social, economic and cultural experience and the different ways they have
intervened in, or influenced, the world around them. For instance, it is only
recently that immigrant women of non-European origin have made their
political presence felt, even though they have always been intermediaries in
intercultural socialisation.2

7.3.5 The battle for equal pay for equal work has not yet been won and
the values and perspectives of women are inadequately represented in the
mass media, especially not in respect of their ethnic and social backgrounds
and cultural, religious and ethical mores. Advertising is one of the most influ-
ential agents of socialisation; it influences an increasing amount of media con-
tent and seems to play a significant role in the construction, or at least the
reinforcement, of gender identity. Negative images of women are still per-
petuated and reinforced at the expense of a realistic picture of women’s mul-
tiple roles. Broadcasters, film-makers and advertisers still use women’s bodies
as sex objects and violence against women masquerades as entertainment. It
is typical that only few women make it to the top in the advertising industry.
For example, only 8% of managing directors in the British advertising indus-
try are women, and most of them work in small companies.3 Perhaps there is
a role for cultural policy makers in helping to change a culture which is so
exploitative in its representation of women? In real life, the personal security
of women is threatened and they suffer discrimination in employment. An
obstacle to developing constructive intervention strategies is the inadequate

1. Julkunen, Riitta, Hyvinvointivaltio kddnnekohdassa (The turning point of the Welfare State).
Vastapaino, Tampere, 1992.

2. This emergence of immigrant women in the European political arena has been discussed under
the heading “Immigrant women: out of the shadows and on the stage” in Immigrant women
and integration, Community Relations, Directorate of Social and Economic Affairs. Council of
Europe. Strasbourg, 1995.

3. See “Human rights and gender: the responsibility of the media™, seminar proceedings (Stras-
bourg, 29 June-1 July 1994). Council of Europe. Strasbourg, 1994.
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documentation and research on domestic violence, sexual harassment, vio-
lence against women and girls in public and private as well as in the work-
place.

7.3.6  The immediate future does not give much ground for optimism.
There is a clear danger that the weakening of the Welfare State in many coun-
tries will lead to a loss of achievements already won. Rising unemployment in
Europe affects more women than men, in that of every 100 without a job it
is estimated that fifty-three are women. Some observers argue that this trend
is leading to the feminisation of poverty. In the transitional societies of east-
ern and central Europe, political, social and economic change has tended to
have a negative impact on the position of women and, ironically, the process
of democratisation has been accompanied by a sharp decline of female rep-
resentation in political decision making in these countries — a process which
two political activists from these countries, Slavenka Drakulic and Julia Szalai,
have coined “democratisation with a male face”.

7.3.7 There is no denying that culture is a sector where women have
gained both prestige, employment and influence. Women excel in the per-
forming arts. They are the equals of men as professionals in many arts insti-
tutions and networks of cultural services (in public libraries, museums,
archives, galleries) and often outnumber them, although the most influential
positions are still mostly in the hands of their male colleagues.2 Furthermore,
as participants in cultural life, women have usually outnumbered men in the-
atre and concert audiences, as visitors to museums and art galleries and as
mediators of cultural values and traditions.

7.3.8 However, the creative achievement of women is a less happy story —
particularly in the visual arts, classical or new music and in film-making. As
practising artists they find themselves in much the same position as in other
professions. Research shows that great inequalities prevail — structural, finan-
cial as well as attitudinal. To take an example, during the three year period
1986-88, at the Museum of Modern Art and at the Museum of Twentieth
Century Art in Vienna — Austria’s two most prestigious art museums — only
five exhibitions were devoted to the works of female artists. At the same time,
women held more than half of the country’s art degrees and formed the
majority of art school students. Female artists in most European countries will
surely endorse the motto used by their American counterparts: “You have to
be nude to be in the Metropolitan™.3 Thought needs to be given by policy
makers to ways in which cultural institutions in receipt of public subsidies
could be required to implement development programmes to facilitate access
by women, whether as artists or administrators.

7.3.9 Paradoxically, while the process of globalisation is threatening the
gains of European women in status and security, it may also further their

1. Cited in The gender perspective, Council of Europe Publishing. Strasbourg, 1995.

2. See Statistical Appendix, Figure 1: Career pattern of female artists — The “pyramid of success”
in Germany in 1995.

3. The Guerrilla Girls, The conscience of the art world. New York, 1986.
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cause. It has been argued that the contradictory processes of globalisation
and localisation could have a positive impact too.1 On the one hand, women
are said to be more “local” than men in their attitudes — that is, more con-
cerned about the quality of local services, environment and culture; while, on
the other hand, they are more internationalist in the sense of being commit-
ted to social solidarity and humanist values. A possible indication of this inter-
est in global concerns is that the share of women MPs at the European Par-
liament (18%) is presently higher than that in many national parliaments of
the EU. In the words of Virginia Woolf: “As a woman | have no country, as a
woman, my country is the whole world”. If these kinds of speculation are cor-
rect, women may have an increasingly influential role in these fields.

7.3.10 European gender policies have begun to respond to globalisation and
changes it has brought about in the economy and in employment. A recent
compendium compiled under the auspices of the Social Partners’ Agreement
of the European Union, presented fifty examples of good policy practice,
some of which showed a new emphasis on training women for Europe’s
restructured labour markets.2 It identified a special focus on hi-tech areas,
such as new information technologies and on the special problems of train-
ing migrant women and women in rural and depressed areas. In each case,
culture and cultural differences were taken into account and related to gen-
der equality.

7.4 The “problem’ of youth culture

7.4.1 Ingeneral, the youth of the 1990s in many European countries speak
more languages, are increasingly mobile, more international in their thinking,
more adaptable to change, freer than their predecessors and more interested
in cultural diversity. Some have acquired wide contacts through international
tourism and education exchanges. Academic qualifications are no longer seen
as guaranteeing a job or career and there is growing pressure on creative arts
and humanities courses in higher education as distinct from the more practi-
cal disciplines. Relatively few take up such opportunities as there are for com-
munity work, although there is evidence that those who do enjoy and bene-
fit from it; in some countries there is still military conscription, but it seems to
attract little enthusiasm.

7.4.2 According to a world-wide study by Research International pub-
lished in 1996, young people between the ages of 18 and 34 take a more
resigned and detached view of their circumstances than their parents did.3 In
1995, RI conducted a similar survey of teenagers which revealed even more
striking trends. While the respondents, in both cases, have a “greater social
consciousness”, they are unlikely to take any form of direct action. With-
drawing into themselves and focusing on small groups of friends and family,

1. See Lash, Scott and Urry, John, Economies of sign and space. Sage Publications. London, 1994.

2. “Education, training, youth, women and training in Europe; fifty projects which challenge our
traditions™. European Union, DG XXII. Brussels, 1995.

3. “Are you talking to me? Communicating with young adults™, Research International. London,
1996.
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they are strongly individualistic in the sense that they live according to per-
sonal credos and make choices guided by an eclectic set of values. Paradox-
ically, they combine a keen sense of themselves as individuals with an under-
lying desire for conformity. “Individualism is not about eccentricity for its own
sake; it is no longer about making a statement by dyeing one’s hair green, but
is more often ‘interiorised’ or intrinsic. It is a state of mind, rather than a way
of looking or dressing.”? These attitudes are especially strong in northern
Europe, but are also present in other parts of the developed world. RI’s group
director, Martine Thiesse, commented in a newspaper interview: ““Young peo-
ple in Europe are essentially more realistic. They are coming to terms with eco-
nomic reality. But they are not complaining; instead they are simply digesting
the whole bitter message [...]. They have kind of given up traditional young
values. They don’t show the ‘want it now’ mentality. They accept postpone-
ment of desires and accept that what they have now is ephemeral — work,
money even relationships.”2

7.4.3  Adolescents’ self-awareness as a class apart has long been reinforced
by their value as a coherent commercial market. Accelerating affluence in
western Europe gave the post-war “baby-boomers” and their successors lim-
ited, but unprecedented, quantities of disposable income and manufacturers
recognised them as significant consumers of global cultural products, through
records, tapes and video imagery.3 There is some evidence that attitudes in
this respect may be changing. Young people are widely believed to be fasci-
nated by electronic communications. Contrary to expectations, the Rl survey
found comparatively little interest in the new communications technologies,
perhaps because they are already taken for granted. Also it did not bear out
“the accepted view of [young adults] as acutely image-conscious and status-
oriented consumers, at least in the developed western markets, where the
research points to a move away from overt consumerism.”

7.4.4  This may have something to do with the fact that one in five young
people in Europe (that is, from school leaving age to their early thirties) are
now out of work, and their spending power, although still substantial in
aggregate, has been weakened. Many live in their own enclaves, isolated
from the rest of society. Some young unemployed stay on at their parental
homes, disillusioned and without the initiative or morale to make their own
way in the world. What does the next century hold for them? As promised
opportunities fail to materialise, young people seem to have been gripped by
inertia rather than the rebelliousness that characterised their parents’ gener-
ation. Some young adults in their mid-twenties have never worked since leav-
ing school in their teens, even though they are technologically more adept
and have a flexible approach to their career prospects. A number of arts pro-
jects have attempted to address the prevailing social disillusionment of young
people. Leader, a neighbourhood youth centre in Kyiv, in the Ukraine, for

1. Ibid.

2. “Generation X drinks to a bleak future, the European newspaper, 11-17 January 1996. Lon-
don.

3. Hobsbawm, Eric, The age of extremes: the short twentieth century. Michael Joseph. London,
1994.
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instance, seeks through the arts ““to teach marginalised young people who do
not have a say in society and who have lost their identity, strategies and
behavioural patterns which will help them gain a new confidence in life””.1 The
centre is involved in artistic exchanges with others in Berlin, Barcelona and
Moscow.

7.4.5 On the other hand, it cannot very well be claimed that young peo-
ple are culturally deprived. But their approach to culture is both wider and
more engaged than that of their elders. As Paul Willis observes: “In amongst
the plethora of expressions which help to constitute the different cultural
fields of the young are some which are made to ‘come alive’ to some degree:
a particular pop song suddenly evoking and coming to represent an intense
personal episode or experience; a dramatic situation paralleling and illumi-
nating dilemmas and problems in the family, with friends, or at school or col-
lege; a look in a fashion magazine sparking new ideas for personal style and
adornment. Such items can be symbolically appropriated to produce a cutting
edge of meaning which not only reflects or repeats what exists, but creative-
ly transforms what exists — previous personal experience and hopes for the
future being reorganised, made more understandable or handleable; exter-
nally provided expressions changed by being made to signify in new person-
ally ‘significant’ ways. Thus charged, both experience and representation can
further change, interact and develop through processes of creative con-
sumption, creative perception and re-perception.”2

7.4.6  The last fifty years have seen the arrival of a major youth arts indus-
try, commercially driven, but reflecting their concerns and interests. Music
was, and to some extent still is, a core activity, embodying social, moral and
political attitudes and symbolising an oppositional stance to the “straight™
world of adults and official establishments. Fashion has played a similar role.
Youth culture’s leading characteristic has been the overthrow of traditional
constraints in favour of a freer and open approach to sexual activity. The use
of drugs is widespread, often to extend the senses (or even, on occasion to
offer “spiritual” insights) and not simply as an optional adjunct to an enjoy-
able social life. It is a frequent feature of listening or dancing to music and
music-making and has spawned its own forms of popular music (for example
techno, rave and ambient). Cannabis is widely, if often illicitly, available and
used and substances such as MDMA, usually marketed under the name of
Ecstacy, are popular. The cultural significance of drugs is one of the reasons
why the authorities find it so difficult to stamp out their use (another being
the contradiction which young people see in the legal availability of other
dangerous substances, such as alcohol and nicotine). If (as appears to be the
case) the criminalisation of some drugs has failed to control or reduce their
use, perhaps other approaches should be explored. This is a sensitive and con-
troversial topic, but perhaps the time has come for national governments to
open candid public debates with a view to finding new ways of addressing

1. See “Art as catalyst, artistic youth work in socially troubled areas”, a report to the European
Cultural Foundation, 1995.

2. Willis, Paul, Moving culture, an enquiry into the cultural activities of young people. Calouste
Gulbenkian Foundation. London, 1990.
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the social use of drugs of all kinds. If so, there may be a role for specialist arts
organisations in this process.

7.4.7 It would be wrong to suppose that there is a single, universal youth
culture. In fact, there are many and plenty of young people who have less
interest in music than sport, which many enjoy as participants or spectators.
The situation varies from country to country and the image of an adolescent
in jeans and a t-shirt and listening to a Walkman is a stereotype to which there
are many exceptions. That said, the impact of the ““cultural revolution”, which
originated in the late 1950s when the first post-war generation was matur-
ing, is still both attitudinally and commercially pervasive.

7.4.8 To some extent, it is policy makers who may be “the problem”, not
the young. Rising generations have always had different ideas and explored
opposing values to those promoted by their parents and grandparents. It is
hard to imagine the human race having made such advances as it has with-
out this continuing process of challenge and change. At the same time, alien-
ation can go too far and some effort should be made to heal the schism
between youth culture and the traditional arts, if only to make the full
resources of Europe’s arts and heritage accessible to young people.

7.4.9  Education curricula and teaching methods bear much of the respon-
sibility for the impasse. The arts are often narrowly defined and there are
powerful arguments for their extension into popular culture. Students need
an introduction to the sophisticated languages of the mass media. Syllabi tend
to be goal-oriented and geared to passing examinations and acquiring qual-
ifications; this is more suitable for subjects such as mathematics and the learn-
ing of languages than creative studies. The outcome can be that students
emerge from school with a hearty dislike of officially approved arts.

7.4.10 Many cultural institutions have education policies and offer student
concessions, but their ethos can be antipathetic. They give the impression of
being run by adults for adults. Efforts to respond to young people’s needs,
not only through programming and the management of ambience, but also
by marketing the arts to young people “where they are” — that is, on the
street or in the shopping mall or at student performance venues — are not
much in evidence. It is not unreasonable to believe that partnerships between
local government and the private sector could lead to the creation of a vari-
ety of facilities for disaffected teenagers (for example using empty commer-
cial premises on a temporary basis).

7.4.11 The cultural policies of the Nordic countries have placed particular
emphasis on young people, but the French government was among the first
to recognise the needs of young people in a comprehensive way. During the
1980s, it endorsed the specificity and diversity of youth culture and sought
to help young people to develop their own cultural practices. The Ministry of
Culture subsidised local authorities and voluntary associations to help them
provide new venues. These included “Zeniths”, ten large performing spaces
across the country, as well as a number of middle and small scale venues for
concerts, rehearsal spaces both for professionals and amateurs and about sev-
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enty cafés-musiques, which are demand-led, cater for rock and rap and are
mainly located in deprived suburbs. The principle of providing opportunities
for adolescents to pursue their own cultural interests independently is one
which it might be profitable for other countries to follow. In addition to build-
ing venues, attention might also be given the financing of music recording
studios and access to the new information technologies.

7.5 Investing in the experience of age

7.5.1 Perhaps young people should make common cause with another
marginalised group, elderly people, through a solidarity pact between the
generations?! As we move inexorably to the time when the full impact is reg-
istered on the public services of the demographic “time bomb” caused by the
post-war “baby boomers” reaching pensionable age, governments will need
to think in new and creative ways. The chances are that health, welfare and
economic services will be under even greater pressure than they are today,
but with earlier retirement — whether voluntary or enforced — and a longer
lifespan, a large proportion of Europe’s growing number of elderly people will
have the potential to enjoy a more active life if they have sufficient resources.
Recent studies in France, for example, reveal that at certain times and on cer-
tain days of the week, older people represent the largest percentage of mu-
seum visitors. Public policies should begin to address how this reservoir of cre-
ative interest can be fulfilled and thus challenge the conventional wisdom in
society which assesses people’s worth according to their ability to do produc-
tive work. Cultural policy makers must also recognise that the nature of the
tastes of the new generation will change (people of Mick Jagger’s age may
not all be comfortable with tea dances and waltzes).

7.5.2  The famous Japanese artist, Hokusai, when 80 years old, remarked
to a friend that he hoped he would live life a little longer as he had just learnt
how to hold a paint brush. The creative abilities of many great European
artists, composers and writers, as they became septuagenarians or octoge-
narians, were sustained or even increased. While not everyone aspires to be
an artist, people need the creative experience at all ages and in all circum-
stances. Psychologically, the arts assist people to deal with the ageing process.
They can help the individual to find purpose and understanding about the
past, about the loss of youth, and provide new life-enhancing perspectives.
Art, drama, music, reminiscence are commonly employed as means to engage
with elderly people.

7.5.3 A network of organisations, artists, arts organisations, policy makers
— ActiveAge — now exists in Europe to share and learn from models of good
practice, encourage partnerships and provide opportunities for transnational
projects. At its second European meeting on Older People and the Arts, held
in Dublin in February 1995, ActiveAge issued a number of recommendations
for action to promote the contribution of older people to the arts. The task
force considers several of these to be of importance, in particular the need to:

1. The Standing Conference of Local and Regional Authorities of Europe recommended such a
pact at its conference in Siena in October 1993.
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firstly, explore and exploit the capacity for self-expression through the arts to
give older people a voice and help define their role in society; secondly
acknowledge and promote the value of older people’s economic contribution
to the arts; thirdly utilise the sociability and enjoyment factor of the arts to
help to re-establish links between different sections of society; and fourthly,
prepare for an active and stimulating later life by providing opportunities to
develop creative interests before retirement.

Summary

Today’s economic and political realities, xenophobia and intolerance are
creating unemployment and population displacements. As a result many
people are excluded from the intellectual and emotional resource which a
full opportunity to take part in cultural activity confers. The poor cannot
afford culture and minority communities (whether indigenous or non-Euro-
pean) have limited access to mainstream culture and insufficient buying pow-
er to establish and promote their own cultures. Other groups who are disen-
franchised by circumstance or condition include disabled people, those inill
health and those isolated in penal institutions. Women are only now begin-
ning to break free from their old economic and social shackles, but although
their creative abilities are now widely acknowledged, they remain under-
represented in senior positions in the cultural sector. Lesbhians and gays
are emerging from the shadows into mainstream social life. Young people
have an oppositional culture of their own. Numbers of elderly people are
growing, yet too often they are a disregarded force. The adoption of inclu-
sive cultural policies will give those who face exclusion and discrimination
access to self-development and empowerment and will also help to create
employment.

Points for consideration
Contribution to human knowledge and understanding

i. Programmes are needed to encourage the cultural development of
non-European and indigenous minorities. These should have sufficient
funding at their disposal to enable minorities, where appropriate, to main-
tain and control their own cultural institutions. To be effective, they should
be accompanied by monitoring systems and the dissemination of knowl-
edge and good practice.

Economic and social outcomes

il. Job creation schemes should be targeted to generate employment
in the cultural sector (for example services for the elderly, “animation” of
the built heritage, cultural tourism, heritage conservation, youth services,
etc.).

iii. The arts should be an element in the social integration of unem-
ployed people - for example, through retraining schemes.
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iv. Drugs have become a component of youth culture, as is reflected
in some of the arts it produces, and are more than simply a policing prob-
lem. There is a case for public authorities to open a debate on the subject
and seek out new ways of addressing the social and cultural use of drugs.
There may be a social role for specialist arts organisations to assist in this
process.

V. Cultural policy makers, working with communications authorities,
mass media corporations and the cultural industries, should take active
steps to encourage a less exploitative representation of women in the arts
and media.

Harnessing human resources

Vi. The cultural sector should co-operate with development and aid
agencies working in the field of social exclusion to address the needs of the
large number of people in Europe who, through poverty, unemployment
or displacement, are marginalised by societies whose value systems are
based on economic considerations and the status conferred by employ-
ment.

Vii. Public authorities and cultural agencies have an important role in
ensuring that disabled people have access to culture on an equal basis with
the rest of the population, whether as consumers or practitioners. Clarifi-
cation of responsibility for allocation of resources at government level
between the cultural and health departments is often a necessary precon-
dition. There is much good practice in arts by/for/with disabled people in
Europe, but they need to be better monitored and disseminated.

Viii. Institutions in receipt of public funds should be obliged to imple-
ment active development programmes to facilitate access by women to the
arts, whether as artists or administrators.

iX. National, regional and local government should take full account of
the needs of elderly people in their cultural policies and enhance their
active involvement in the work of voluntary cultural associations and oth-
er such bodies.

X. Local and regional authorities in partnership with the private sector
should work to establish cultural facilities where young people can pursue
their arts interests — for example, recording studios, performance venues
and access to the new technologies. One of the further difficulties facing
policy makers has been to attract young people to utilise existing arts facil-
ities. Some of the more successful initiatives have been those which reach
young people “where they are”. We commend any innovative ways of
engaging with young people; one possible example is the idea of “drop-
in”” arts opportunity shops where young people can learn more about how
to confront the arts. Such shops, strategically sited in shopping centres and
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malls (sometimes taking advantage of short lease opportunities in com-
mercial property) could provide a new way to introduce the arts to disaf-
fected young people in urban environments.

Xi. National and regional governments should promote and support
networks for the arts in health care (where they do not already exist) to
bring together arts administrators, artists, therapists, physicians and nurs-
es. A necessary precondition will be intersectoral co-operation between the
cultural and health sectors. These networks should organise workshops
and training and should promote the incorporation of the arts as an inte-
gral component of health care by demonstrating the valuable role the arts
can play in the healing process. There is scope for the wider dissemination
of experience across Europe.

Xii. Prison authorities should consider appointing individuals with
responsibility for developing and monitoring artswork in correctional
establishments.

xiii.  In countries where military service for young adults is compulsory,
consideration could be given to the introduction of an option to undertake
community work with a strong cultural component instead. Voluntary
community service in cultural development could also fulfil a useful social
function and provide a means of self-expression and unlock the creative
potential of young adults in countries where there is no compulsory con-
scription.
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8 Lifestyles, liberties and the renewal of civil society

“Censorship has changed — in its form, its agents and its motives. It
has been privatised, has cut loose from the state, and has become
an attitude of mind that permeates entire societies. That is why the
priority task for writers, artists and intellectuals today is standing up
to the threat which the arts now face from that section of public
opinion which has made itself the tool of the prohibitions and
anathemas of the new international moral order, and creating new
areas of freedom, debate and solidarity”

Christian Salmon, Secretary General of the Writers’ Parliament?

“ [...] while the present day concept of human rights [...] takes a
form which derives from the state of civilisation today, the set of
values and imperatives which it reflects is rooted elsewhere: in a
deeper, truly profound inner experience of the world and of human-
ity itself within the world.”

Vaclav Havel, at the opening of the Human Rights Building of the
Council of Europe, 1996.

8.1 New lifestyles for old

8.1.1 The dynamics of individualism. The single most important social
trend since the war has been individualisation and a corresponding weaken-
ing of social structures, controls and values. This raises difficult moral
questions as some people pursue personal liberation and others mourn the
onset of a new age of decadence. It also echoes the logic of market liberal-
ism (most succinctly expressed by the UK premier, Mrs Thatcher, when she
was quoted as claiming: “There is no such thing as society””). The growth of
individualism is consistent with the rationale of civil society, which, as we will
see, depends on a careful balance between the state and the stand-alone cit-
izen.

8.1.2 Relations between the generations have been changing. Genera-
tional hierarchies have been challenged and parents often find that they have
more to learn from young people than they thought and that youth culture
has become an essential component of popular culture and its system of val-
ues. Its dynamics are governed by adaptability to continually changing social
and technological contexts (which young people learn as much from the mass
media as from the formal education system).

1. Quoted ““Refuge for writers: Strasbourg shows the way”, Forum, Council of Europe. Stras-
bourg, September 1995.
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8.1.3  Sexual behaviour has been transformed as part of a general liberali-
sation of moral attitudes during the twentieth century: it was given a boost
by the separations and confusions of the second world war and, although
some societies and religions disapprove of or forbid contraception, from the
1960s the birth control pill effectively eliminated the necessary biological con-
nection between sex and procreation. The traditional nuclear family (that is,
an earning husband, a wife who looks after the home and a child or children)
is becoming less common, not only in the Nordic welfare states, but also in
the core countries of the European continent.® Thus, in the Netherlands, as
the ““Social and cultural report 1994” points out, “among men with a job the
number without household tasks has fallen, while among women the num-
ber of full-time housewives has dropped [...]. In comparison with individuals
concentrating on a single task, those who combine tasks have a more restless
pattern of activity. ‘Task-combiners’ are more often on the move, go out more
and change their activities more frequently in their leisure hours.””2 More peo-
ple live alone, marry or cohabit later in life, live in one-parent households,
divorce or are voluntarily childless couples.

8.1.4  This general move towards individualisation is ubiquitous and it is
hard to envisage it going into reverse. It is embodied in consumer products
(such as convenience foods where the Americanisation of eating habits, with
the aid of the deep freezer and the microwave, is reducing the significance of
the communal meal), customisation of various goods and the increased per-
sonal use of the motor car for all kinds of specialised leisure activities. In mass
entertainment and communications, equipment is becoming independent of
fixed infrastructure (for example the walkman, mobile telephone and
portable computer). Popular culture is packaged so that it can be accessed at
any time and for more or less any length of time. Consumer electronics
increasingly feature interactivity — a technical trend liable to develop in future
years. People’s daily timetables are now an a la carte menu rather the old
familial and collective table d’héte. Not unnaturally, life styles are becoming
more and more diverse.

8.1.5 Although the same processes are affecting central and eastern
Europe, the scale is vastly different. The economic crisis in the region means
that the impact of the new communications technologies has been patchy
and fewer people have access to substantial resources for spending on leisure.
For many people the automatic response to the Romanian riddle from the
Ceausescu era — “Is there life before death?”” — continues to be: “No, there is
only survival.”” Moreover, high levels of stress can be detected in the patterns
of daily life. The report on Cultural policy in Estonia makes the general point
well. It is customary wisdom that ““social change generates both stress and
anomie. Stress is commonly due to ruptures in routines, increased uncertain-
ty about the right patterns of action, an increased need for effort and con-
centration; anomie, loss of faith in values, is in turn due to the lack of clear
objectives, conflicting expectations and absence of old and presence of new

1. The initial paragraphs are indebted to the analysis in “Social and cultural report 1994, The
Netherlands™. Sociaal en Cultureel Planbureau. Rijswijk, February 1995.

2. Ibid.
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social emblems and symbols [...]. Anomie appears both at individual and
social levels. At an individual level it can appear as lack of energy, isolation or,
by contrast, as aggressive behaviour. At the social level it can appear as
deviance, criminality, immorality due to loss of belief in prevailing values —
which often is combined with individualism and a search for self-gratifica-
tion.”1

8.1.6  The age of leisure: myth or reality? In pre-industrial Europe, and in
countries such as Russia up to the Soviet Revolution, the concept of leisure
hardly existed, except among the upper and upper middle classes. Hours of
work were so extended that there was little time or resources for the mass of
the population to enjoy recreational pursuits. The state’s role was principally
one of legislation to maintain law and order in places of entertainment,
although there was governmental involvement in prestigious events such as
the Olympic Games or in the development of public libraries and museums.
Leisure provision as a “legitimate” function of government in Europe
emerged largely as a post-second world war development.

8.1.7 Inthe 1960s and 1970s sociologists announced that a post-industri-
al society of leisure was approaching. As Roberts notes, most of these claims
were based on the “decline of the work ethic, a system of values in which
work is defined as intrinsically virtuous [...] and which requires that other
spheres of life be subordinated to its demands”.2 Such arguments were rein-
forced by growing evidence of a decline in the number of hours worked and
by increasing prosperity in much of western Europe. Some commentators,
perhaps echoing nineteenth century British thinkers such as William Morris
and John Ruskin, were convinced that society was on the verge of a new
“golden age” in which work would yield greater personal satisfaction thanks
to technological developments, and that individuals would seek meaningful
leisure opportunities in their enhanced free time.

8.1.8 A marked increase in public policies for sport and recreation, parks,
countryside, tourism, heritage, arts and entertainment followed. Intervention
in Europe has been widespread, but it has also been piecemeal. Public author-
ities sought not only to create new leisure opportunities and to acquire and
protect land — for recreational use, or because these were perceived as intrin-
sically worthwhile — but also to attain other objectives (for example to redress
social inequality, rectify environmental decay, or to realise perceived economic
benefits). Policies were primarily developed by local and regional authorities
which placed particular emphasis on the provision of facilities. Few countries
in western Europe, with the notable exceptions of France, the Netherlands and
Germany, formulated strategic national and regional policies for leisure,
though several attempted to develop national plans in different leisure sectors.

8.1.9 The predicted leisure society did not materialise in quite the way the
forecasters envisaged. Escalating unemployment meant that “leisure” was

1. Cultural policy in Estonia, Report by a European panel of examiners, European Programme of
National Cultural Policy Reviews. Council of Europe Publishing. Strasbourg, 1997.

2. Roberts, Kenneth, Contemporary society and the growth of leisure, Longman. London, 1978.

147



In from the margins

imposed on a substantial percentage of Europe’s population. For others for-
tunate enough to hold jobs and a disposable income, the hours worked actu-
ally increased - either because of additional tasks acquired as a result of com-
pany “down-sizing” or because economic considerations forced them to take
second jobs in their “spare” time.

8.1.10 The leisure sector in Europe has been influenced by a range of oth-
er factors: increased interest in participatory sporting or open-air activities
fuelled by health and fitness advertising, and greater environmental aware-
ness and sensitivity; pressure on government budgets in many countries; the
internationalisation of the leisure industries; and the ageing of the population.

8.1.11 The development of new leisure opportunities and rising affluence
has had a major impact on people’s lives. When at home, Europeans are well
equipped to amuse themselves and their living rooms, furnished with televi-
sion, radio and record-, cassette- or CD-players, have become electronic arts
centres. While reading remains popular, especially in the north, habits are
changing, with younger age groups depending less on the written word.
Musically, Europeans are in tune with the rest of the world. Emerging world
music and Anglo-American rock and pop are more fashionable than ever,
underpinning a boom in radio listening, music videos and, outside the home,
attending live musical events. While cinema attendance is generally down,
going to the movies remains the most prevalent form of cultural activity when
a European decides to go out. User-friendly museums and galleries are enjoy-
ing a renaissance. Holidays form a large part of people’s expenditure on
leisure across most social classes — in the Netherlands, for example, they con-
sume about one-third of the average leisure budget,! — although the poorest
members of the population still cannot afford extended breaks.

8.1.12 New patterns of consumption. It is important to be clear about the
nature of contemporary consumption. One characteristic reading is that it is
a passive and wasteful process.2 According to this view, consumers are the
dupes of manufacturers and the mechanisms of advertising and marketing
and accept without question the values which are implicit in the packaging
and sale of goods and services. However, researchers are beginning to show
that this is not how people behave in the marketplace. Dick Hebdige points
to the “the multi-accentuality and duration over time [...] of commodified
objects and forms as they move from one dislocated point to the next, from
design, through production, packaging, mediation, and distribution/retail
into use where they are appropriated, transformed, adapted, treated differ-
ently by different individuals, classes, genders, ethnic groupings, invested
with different degrees and types of intensity.””3

8.1.13 Consumption choices in the west in the 1970s and 1980s were dic-
tated by a range of manufactured lifestyles, which dominated the market-

1. “Social and Cultural Report 1994: The Netherlands™. Sociaal en Cultureel Planbureau. Febru-
ary 1995.

2. This section is indebted to Jackson, Peter, “Towards a cultural politics of consumption™, in Jon
Bird, Barry Curtis, Tim Putnam, George Robertson, Lisa Tickner (eds.) Mapping the futures: local
cultures, global change. Routledge. London 1993.

3. Hebdige, Dick, Hiding in the light, Routledge. London, 1988.
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place. Countless retail outlets, selling clothing or furniture or interior design,
were also commodifying lifestyles. The “designer jeans” phenomenon proved
to be a brilliant marketing device that helped to individualise mass-produced
goods and the concept spread as rapidly as the retail chains and shopping
malls. People understand the messages they are receiving when they buy
goods or services, but do not necessarily accept them. Rather, they put their
“symbolic creativity” to the service of their own wishes and in so doing sig-
nal their membership of subcultures to which they may belong or their view
of society and established values. Thus the old, autocratic, seasonal hierar-
chies of the fashion industry have been subverted by the use which young
consumers have made of the second hand clothes market and their practice
of alteration and customisation.

8.1.14 What is true of fashion can be applied to other forms of consump-
tion. Everyday objects (for example safety pins) are expropriated to make
aesthetic and life style statements. Since the second world war cuisine has
been internationalised with the assistance of cookery writers promoting
different kinds of food preparation from all parts of Europe and from Asia
and the Indian sub-continent, and by the arrival of “ethnic” restaurants in
cities and towns and by changing tastes fuelled by tourism. The recording
industry has brought within most people’s reach a library of classical and pop
music of every period, enabling them to assert a personal eclecticism against
the commercial imperative of the fashion of the moment. Satellite television
and video retail have made available the same opportunities in the case of
feature films and television programmes. Consumers are now in a position,
by means of selection from a wide range of products, to devise their own cul-
tures and to determine (in E.M. Forster’s phrase) their particular ““angle to the
universe”. Audiences for mass culture are not uniformly uncritical, but inter-
act with what they see and hear — judging, assessing and reworking products
to suit their construction of their lives. Interestingly, advertisers are beginning
to react to these attitudes: According to a recent world-wide Research Inter-
national survey into young adults, brands which market themselves as
the consumer’s friend in a bleak world, “providing encouragement and
empowerment to the individual™, are successful (Nike was one example with
its “Just do it” message).! Creating a sense of complicity or language under-
stood only by this age group strikes a chord with disaffected young. “Com-
modities [...] can be pushed and pulled into the service of resistant demands
and dreams. High tech in the hands of young blacks or girls making-up are
not simply forms of buying into the system. They can be very effectively
hijacked for cultures of resistance, reappearing as street-style cred or assertive
femininity.”2

8.1.15 Insum, established cultural habits are being challenged by new, con-
fused patterns shaped by changing demographics — especially age and ethnic
background - economic realities, unemployment, globalisation of trade, the

1. “Are you talking to me? Communicating with young adults”, Research International. London,
1996.

2. Mort, F., “The politics of consumption” in Hall S. and Jacques M. (eds) New times: the chang-
ing face of politics in the 1900s, Lawrence and Wishart. London, 1989
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bombardment of mass media images and the convergence of communication
technology. The result is a scattered and complex cultural life with increased
choices available to the individual (or at least the illusion of choice). It is, in
fact, the new dominance of the individual and his or her tastes, as distinct
from social groups, which is shaping today’s new multi-doxies.

8.2 Civil society, moral markets and individual freedoms

8.2.1 What s civil society? This report has sketched a Europe in transition.
How are we to make sense of so various a landscape? Can any general con-
clusions be drawn about the changing relations between the individual and
collective institutions?

8.2.2  One starting point for an analysis is the model provided by the con-
cept of “civil society”. According to Salvador Giner, “civil society is an histor-
ically evolved sphere of individual rights, freedoms and voluntary associations
whose politically undisturbed competition with each other in the pursuit of
their respective private concerns, interests, preferences and intentions is guar-
anteed by a public institution, called the state. Any mature civil society
exhibits at least five prominent dimensions: individualism, privacy, the mar-
ket, pluralism and class.!

8.2.3  The primacy of the individual, as has been shown above, is a huge-
ly important and possibly irreversible development. In social behaviour, the
ties of family are weakening. Patterns of employment and unemployment
have left people very much on their own, unprotected by lifetime careers in
the employ of stable private or public institutions. Deregulation, technologi-
cal advance and the free market have opened up a competitive arena where
the motto is “everyone for himself””. As Giner points out: “The unhampered
market allocates resources, honour, authority, as well as goods and services,
through a spontaneous and ultimately anonymous process of countless indi-
vidual transactions among individuals and their associations.”’2

8.2.4  Privacy is a precondition of individualisation if the citizen is to enjoy
protection from a state which may guarantee, but can also threaten, her or
his liberties. Montesquieu considered social cohesion depended on interme-
diary associations in civil society which guarded the individual from the poten-
tial for states to exhibit despotic tendencies. In contemporary Europe the risk
is that individuals will withdraw from collective organisation, especially the
popular involvement that is a prerequisite of democratic politics. As can be
seen in various parts of Europe, this leaves the field open to opponents of civ-
il society who reassert the old nationalist, ethnic or totalitarian orders. Martin
Kettle writes: “The decisive question [...] is how well the new political systems
of eastern Europe can build on the strand of Enlightenment thought which

1. Giner, Salvador, “Civil society and its future, in Trial, trust and tribulation — The distribution
of roles and changing nature of relations between governments and arts councils, associations
and foundations, Report of the European Round Table (Budapest, March 1994), Circle Publica-
tion No. 8. Arts Council of Finland. Helsinki, 1996.

2. Ibid.
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enshrines the ideal of citizenship. Can a culture of citizen democracy, of indi-
vidual rights, of a vigorous civil society form the basis of social cohesion, both
within individual states and transcending their boundaries? Can it shape the
‘imagined communities’ of nations and states in ways that develop also a gen-
uine European imaginary community, a viable common home of the civic,
rationalist spirit beyond institutional structures? This hope of renewal has to
contend with the possibility that the ousted dictatorships so mutilated the
concepts and techniques of political modernity in societies, many of which
had no pre-Stalinist experience of a modern civic culture, that the atavistic
return of earlier, exclusionary irrationalist modes of bonding cannot but tri-
umph.”?

8.2.5 Pluralism entails the diffusion of power throughout society, which is
then vested differently in individuals and their groupings or coalitions. This
fosters a degree of mutual autonomy and allows the assertion of “difference”
among otherwise equal members of society. According to Bloomfield and
Bianchini, new social movements have broadened contemporary citizenship
“through their insistence on autonomous collective self-expression and rep-
resentation rather than reliance on political parties to defend their interests
and through shifting the boundaries between public and private concerns.”
In their view, “the emergence of self-consciously multicultural and multina-
tional societies” has heightened the clamour for recognition of cultural speci-
ficity and regional autonomy.2 In the absence of powerful systems of social
(moral codes) and political (autocratic or paternalist states) structures, toler-
ance is essential if conflict and violence are not to follow.

8.2.6  This is all the more important seeing that economic and class dis-
tinctions are an invariable accompaniment of the rights and benefits of civil
society, for free competition in an open market creates rich, successful and
powerful people who will try to pass on their advantages if they can to their
children. Life is a competitive game played according to generally applied
rules, but the idea that the playing field can be level for everyone is utopian.
The best that can be hoped for is protection for the weakest and a continu-
ing effort through education and the rule of law to recreate equality of oppor-
tunity for each succeeding generation.

8.2.7 Morals in the marketplace. Unsurprisingly, moral attitudes have
tended to mirror the fragmentation of old social norms. The over-arching
framework of moral values, endorsed by church and state, has often given
way to a vague consensus, inside which there is considerable leeway for indi-
vidual choice. Surveys mapping changing values in western societies between
the 1970s and 1980s identified definite trends accompanying the processes
of industrialisation and “informatisation”: on the one hand, materialistic
hedonism and extreme individualism and, on the other, strict professionalism,
corporativism, authoritarianism and submissiveness.

1. Kettle, Martin, op. cit.

2. Bloomfield, Jude, and Bianchini, Franco, “Cultural policies and the development of citizenship:
observations on contemporary European experience”, paper presented to “Cultural policy: state
of the art” conference, Griffith University, Brisbane, June 1995.
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8.2.8  The actual out-turn has given an unexpected twist to some of these
predictions; recent years have seen an escalation of advertisement-driven
consumerism, the rise of political intolerance and increased feelings of in-
security and alienation as a result of the economic recession and structural
unemployment. The speculations of post-modernism, which came into fash-
ion during the 1980s in the social sciences and philosophy, offered a way of
looking at what was happening. They proposed a moral relativism to accom-
pany the discrediting of old certainties and all-embracing rational explana-
tions (“grand narratives™).

8.2.9  Postmodernist commentators have pointed to an increasing interest
in culture in general (design and aesthetics, heritage culture) and urban cul-
ture in particular (prestigious architecture, local vernacular styles, cosmopoli-
tan diversity, urban sociability). A remarkable example of this was the domi-
nance of rock and pop in youth culture from the 1960s to the 1980s, not
simply as art, but as a way of life. All of this, it is plausibly argued, marks a
move away from the Modernist past, with its emphasis on universalising
rationality, standardised functionality and instrumentalism; its notion of the
planned society; its fixed aesthetic, ethnic and national hierarchies and its
neglect of everyday life, tradition, morality and the particular. Instead, post-
modern culture has embraced simulation, spectacle, pastiche and stylistic
bricolage. The result has been a wider acceptance of, and aesthetic interest
in, popular entertainments, advertising, electronic and commercial culture,
ethnic cultural expressions, and vernacular cultural forms. This has been tak-
en to the point where the kitsch and the banal have become the (sometimes
ironic and playful) object of aesthetic display. Hierarchies of value, in sum,
have become fluid and contested.

8.2.10 In this context an acceptance of absolute moral judgements is being
replaced by a new concept of “moral markets”, which asserts that moral val-
ues in western societies, especially under favourable economic conditions,
tend to turn into ““symbolic goods™, and are bought and sold in a marketplace
of ideas, particularly through the media, advertising and other cultural indus-
tries. In other words, individuals, organisations and business enterprises do
not act rightly or behave in a certain way from internal conviction, but to gain
external recognition or satisfy personal taste. Someone who consciously
behaves in a “politically correct” manner, or a corporation advertising its envi-
ronmental achievements, may be a typical customer of “moral markets”. This
does not necessarily imply deception or opportunism, for “we can see a
democratic tendency to let everyone participate in morality by selecting con-
sumer items which satisfy his/her moral needs. We are dealing here with a
morally agile form of consumer sovereignty. Moral intentions are revealed
publicly through consumer purchases’ (or, it could be added, in business-to-
business interactions) “[...] and any recognition or status problems are easily
solved. Recognition is granted by the publicly approved style-of-consumption
groups.”t

1. See Priddat, Birger P., “Moral markets, the cultural function of markets in modern societies.
On the relation between economy, morality and accelerated culture™, a paper given to the Con-
ference of the International Association of the Economics of Culture. Witten, Germany, August
1994.
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8.2.11 One of the points to make about a market determination of morali-
ty is that it is logically no more or less “right”” than the “intrinsic” justifica-
tions of classic philosophy. Its novelty (and its self-consistent rationality) is
that it does not appeal to any kind of external, justifying authority beyond
that of individuals negotiating with one another. It can, indeed, be argued
that it is more democratic than other kinds of morality. However, its weakness
is that the market is not well equipped to deal with the production of indivis-
ible collective goods, the control of negative externalities and the provision of
socially important services (for example education services and public health
systems), which are available to all irrespective of their purchasing power.
Moral markets are slow to respond rapidly and sensitively to new collective
problems as they arise.

8.2.12 The mass media are important agents in the development of moral
markets as sources of personal recognition and of people’s individually cho-
sen values. Most critiques point out the increasing homogeneity of the media
when they address major political and social issues, so the prevalent moral
solutions they offer are, in the event, unlikely to be very diverse or mutually
contradictory.

8.2.13 That said, there are plenty of alternative, non-commercial “prod-
ucts” on the market which have emerged from religious tradition and from
voluntary associations and socio-political campaigns and which offer a wide
range of moral choice. Radical cultural movements have produced diametri-
cally opposed political options, from nationalism to feminism. In the last
twenty years there has been rising public anxiety about the state of the envi-
ronment and the health of planet Earth. This anxiety is yet another factor, as
David Held, notes, that is wearing away the sense of belonging to a nation-
al community and respect for state-endorsed values. “Ecological disaster —
whether in terms of pollution, damage to the ozone layer or the ‘greenhouse
effect’ — does not acknowledge national boundaries and frontiers. The threat
of ecological disaster creates the conditions for giving priority to the claims of
humanity and its needs [...] rather than the language of the nation-state
democracies.”! Accumulating scientific evidence of the damage which indus-
trialisation has done to the biosphere has led to international initiatives such
as the Brundtland Commission report and the Rio Summit. “Green” cam-
paigns, initiatives and values, long practised in countries have permeated
political and social structures and have had residual economic effects in the
market place, including the launch of so-called environmentally friendly prod-
uct lines. The notion of sustainable development, with its emphasis on human
growth and the quality of life is, to a large extent, based on the ideas and the
idealism of post-war generations which have benefited from technical and
economic advance, but fear that it will be at the expense of posterity.

8.2.14 In a contrasting trend, social and economic insecurity seems to have

introduced a new puritanism — with conservatism on the political Right and
“political correctness™ on the Left. Faced with the collapse of a moral con-

1. Held, David, “Between state and civil society: citizenship™, in Citizenship (ed. Geoff Andrews),
Lawrence and Wishart. London, 1991.
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sensus, public authorities have sometimes exhorted a return to traditional val-
ues and promoted the arts and heritage as a means of recreating a lost social
cohesion. Defensive rhetoric of this kind has not always been very successful,
although Nordic countries have shown that a constructive appeal to tradition
can produce results: they see the protection of a living past as an instrument
for self-confidence, especially among minority communities, and aim to com-
bine, contradictorily in some eyes, a respect for the moral systems of others
with the promotion of basic western values.

8.2.15 The moral basis for the authority of supranational agencies such as
the United Nations has long rested on an absolutist assertion of human and
cultural rights, of which the most important is the right to freedom of expres-
sion. Our creative diversity, the report by the World Commission on Culture
and Development, calls for the establishment of a universal (or global) ethics,
dedicated to the promotion of democracy, tolerance and diversity. Many
Europeans would endorse these principles, which are preconditions for the
unimpeded conduct of life in contemporary civil society. What perhaps is less
clear is whether they are heeded in practice as a sufficient moral code for the
guidance of individual behaviour. It is a paradox that they permit and have
tended to foster contemporary relativism.

8.2.16 Before the modern era, “Western values™ had a powerful guarantor
in the Christian churches; organised religion provided a universal framework
for public and private morality. The secularisation of Europe over the past two
centuries has led to a decline in religious belief and the close links between
church and state have been weakened or severed in many countries. Many
Europeans would claim to have retained versions of the Christian ethic after
losing their belief and still make use of church ceremonies to mark rites of pas-
sage, such as marriages and funerals. It is also true that the churches still attract
millions of adherents. However, their claims to universality are no longer uni-
versally accepted nor their precepts obeyed. Religion has stalls in the moral
marketplace, but no longer a monopoly over the conditions of trade.

8.2.17 That said, there is evidence today of a religious, or at least a spiritu-
al, revival. Churches have been in institutional decline, but an English eccle-
siastic commented in 1994: “We [...] are aware of a spiritual hunger which
looks more and more for unorthodox forms of fulfilment.”” The chairman of
the Conference of European Churches, the Very Rev. John Arnold, has
claimed: “We may well be the first generation in history not only to belong
to a post-Christian era, but also to a post-atheist era.”! In central and east-
ern Europe the Orthodox and Roman Catholic churches are flourishing after
many years of discrimination by the communist authorities. In western
protestant countries evangelical and fundamentalist movements are gaining
adherents. As the year 2000 approaches there is a distinct possibility that mil-
lennarian fears and hopes will give an added stimulus to spiritual extremism.
Some young people are attracted by a variety of Christian and non-Christian
sects.

1. Both these quotations come from Rusama, Jaakko, “Europe and the churches”, in Finnish
Institute yearbook. London, 1994.
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8.2.18 Within the Europe of Christendom there are three traditions which
find territorial as well as spiritual expression — Orthodox in the east and south-
east of the continent; Roman Catholic in the south and some of the middle;
and Protestant in the north and some of the middle. The long reign of com-
munism suppressed, but did not eliminate, Christianity; perhaps in the long
run it strengthened it. In Poland, Russia and to a lesser extent in Hungary and
the Czech Republic, the church has resumed its traditional role. Islam is a
growing force not simply among the established Muslim communities of Rus-
sia, the Balkans and the Caucasus, but also in France, where it is now the sec-
ond largest religion so far as regular practitioners are concerned, Germany
and the United Kingdom.

8.2.19 The religious revival has sometimes bred, or accompanied, social and
political intolerance in both the Christian and Muslim traditions. “The rise of
fundamentalism has to be understood as a reaction to growing secularisation
and multiculturalism. Fundamentalists look for a basic identity principle
grounding a homogenous social order. They have an authoritarian concept of
the state. Religious fundamentalism is both a public political movement and
sectarian reactions by individuals.”” But it is also a reaction to the apparently
irresistible forces of materialism and offers a lesson to those who confuse liv-
ing standards with the quality of life.

8.2.20 The state’s capacity “as an organisation of morality — its definition,
encouragement and execution and the prohibition of immorality, while at the
same time setting codes of obedience, has changed.”2 Morality, then, has
become a kind of stock exchange comprising commercial and non-commer-
cial brokers and bidders. The churches are still in the game, but no longer set
the rules. Hierarchies of value have been replaced by a competitive free-for-
all and, although the mass media offer homogenous messages, people can
pick and choose the values they wish to adopt.

8.2.21 The management of freedom. In the light of this free-for-all, what is
the impact of social change on the exercise of freedom of expression, with
special relationship to the arts and culture? Over the last two or three decades
we have witnessed a general loosening of moral and social controls over what
can or cannot be said publicly — a development which is consistent with the
rise of individualism, the moral market and the advance of civil society, but is
less a consequence of considered reform than of commercial pressures. First
of all, we should distinguish the “internal” control of the creative processes
and the “external” framework which combines public controls and those
exercised by public opinion and the media.

8.2.22 Peer group criticism and assessment has played a major role in direct-
ing the creative processes and professional and career aspirations of scientists
and artists. It usually joins seamlessly with external mediation and gate-keep-

1. Corijn, Eric, and Mommaas, Hans, “Urban cultural policies in Europe™, a background paper
commissioned by the European Task Force. Council of Europe. Strasbourg, 1995.

2. Miller, Toby, The well-tempered self: citizenship, culture and the postmodern subject. John
Hopkins University. Baltimore, 1993.
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ing systems which, especially in the arts, direct creative activities and channel
their results to production processes and to the awareness of consumers and
audiences. The core of these mediation and gate-keeping systems consists of
professional organisations, curators, artists’ agencies, critics and editors of the
cultural industries.

8.2.23 It has been traditionally assumed that the gatekeepers keep two
functions more or less effectively in balance: first, the maintenance and
renewal of the stock of creative talent and, secondly, the selection of com-
mercially profitable ideas and works of art for the arts markets as well as the
production processes of the cultural industries. Some recent American and
European studies indicate that of these two commercial functions the latter
has been gaining ground at the expense of the former. This is reflected, for
example, in the fact that popular culture (popular music, action films, etc.) in
the 1980s and 1990s has increased its share of media coverage in the cultur-
al sections of newspapers, in cultural “journals” and commentaries on televi-
sion.

8.2.24 Gate-keeping has a “protective * dimension in addition to its *““pro-
motional ““ function. The two areas where this mostly affects intellectual activ-
ities and cultural life are censorship of artistic and journalistic expression and
the regulation of the media. Although freedom of individual expression and
of the press have been ideals central to western democracy since the French
Revolution, moral censorship of the contents of the arts and mass communi-
cation and politically-motivated regulation of the media have been main-
tained in one form or another in all western countries. This has chiefly been
to protect an individual’s reputation and privacy and the sanctity of ethical,
moral and religious convictions.

8.2.25 The censoring of obscenity, violence and blasphemy is based on
these principles, but because of the variety of people’s private feelings and
moral values, “average community standards’ are used as a proxy. Statuto-
ry censorship is complemented by informal or self-censorship, inspired by fear
of criticism and public opinion. Paradoxically, this informal censorship is com-
mon in, and usually maintained with the aid of, the mass media.

8.2.26 In the case of politically-inspired media regulation and censorship,
direct control of what is said or written is managed through structural regu-
lation. In mature modern democracies the former is limited to specific areas
(for example state secrets) and structural regulation is justified in terms of the
need for political impartiality (all political sides should have their opinion
heard). Also it is believed that the accumulation of power through concen-
tration of media ownership may endanger the unimpeded flow of informa-
tion and the free conduct of democratic processes. Methods of enforcing
structural regulation range from public ownership of the main or strategic
media to the creation of regulatory bodies with powers to monitor perfor-
mance and observance of the rules of impartiality.

8.2.27 In central and eastern Europe, the hidden hand of totalitarianism still
sometimes operates behind the scenes. Thus Milena Dragicevic¢-Sesi¢ writes
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about Serbia: “[...] the autocensorship of creators and editors is enormous,
and the semblance of freedom still greater. In accordance with that, people
write, make films, select topics for TV serials, print books, anthologies, organ-
ise performances and celebrations. Films featuring the second world war are
replaced by new historical films, the book market is flooded with memoirs,
anthologies of folk literature, historical novels and ‘communist’ publications
[...]. The time of autocensorship has not yet passed, only the editors’ reasons
for decisions and choices of issues to be engaged, have changed. Ideological
censorship is concealed, sometimes even from the very person who uncon-
sciously submits to it. In any case, the true reasons for not placing a certain
text on the repertoire or not inviting a specific artist — the true ideological rea-
sons for autocensorship — will remain hidden, while others, most often of an
organisational or financial nature, will be invoked as decisive.”!

8.2.28 Although censorship and regulation in western democracies are
anchored in legislation and seem to be well established, a closer look reveals
a flux of more or less continuous change in which certain underlying trends
can be detected. In the case of moral censorship of artistic and journalistic
expression, assessment criteria have steadily become more indulgent. It may
be misleading to attribute this exclusively to increased tolerance and the lib-
eralisation of public opinion. In fact, the main forces behind this development
are probably economic. Sex and violence are topics which release people’s
hidden desires and fears; as artistic themes they interest people — and they sell
products.

8.2.29 An analogous process seems to apply to a specific area of privacy
protection: the violation of the privacy of celebrities. Media exposure creates
celebrities, their private lives interest people and media-created scandals and
revelations sell media products, and the success of these media coups rein-
forces celebrity cults and tends to lower — at least in media practice — the
threshold of privacy intrusion.

8.2.30 Liberalisation has been a feature of the last two decades, even in the
politically-motivated structural regulation of the media. There has been a
clear shift from comprehensive control (public ownership/monopoly) to
milder forms of regulation. The “liberalisation” of European broadcasting sys-
tems in the 1980s is often presented as a model case. The trend is, however,
multifarious both in its forms and motives and includes deconcentration (for
example an increase in the number of channels, the opening of regional and
local “windows”, decentralisation), the economically-motivated divestment
of public ownership, deregulation (increasing market competition by break-
ing up or preventing monopolistic control) and political liberalisation
(decreasing controls exercised for political reasons). The history of the Euro-
pean electronic media from the deconcentration of the French television
(1974) to the deadline for the de-regulation of European national telecom-
munication services (January 1998) illustrates the whole gamut of these dif-
ferent liberalisation processes.

1. Dragicevic-Sesic, Milena, Cultural policy, the institutional system and art trends. Institute of
Social Sciences, Forum for Ethnic Relations, Belgrade,1995.
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8.2.31 The most distinct overall trend has been the decline of political influ-
ence (the control of information by the state and political parties) and the
steadily rising importance of economic considerations. There seems to be an
increasing emphasis on “pure” financial and economic motives (acquisition
of capital, improving profitability and competitive edge, promotion of eco-
nomic growth) at the expense of more “‘social” motives. (maintenance of
employment, improving of services and lowering of consumer prices).

8.2.32 This situation has attracted much criticism. The most poignant attack
comes from intellectual circles which were influential in launching the liberal-
isation process in the 1960s and 1970s to support radical counter-cultures and
to create more socially responsible media. Understandably, they consider
what is happening now as a betrayal of their original objectives. In turn, their
position has attracted fire from conservatives, who accuse them of destroy-
ing the social fibre of society by undermining the legitimacy of social institu-
tions. The rise of the communitarian ideology in the 1980s seems to have giv-
en this criticism more verve.

8.2.33 There is passionate debate on the subject of violence on television
and film, of which there are two particularly crucial dimensions — the impact
of portrayed violence on children and the interconnection between male vio-
lence, real or fictional, against women and social ideas of women. It is argued
that common sense dictates a causal relation between depicted violence and
rising trends of criminal aggression. Some studies support this position; for
example the American Psychological Association observed: “There is
absolutely no doubt that high levels of viewing violence on television are cor-
related with increased acceptance of aggressive attitudes and increased
aggressive behaviour.””t However, other research fails convincingly to demon-
strate this link; a society like Japan has low crime figures but a high incidence
of media violence. Many European countries have relatively low rates of
homicide and high television coverage of violence (among them, Denmark,
the Netherlands, France, Spain, Germany, Norway, Sweden, Switzerland, Bel-
gium, Italy, Hungary, Finland and the United Kingdom). In our present state
of knowledge, the most reasonable position seems to be that expressed by
Professor Osmo A. Wiio of Finland: “Media violence is not a general expla-
nation of aggressive behaviour. There may exist contingencies where media
violence is a contributing factor. In such cases the social system already
favours violence as a solution to the problems of the individual. On the oth-
er hand, if the shared social values accept violence only as a solution of legit-
imised group problems, then media violence may not be a factor in the behav-
iour of the individual.””2

8.2.34 When the nature of a problem is unclear, so will be the means to
solve it. Few governments have gone further than to impose cautious regu-
latory regimes to restrict children’s access to unsuitable material and, more

1. “Violence and youth: psychology’s response, vol. 1””, summary report of the American Psy-
chological Association Commission on Violence and Youth. Washington DC, 1993.

2. Wiio, Osmo A., “Is television a killer? An international comparison”, Intermedia April/May
1995, Volume 23/ No. 2. International Institute of Communications. London, 1995.
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generally, to advocate self-regulation. This is understandable; it recognises
the importance of protecting freedom of expression and it acknowledges the
technical difficulties involved in trying to censor the new technologies. In Feb-
ruary 1996 the European Parliament voted for the universal introduction of
an electronic device into television sets (to be phased in over ten years), which
would enable parents to have excessive violence and explicit sex censored
from their screens. The proposal raises interesting questions about parental
responsibility, the duties of broadcasters, the role of legislation in this field and
the future of existing regulations. In the meantime, many would argue that
further research is required, and that as research exclusively focusing on the
relation between media violence and young people’s behaviour has led to no
definite conclusions, it may now be more appropriate to examine television
within a wider sphere of social life. There may be a case for intergovernmen-
tal institutions to form a working group of education, health, cultural and
media experts which, within the framework of the United Nations Conven-
tion on the Rights of the Child, would continue the search for a definitive
statement of the relation between violence on the screen and antisocial
behaviour by young people. It could act as a clearing house for the collection,
analysis and dissemination of information. Another possibility would be to
ensure that media studies have a central place in educational curricula, to
enable young people to interpret and manage media imagery. The Council of
Europe Steering Committee on the Mass Media and its Steering Committee
on Equality between Women and Men have initiated a dialogue on “Human
rights and gender: the responsibility of the media”, which could usefully be
developed.t

8.2.35 Difficult choices are raised here for governments that see their main
cultural role as permitting their citizens to determine their own cultural
demands. As Toby Miller says: “If cultural-capitalist societies identify them-
selves as loci of free expression, as evidenced by the absence of state control
of art, what is their appropriate cultural stance? Should they adopt one at all?
Cultural-capitalist societies are wont to take one of two rhetorical positions
here. The first offers the market as a system for identifying and allocating
public preferences in matters of culture, denying the state a role other than
that of a police officer patrolling the precincts of property [...]. The second
identifies certain artefacts as inalienably, transcendentally, laden with value,
but vulnerable to the public’s inability to remain transcendental in its tastes
[...]- The latter position encourages a dirigiste role for the state [...] it is rou-
tinely derogated by some critics for a certain cultural magistracy.”2

8.2.36 If freedom of expression is a right for the citizen in society, privacy is
its equivalent for the citizen as an individual. The new technologies have not
just linked most people to the world at large, they have provided the state
and commercial interests with almost total access to every aspect of daily life.
This is not a new issue: in the late 1970s Warner Amex’s two-way cable sys-

1. “Human rights and gender: the responsibility of the media”, joint seminar of the Steering
Committee on the Mass Media and the Steering Committee on Equality between Women and
Men, Council of Europe, 29 June to 1 July 1994.

2. Miller, op. cit.
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tem, Qube, was the first interactive television service and was tested in
Columbus, Ohio. The computers kept records of what everyone watched and
what everyone bought on the pay channels. Information of this kind does not
simply create highly commercial assets in the form of mailing lists, it also gives
an opportunity to the press and public authorities to exploit people’s tastes
and habits for political or other extraneous ends. One pay channel was dedi-
cated to pornographic movies, giving an opportunity for blackmail or expo-
sure, say, in the case of someone standing for public office. Where is the line
to be drawn between the public interest and the right to privacy?

8.2.37 The talisman of electronic liberty is the Internet and it is becoming
more and more evident with each day that passes that public authorities are
gathering their strength to discipline it; their anxiety focuses on the use of the
Internet to distribute child pornography, terrorist conspiracies and, in some
cases and some countries, extreme or oppositional political opinions. What is
less clear is whether these uses are the real issue or whether they are the pre-
text for a more root-and-branch rappel a I’ordre.

8.2.38 If traditional certainties have disappeared in a cloud of moral relativ-
ity, it is hard to see what state censors, broadcasters and film-makers can do
in the long run. Michael Grade, the chief executive of the United Kingdom’s
Channel 4, has made the point that media violence is more or less acceptable
depending on its moral context; thus a long-running BBC documentary med-
ical series was one of television’s most violent programmes, depicting unblink-
ing accounts of surgical operations, but was acceptable because of its under-
lying didactic motive. “This surely brings us near to the nub of the issue about
television violence. If the distinction between acceptable and unacceptable
TV violence is set by the moral context, what happens when there is no con-
sensus in our society about moral values? [...] Ought we to adopt a particu-
lar moral code and try to persuade everyone else to follow it? Or should we
settle for offering a forum in which different moralities can encounter each
other in a spirit of tolerance?’! Policy makers in a democratic society will be
hard put not to choose the second option, but public opinion and political
pressures may demand a different response.

8.3 Towards a culture of trust

8.3.1 The nation state under siege. The nation state remains the funda-
mental mechanism for public collective activity and is the force which main-
tains civil society in place. However, as we have seen, the picture is changing.
Notions of cultural identity used to coincide with, and reinforce, national bor-
ders and were interwoven with political imperatives. But nowadays they are
as often functions of sub-state ethnic claims by regional and local communi-
ties, or supra-state claims by transnational institutions. As Robert Picht
remarks: “ldentities are discussed as if they were something stable, but in fact
they are deeply unstable. When the issues of European diversity are dis-
cussed, and subsidiarity should help to safeguard this, we tend to forget and

1. Grade, Michael, “The James Cameron Memorial Lecture 1993, Extract in Intermedia, June-
July 1993, published by the International Institute of Communications, London.
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underestimate two fundamental forces of change which transform our soci-
eties and our personal life.””1 On the one hand, technological modernisation,
economic internationalisation and electronic communications tend to unify
and standardise; on the other, “‘we witness a growing xenophobia, growing
nationalism, growing racism, growing violence. History is back again, and his-
tory as a reaction to this kind of [standardising] dynamics of change.”2

8.3.2  Another factor which is weakening the nation state has to be borne
in mind. This is the impact of international institutions which came into being
after the second world war, the United Nations, the Council of Europe and
particularly what is now the European Union. As a result of their work, inter-
national law and regulation together with joint political action have been
assuming a new significance. Asbjgrn Eide observes: “The relationship
between the international and the domestic legal order is undergoing a pro-
found change, reversing their priority. For centuries domestic law was the pri-
mary legal system, regulating without external constraints almost all matters
internal to each political unit: international law had the much more marginal
function of regulating matters between states.””3 This comment helps to
explain the growing importance given to the principle of subsidiarity, as, for
instance, in the Maastricht Treaty. The idea that decisions should be made at
the lowest administrative level which is best able to deal with the issue in
question is, on the face of it, a guarantee of democracy in that it brings gov-
ernment closer to the citizen and helps to foster that power of local organi-
sation which is a feature of a well-running civil society. The principle of sub-
sidiarity also gives a new legitimation to regionalism which, since the
mid-1990s, has been a major trend in European political and administrative
restructuring. In the post-communist societies, the same trend has taken on
more extreme forms of resistance to central government through
autonomous units, regions and “nationalities™, as the situation in the Balka-
ns and the Commonwealth of Independent States bears witness. It seems that
attempts to find federalist solutions, such as the constitution of the Russian
Federation, are immensely difficult to realise. So far as culture specifically is
concerned, Article 128 of Maastricht Treaty seems to reinforce the principle
of subsidiarity and guard against the development of a European cultural pol-
icy rather than policies for culture in Europe.

8.3.3  The search for a new civil society. The state in its role as a promot-
er of national identity may no longer be the threat to individual rights it once
appeared to be, but, as an entity which encroaches on citizens’ lives through
health and welfare, education, police and information services and such like,
it retains considerable influence. It is joined by the growing power of nation-
al and international manufacturing, commerce and finance. In sum, as Giner

1. Picht, Robert. “Disturbed identities: social and cultural mutations in contemporary Europe”,
in Culture: building stone for Europe 2002 (ed. L. Bekemans) European Interuniversity Press.
Brussels, 1994.

2. Ibid.

3. Eide, Asbjarn, “Minority and groups rights under the contemporary international order”, in
Questions de minorités en Europe, ed. Panayotis Grigoriou. Centre Hellénique d’Etudes
Européennes, Collection L'Europe Plurielle, Presses Universitaires. Brussels, 1994.
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puts it, “the anonymous, rootless and formal corporate structures that now
pervade society”, cast a long shadow across civil society.

8.3.4  The corporatist challenge is, of course, mitigated by the widespread
trend towards deregulation and dependence on market forces. To some
extent, national and international corporatist forces tend to cancel each oth-
er out. Also, ironically, corporatist production is providing goods and services
which in various ways (cf. the Internet) are empowering individuals and
releasing them from collective control and mass markets.

8.3.5 However, in all this confusion of social and moral values something
important appears to have been lost. Civil society depends on an active bond
between the citizen and government. The point is well made by Perri 6 of the
British thinktank, Demos: “In the long run, the societies that show the great-
est economic dynamism and viable social cohesion are the ones where a cul-
ture of high trust enables individuals to create organisations readily, to take
personal responsibility but also to sustain long-term co-operative relations in
trading with and employing people who are strangers to them ... the most
important task of government is to make it possible for a society to organise
itself.”’1 Today in many countries the civil bond is expressed through not much
more than an instrumental relationship between the taxpayer and the state
as tax farmer. The rise of one-issue movements has had the effect of sidelin-
ing political parties — coalitions of interests which used to offer a structured
and effective conduit from citizen to ruler. Trade unions are another kind of
coalition designed to influence the state in class-based societies from an
oppositional, but constructive, standpoint and their influence too has been
fading throughout much of Europe, in the face of neo-liberal economic poli-
cies and economic globalisation.

8.3.6  Western governments are not alone in their search for active, well-
functioning civil societies which defend individual freedoms and support the
democratic process. The same process is a feature of the new demaocracies of
central and eastern Europe which some observers argue should not lay claim
to the title before they are seen to have established vigorous civil societies.

8.3.7  Culture can play a useful part in fostering civil bonds and encourag-
ing a creative response to social and economic issues, but only if decision-
makers in the public and private sectors are sensitive to its value. However,
policies pay far too little attention to working towards a consensus beyond
the cultural community. There are models in a few countries which seek to
influence and encourage potential decision-makers in mid-career outside the
cultural sector, through seminars and debates, to recognise the role of culture
as a cohesive force in society. We believe these to be worthy of emulation,
and suggest that the Council of Europe monitor such initiatives and promote
them to national governments.

8.3.8  What is necessary, above all, is the formation of an extensive net-
work of voluntary associations and foundations, which in turn presupposes a

1. Perri 6., “Governing by cultures”, Demos Quarterly, Issue 7. London, 1995.
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legal framework recognising their status and tax reforms which give them the
concessions they need to attract charitable donations and contributions from
the private sector. These associations, which are often distributors of mutual
benefits to their members and are sometimes designed to act as pressure
groups, are essential components of civil society, independent as they are of
public authority. They are not state-inspired and are formed by individuals
who share a common concern and come together to express it. Some have
charitable objectives, but the primary purpose of others is not to serve the
public interest (although they may in fact do so), but a multiplicity of private
concerns. So-called ““third sector” associations range across the full extent of
human activity and cultural and sports groups are among the most popular
and widespread. Some states take the view (for example Sweden) that pub-
lic authorities should do nothing that the voluntary associations can do as well
or better. It is not surprising that their numbers appear to be rising in the for-
mer communist countries. For example, according to the Council of Europe’s
report on Cultural policy in Estonia, in 1994 there were some 3 500 non-prof-
it associations of which about 2 000 were established after 1988; 19% of
them have cultural objectives.?

8.3.9  Civil society is not simply a national concern. A recent proposal ema-
nating from the United Nations’ World Commission on Global Governance
argued that “global” civil society would be strengthened by involving the
United Nations and international non-governmental organisations in a Forum
of Civil Society to complement the work of the General Assembly. It is sur-
prising that despite discussion of citizens’ rights and of cultural identity in the
European Union the case for a European civil society has not been further
advanced. Yet, in an unplanned way, such an entity seems to be evolving at
every level: new pan-European voluntary associations, networks of individu-
als, groups and institutions as well as new special interest groups (that is,
umbrella bodies formed to enable national organisations to function more
effectively within the framework of European supranational and intergovern-
mental agencies) have come into being.

8.3.10 Commissioner Marcelino Oreja has attempted to open up a debate
on European citizenship in the context of civil society through the reflection
group which has prepared a preliminary agenda for the Intergovernmental
Conference of the European Union. The background paper, “Citizenship in
the Union™, argues that such an approach would offer better guarantees for
basic citizens’ rights, freedom of movement, security against crime and illegal
trafficking and democratic participation in, and transparency of, EU decision-
making. These ideas appear to have attracted little support from member
states, some of which are uneasy about any further deepening of European
integration. But whether or not there is an open debate, the indications are
that the “third sector” will assume considerable importance in the years to
come in the cultural sector. Unfortunately, its natural growth is being imped-
ed by serious underfunding of artistic exchange and cultural networks which
bring together artists, arts educators, cultural institutions and arts and cultur-

1. Cultural policy in Estonia, Report by a European panel of examiners, European Programme of
National Cultural Policy Reviews. Council of Europe Publishing. Strasbourg, 1997.
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al managers and enable common projects to take place on a Europe-wide
scale.

8.3.11 Of course, voluntary associations are not enough in themselves to
protect civil society or civil rights, because they do not fertilise the democra-
tic political process by creating a political class and empowering the business
of government. They are, in that sense, without political responsibility. The
full exercise of civil rights implies a will to fulfil three main conditions: the
enhancement of social cohesion and collective identities and the integration
of different sensitivities; the development of specific social or economic pro-
jects with an overall community dimension; and, finally, the application of the
principle of social subsidiarity — that is that wherever power is to be delegat-
ed it should be done as far as possible directly and laterally from one part of
the community to another rather than indirectly and vertically from the com-
munity to the state and back again. The challenge facing the countries of
Europe is that, unless these principles are adopted, civil bonds will be eroded
and ineffective state authorities will confront free, but powerless, individuals.

8.4 The struggle for cultural rights

8.4.1 Rights that are wronged. Of course it is difficult to visualise a culture
of trust when European value systems are so indeterminate. As Raymond
Weber has observed: “A great wind seems to have swept everything away —
ideologies, utopias, myths, systems, doctrines and dogmas. We are manifest-
ly in a period of transition, opaque, crisis-laden, more abounding in perplex-
ity and uncertainty than in obvious truths [...]. The post-communist ideolog-
ical void on the one hand, and post modernist malaise on the other, favour
irrationalism and a quest for identity leading to withdrawal into ‘one’s own’
and the rejection of others, of difference, of diversity. A disturbing rise in
racism, anti-semitism, xenophobia, ethnocentrism, religious fundamentalism
and, more generally, of intolerance and exclusion, are the consequences.”!

8.4.2 The post-war idea of western Europe as a refuge for the oppressed
is being seriously challenged by governments who appear quite prepared to
sacrifice human rights to political expediency as they close their external fron-
tiers. European cities such as Berlin, London and Paris have a rich mix of peo-
ples and cultures, but governments, anxious about the impact on stability,
electoral sentiments and welfare resources of an influx of migrants from out-
side the European Union or the European Economic Area regard with appre-
hension any indicators which suggest that minorities are growing as a per-
centage of the whole.2 Elsewhere, tough new citizenship laws or language
legislation seem designed to discriminate against minorities. Citizenship leg-

1. Weber, Raymond, opening speech in “Democracy, human rights, minorities: educational and
cultural aspects”, report of the seminar on “Specificities and universality: problems of identities”
(Klingenthal, France, 1994). Council of Europe. Strasbourg, 1995.

2. Ethnic minorities will represent 28% of the population of London by 2011, up by 8% on 1991,
according to the London Research Centre, but the increase will be attributable almost entirely
to the natural age structure, not to higher birthrates or immigration. See Timmins, Nicholas,
““London: the new melting pot of Europe”. The Independent newspaper. London, 13 December
1995.
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islation based on ethnicity is especially disturbing in Europe today, not least
because it is being done in the guise of democracy.

8.4.3 Intolerance and discrimination against minorities undermine democ-
racy and human rights and has given a new urgency to the international
debate on cultural rights, an urgency recognised by the Declaration of the
Heads of State and Government of the Council of Europe at the Vienna Sum-
mit in 1993, which called on the Committee of Ministers “to begin work on
human rights in the cultural field, by provisions guaranteeing individual rights,
in particular for persons belonging to national minorities.””! The task of draft-
ing the protocol concerning individual, universal and enforceable cultural
rights was entrusted by the Committee of Ministers to the Ad hoc Commit-
tee for the Protection of National Minorities (CAHMIN). Subsequently the
Council for Cultural Co-operation was asked by the Project Group on Human
Rights and Genuine Democracy (CAHDD) to prepare, with others, a list of
cultural rights concerning participation in cultural life suitable for inclusion in
a declaration or similar undertakings by governments.

8.4.4  Discussion on cultural rights in recent years has focused on five prin-
cipal areas: the right to identity; the right to language; the right to participate
in cultural life; the right to cultural heritage; and the right to education. Of
these, identity has been recognised as the prime determinant of cultural rights
and also the source of the most conflict. “Cultural identity,” Etienne Grosjean
has noted, “is neither fixed nor monolithic [...] it is multiple in that it is deter-
mined on the basis of membership of sometimes distinct and sometimes over-
lapping communities and brings into play contrasting elements, namely cul-
tural roots and participation in an enterprise mobilising all the diverse
elements in society.””2 Many Europeans today are deprived of an identity and
there is increasing recognition of the need to protect the right of the individ-
ual to choose freely to belong to a community or not, or to claim one or more
identities, and the right to be respected for that choice.

8.4.5 The right of the individual to use his/her own language is directly
related to identity. The importance of supporting and promoting minority lan-
guages to enhance the diversity of cultures in Europe is recognised in the
European Charter for Regional or Minority Languages. The Charter requires
states to eliminate discrimination against the use of regional and minority lan-
guages and to promote their use in cultural, social and public life, education
and the media. Access to the latter is especially important in that the media
and languages are both the products and the producers of culture.

8.4.6  Democracy and respect for human rights cannot develop without an
intense cultural life within society, as the Round Table on Human Rights and
Cultural Policies in a Changing Europe emphasised.3 The right to participate
in cultural life and to have access to culture is an integral dimension of cul-

1. Council for Cultural Co-operation Newsletter No. 3, Council of Europe, Strasbourg, 1993.

2. Grosjean, Etienne, “Cultural identity: a key element of the democratic challenge™ in “Democ-
racy, human rights, minorities: educational and cultural aspects”, op. cit.

3. Fisher, Rod, et al., op. cit.
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tural rights and is recognised in the Universal Declaration of Human Rights,
and a number of international instruments, such as the International
Covenant on Economic, Social and Cultural Rights. Freedom of expression is
also enshrined in international law and, to some extent, is taken for granted
in most western countries. The adoption by the Congress of Local and
Regional Authorities in Europe of a Cities of Asylum Charter — through which
participating cities promise to give refuge to a writer or intellectual facing per-
secution — was a timely reminder of how fragile these freedoms are. At the
same time, freedoms are not absolute, but contain within them the obliga-
tion to respect the freedom and dignity of others.

8.4.7  The destruction of libraries in Sarajevo or the Ottoman bridge in
Mostar in the former Yugoslavia showed contempt for people’s collective past
or the heritage symbols which express their identity. Respect for the value
accorded, collectively or individually, to cultural heritage is a precondition of
any civilised society and is a legitimate aspect of cultural rights. We will return
to the implications of the rape of heritage in Chapter 9. At this point, how-
ever, it is worth noting a subtle shift in emphasis from heritage law to her-
itage “entitlements”, that is to memory and history, which constitutes a new
generation of cultural rights.

8.4.8  The right to permanent education and equality of treatment in edu-
cation is one of the key principles of cultural rights and is embedded in the
European Convention on Human Rights and Fundamental Freedoms (Article
2). The right to education also begs the question: how best to educate young
people to respect difference and diversity? The new technologies could have
arole here in furthering intercultural understanding among young people and
instilling such fundamental European values as concern for human rights, cul-
ture and identity, respect for heritage and living in a multicultural and multi-
faith Europe. The European Union and Council of Europe, with the support
of the private sector, could explore the feasibility of financing the production
and distribution of a series of CD-ROMs on these and related culture and
development issues for schools. Artists could be involved in the process.

8.4.9 Obstacles to change. Cultural rights are an underdeveloped catego-
ry of human rights, lacking satisfactory definitions and legal safeguards. As
an interdisciplinary human rights colloquy in Fribourg recognised, “the slow-
ness to formally recognise cultural rights as human rights was in marked con-
trast to the seriousness of the daily violations of them™.1 There are several rea-
sons for this. First, the division of human rights into two international
covenants protecting civil and political rights on the one hand and econom-
ic, social and cultural rights on the other creates what some consider to be an
artificial distinction and has led some states to argue that cultural rights are
really goals or ambitions and that they should not be accorded the same legit-
imacy or status as human rights. Allied to this is the reluctance of some gov-
ernments to endorse international agreements such as ““soft law” that are not
justiciable (that is, not enforceable in law). Part of the problem for enforce-
ment is lack of clarity on terminology. One illustration of this is the Frame-

1. Council for Cultural Co-operation newsletter, No. 3, op. cit.

166



The renewal of civil society

work Convention for the Protection of National Minorities which fails to
define “national minority”’. Some states argued that it should cover historical
or regional minorities, others considered “new’” minorities, including migrants
or refugees, should be embraced by the term. But there is a paradox: the more
precise the terminology the more difficult it is for intergovernmental agencies
to obtain a consensus among member states.

8.4.10 Whether cultural rights should be collective or individual has also
presented problems. Peter Leuprecht, Deputy Secretary General of the Coun-
cil of Europe, has argued that a new protocol on cultural rights ““should safe-
guard both individual rights [...] and rights exercised collectively”” for exam-
ple linguistic rights and the right of the individual to protect and express
his/her cultural identity.1 Nevertheless, he recognises that there are pitfalls as
excessive emphasis on cultural identity can result in particularisation and give
rise to segregation and stigmatisation or can be pursued without respect for
other cultures.

8.4.11 There is also the inherent conflict between, on the one hand, the
human rights values of respect for different faiths and, on the other, freedom
of expression. This was illustrated most vividly by the Salman Rushdie affair.
The death threat and the burning of Rushdie’s books is totally abhorrent and
governments were right to condemn such intolerance, but “does living in a
multicultural Europe impose new responsibilities and disciplines on artists and,
if so, what will be the impact on freedom of expression and the genuine
insights that flow from creativity?”’2

8.4.12 We have sympathy with the view that any consideration of cultural
rights requires us ““‘to redefine the interactions between human rights, democ-
racy, culture and development.”3 We also recognise that interculturalism
should be one of the central aims of such rights. In line with the recommen-
dations of the Helsinki Round Table it may be opportune to reassess the prin-
ciples that guide the choice of objectives in the field of human rights and cul-
tural development.# As Pierre Henri-Imbert notes: “The attention we pay to
rights, through declarations and conventions, may have caused us to lose
sight of the very foundations of such rights and to concentrate only on
affirmed rights, not on the ethical requirement implicit in such affirmation,
namely respect for others.”> In common with the Helsinki recommendations,
more analysis is called for of the geographical and social context in which the
various cultural identities take shape and assert themselves.® In seeking to
strengthen policies to ensure equality of access and opportunity it is impor-
tant to reaffirm the value and place of creativity in the process.

1. Ibid.
2. Fisher et al., op. cit.

3. “Reflections on cultural rights: synthesis report”, Council for Cultural Co-operation, Council
of Europe. Strasbourg, 1995.

4. Fisher et al., op. cit.
5. “Reflections on cultural rights”, op. cit.
6. Fisher et al., op. cit.
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8.4.13 If aspirations for a democratic Europe in the twenty-first century are
to be met it seems essential to safeguard the freedom of individuals to iden-
tify with the culture and communities of their choice, to participate in cultur-
al life, to have the right to be taught and use their own culture and language,
while, at the same time, respecting the diversity of other cultures. There is a
strong case for the addition of a protocol on cultural rights to the European
Convention for the Protection of Human Rights and Fundamental Freedoms.
However, we recognise the difficulties some governments have in agreeing
on standard setting instruments in this sector and consider, as an alternative,
the Council of Europe could continue its work on the preparation of a Euro-
pean Declaration of Cultural Rights for ratification by governments as the
minimum test of their sincerity and commitment to the principles of cultural
rights. Both “new” and established minorities should be brought within the
scope of such an instrument. It follows that the Council of Europe will need
to promote such a Declaration widely so that the peoples of Europe are aware
of the principles to which their governments subscribe. As the Helsinki Round
Table concluded: “A society which encourages the development of arts and
culture at the widest level through legal protection of cultural rights and
appropriate cultural policies [...] should be a society of people better able to
understand human rights and therefore a society with a better record of
respect for human rights.”t

Summary

Culture as a contribution to human knowledge and understanding used to
embody a generally accepted moral consensus. In the light of today’s indi-
vidualism, this is no longer so. Values are increasingly seen as relative and to
be selected at will; despite evidence of a religious revival, these trends seem
unlikely to be reversed in the foreseeable future. Patterns of consumption and
taste are relative. Mass media constraints on freedom of expression are
becoming liberalised, and leading to an authoritarian backlash on the grounds
that it is imperilling the moral development of children and encouraging oth-
er antisocial attitudes. Civil society is a central feature of market-led democ-
racy; the liberties of the individual depend on protection by the state, but also
on protection from it - and from the growing power of great commercial cor-
porations. The growth of the “third” (or voluntary) sector, in which arts and
culture have an important stake, is key to the maintenance of civil society.
Cultural rights, as an aspect of human rights, underpin these liberties, in as
far as they assert the right to identity, the right to language, the right to par-
ticipate in cultural life, the right to the cultural heritage and the right to edu-
cation. The seriousness of the daily violations of cultural rights demands that
the difficulties in balancing individual, collective and state rights be resolved
as the basis for a civil society.

1. Fisher et al., op. cit.
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Points for consideration
Contribution to human knowledge and understanding

i. Media studies are an important means of helping people to inter-
pret and manage media imagery, and in particular fictional violence,and
should be given appropriate priority in educational curricula.

il. Itis vital to instill in young people an understanding that respect for
other races, creeds, the heritage and environment is a precondition for
building a civilised and harmonious Europe. The new technologies provide
exciting opportunities for introducing young people to European values.
The European Union and the Council of Europe jointly — with support from
the private sector — could explore the feasibility of financing the produc-
tion and distribution of a series of CD-ROMs on culture and development
for schools throughout Europe. The subjects covered could include culture
and identity, culture and human rights, a multicultural/multifaith Europe,
culture and the environment, Europe’s cultural heritage and the role of the
artist in Europe today. Major European creators could be involved in the
production process.

Economic and social outcomes

iii. Acknowledging the importance of the right to freedom of speech
and noting the technical difficulties of applying censorship to the new com-
munications technologies, it might be prudent for governments and the
international community to frame regulations with the limited aims of pro-
tecting children from obscene or violent material and otherwise only have
recourse to legislation related to defamation and criminal activity that is not
specific to the media.

iv. To foster a thriving civil society, governments should consider how
they can encourage, through fiscal regulation and subsidy, the widespread
development of voluntary associations as intermediaries, especially in the
cultural field.

V. The need to make decision makers in the public and private sector
sensitive to the importance of culture in society is self evident, yet policies
pay far too little attention to working towards a consensus beyond the cul-
tural community. Culture has a major role in encouraging a creative
response to social and economic issues. We have been attracted to mod-
els in a few countries which seek to influence and encourage potential deci-
sion makers in mid-career outside the cultural sector, through seminars and
debates, to recognise the role of culture as a cohesive force in society. We
believe these to be worthy of emulation, and suggest that the Council of
Europe monitor such initiatives and promote them to national govern-
ments.
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Vi. The international agencies, building on work already started,
should consider establishing a working party of education, health, cultural
and media experts to lead further research into the relation between vio-
lence as portrayed by the media and antisocial behaviour among the
young.

Harnessing human resources

Vii. There is a strong case for the addition of a protocol on cultural rights
to the European Convention for the Protection of Human Rights and Fun-
damental Freedoms. However, we recognise the difficulties some govern-
ments have in agreeing standard-setting instruments in this sector and
consider, as an alternative, that the Council of Europe should continue
work on the preparation of a European Declaration of Cultural Rights for
ratification by governments as the minimum test of their sincerity and com-
mitment to the principles of cultural rights. It follows that the Council of
Europe will need to promote such a declaration widely so that the peoples
of Europe are aware of the principles to which their governments subscribe.
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9 Cultural transformations

“What is cultural development? It is the support for artistic creativ-
ity and the encouragement of the creativity of all citizens with due
respect for diversity in expressions and ideas. It is a personal or col-
lective commitment to reduce inequalities, especially cultural ones.
This effort should not, however, only be applied in the intellectual
or aesthetic spheres but necessarily in the social, economic and
political fields. Such a transversal nature in culture is interesting
since when transposed in an economic movement it becomes a
vehicle for questioning global socio-economic policies.”

Jacques Rigaud, ADMICAL!

9.1 The expansion of the arts and media

9.1.1 The post-war arena.2 This chapter reviews a number of general
trends in artistic and cultural production and distribution (that is, the visual
and performing arts, architecture, the crafts and the public library system); it
touches on developments in the media and policy issues in the heritage field.
It makes no attempt to offer a history of the artforms or aesthetics. The last
fifty years have seen a massive expansion of artistic production and distribu-
tion in Europe as well as in other regions of the world. The number of people
who define themselves as creative artists has risen sharply, as have opportu-
nities for consumption. The amateur arts and crafts attract millions of practi-
tioners, especially in the visual arts and photography, choral singing and live
drama. Thanks to modern techniques of audiovisual reproduction, there has
probably never been an age in history when the arts and design have been
so universally available.3 It should be observed at the outset that, despite this
escalation, the social position and status of creative and performing artists
have not risen correspondingly. Average artists’ salaries have remained low,
social security assistance in many countries is inadequate and only a handful
of artists who make their way to the top receive good, and on occasion excel-
lent, rewards for their work. Artists in central and eastern Europe have been
especially disadvantaged. In some countries statutory grant systems have giv-

1. Quoted in the Employment Cultural Initiatives newsletter, Paris, 1996.

2. It is important to note that this section does not purport to be a general history of the arts
since the second world war; rather, it seeks to identify some issues of direct relevance to cultur-
al policy makers; rightly, they seldom intervene directly in questions of artistic practice and aes-
thetics, but need to be sensitive to any consequences of artistic developments that may impact
on public policy.

3. There is little direct statistical evidence recording this growth in terms of the number of insti-
tutions, activities or employment. What there is includes European symposium on the status of
the artist, Hanasaari, Finland, 31 May-2 June 1992. Final report, Publications of the Finnish
National Commission for Unesco, No. 64, 1992, and the production figures and accounts of cul-
tural enterprises in the European Audiovisual Observatory, Statistical yearbook, 1994-95, 1995-
96 and Cinema, television and new media, Council of Europe, Strasbourg, 1995, 1996.
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en financial security to small groups of professional artists. Also the develop-
ment of national and international arrangements for safeguarding copyright
and neighbouring rights’ compensation have done something to improve the
position of many artists.

9.1.2 The commercial entertainment industries have massively expanded,
more so in some countries than others. As we have seen, a characteristic aim
of modern cultural policies has been to reach as much of the general popula-
tion as possible and a network of arts institutions of all kinds has been estab-
lished across many countries, complemented by large numbers of indepen-
dent, non-building-based groups. Government-to-government cultural
agreements and exchanges have become common and performing compa-
nies, art galleries and museums have toured their work or exhibitions across
the continent and further afield. However, so far as the subsidised sector is
concerned, in the last two decades increasing supply has not necessarily been
met by increased demand; in fact, in some cases demand has either been con-
stant or is in decline in western Europe, while in central and eastern Europe
the arts have not yet recovered from the impact of social, political and eco-
nomic change. The situation in the Netherlands is an interesting case in point:
while the number of concert performances increased substantially during the
1970s and 1980s, attendances for orchestral music slipped. In response to a
perceived surplus of supply, the Dutch authorities took the unusual step of
reducing the number of publicly funded regional orchestras. More generally,
they fear that they may have inadvertently fostered a rather introverted and
self-referential arts scene; in their “Policy document on culture 1993-96" it is
noted that in advising on cultural policy a larger place will be allotted in future
to the “involved participant™ or ordinary member of the public in order to
counteract over-specialisation.!

9.1.3 Itis difficult to generalise across the continent as a whole, but some
governments are beginning to readdress the issue of creative participation in
the arts and are asking questions about the possible oversupply of profes-
sional artistic presentation. The concept of the individual’s right to participa-
tion in cultural life is at least as old as the 1948 UN Declaration of Human
Rights and is the indisputable basis for state intervention: but while the need
to widen participation has been explicitly recognised in most cultural policies,
in practice it remains secondary to expenditure on supply-oriented strategies.
However, the publicly funded institutional infrastructures are proving
extremely expensive to maintain. The ratio between capital and operational
building costs and the resources available for artistic activity has become
skewed in favour of the former. Considerable sums of money are required to
run arts buildings. In Finland many cultural centres were constructed in the
1980s, but from 1989 a recession largely arising from the crisis afflicting its
major trading partner, the former Soviet Union, meant that the public author-
ities have sometimes experienced difficulty in their operation and program-
ming. This is a special example, but pressure on state finances is affecting
many countries and those which have invested heavily in infrastructure in the

1. “Investing in culture, Netherlands policy document on culture 1993-96"", Ministry of Welfare,
Health and Cultural Affairs, Rijswijk, 1992.
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last decade, such as France, Spain and the United Kingdom (now embarking
on many capital projects, financed by the new National Lottery) may find
themselves facing similar problems in the future. In eastern and central Euro-
pean countries, the struggle to maintain the existing infrastructure is absorb-
ing virtually all of their cultural budgets, leaving no money for anything else;
indeed there are barely sufficient resources to sustain the infrastructure effec-
tively. Adjustments to the balance of public investment are not necessarily an
unmixed evil; although they are difficult to make, some room for manoeuvre
will have to be created if new demands and needs are to be satisfied within
existing resources. Where this is not done, the outcome is likely to be cultur-
al sclerosis and paralysis.

9.1.4 Music has become a ubiquitous and highly diversified feature of
everyday life. Amateur and semi-amateur music making and the commercial
music industry represent huge sectors, and publicly subsidised activity (main-
ly classical) occupies a relatively small part of the larger scene. Europe is a
major exporter of musical instruments; in 1993 its share of the world market
was about 26% (worth US$ 732 million, nearly two thirds being earned from
intra-European trade) whereas the United States’ share was nearly half that.
The global leader was Japan, which, with its dominance of electronic instru-
ment-making, commanded nearly 40% of exports. European world imports
were about 40% of the world total, with more than two thirds coming from
outside Europe. In 1993 Europe commanded close to 40% of world phono-
gram exports (close to 21 thousand million dollars, but with *“home markets”
remaining the chief targets), with Germany, the Netherlands, Ireland and the
United Kingdom being the largest individual exporters. The United States and
Japan took up 25% and 12% of the world market respectively. Once again
Europe imported more than it exported (54% in 1993). European and Amer-
ican exports have been steadily rising since 1985, but Japan’s have been in
decline.1

9.1.5 Classical western music, through recordings and radio, and indirect-
ly through its use in television commercials and recorded music in public
places, reaches the mass of the population; live concerts, although important,
have a much narrower reach and, in some countries, declining attendances.
Since the fall of communism, central and eastern European orchestras have
offered stiff commercial competition to those of western Europe. Opera is
enjoying an unprecedented boom in some countries and leading opera
singers are promoted like rock stars. Contemporary classical music, however,
is a minority interest (with some notable exceptions such as Gorecki, Glass
and Taverner whose more accessible work has been vigorously marketed).
However, Nordic countries have done much through funding and energetic
distribution to build audiences both at home and abroad for living composers.
Technical innovation in electro-acoustic music has been led by the private sec-
tor, but publicly funded music studios have appeared in some countries (for
example, France and Finland).

1. Von Euler, My, “Flow of cultural goods™, a background paper commissioned by the European
Task Force. Council of Europe. Strasbourg, 1995.
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9.1.6  The new musics which have gained mass appeal, especially among
the young for whom it has become an essential ingredient of their life-style,
are twentieth century popular forms — pop and rock music and to a lesser
extent jazz. Many young people want to make music themselves, but often
do not have access to the expensive equipment, studios and rehearsal facili-
ties required. The recording industry has its own commercial imperatives and
pays comparatively little attention to this bedrock of musical production.
Country and western attracts considerable interest, especially in Germany and
the United Kingdom. Folk retains a certain appeal in western Europe,
although it has a greater importance in societies concerned with the recovery
of cultural identity throughout the continent.

9.1.7 World music (that is, music from non-European cultures) attained
quite a wide popularity from the mid-1980s, although it was by no means
unknown before. As Peter Pannke points out, it is an example of the benefi-
cent effect of new technology: “Ultimately, it was the invention and devel-
opment of the media, the intercultural circulation of sounds on LPs and cas-
settes, which functioned as a kind of compass and enabled musicians from
different cultures to find each other.””? In the last few years, new forms of
popular musical expression have emerged — in France, for example, “les
musiques amplifiées™ and “les musiques urbaines” — which are much sought
after by young people and originate from suburbs and the outskirts of major
conurbations. They often attain high artistic standards and attract the inter-
est of recording companies. Rap is one case of a new music which has won
large audiences.

9.1.8 In publicly subsidised theatre in Europe, one can observe two broad
systems. The first, which is particularly well developed in Austria, Germany,
the Nordic countries, the Russian Federation and the United Kingdom, is a
network of substantial institutions employing permanent administrative and
artistic staffs. This was also the case in most central and eastern European
countries until readjustment to the new economic realities put permanent
employment in the theatre in jeopardy. Many theatres there cannot afford to
employ new actors. The second, more common in southern Europe and
France, depends on a multitude of independent companies, although there
are of course a number of permanent building-based ensembles but with
fewer permanent contracts for actors than in the past. Thus, in France more
than 600 independent companies are supported by the Ministry of Culture
together with thirty designated national companies. In most cases they do not
have a fixed base. Independent companies often complain of their precarious
situation. Subsidised theatre, including a small-scale experimental wing, con-
sumes a large part of state cultural budgets and is widely available, with a
commercial sector operating mainly in large cities and on tour. Costs have
continually risen over the years, in part because competition with film and
television has led to audience expectations of higher production values.

9.1.9 Inthose parts of Europe with a tradition of permanent acting ensem-
bles, there is a demand for greater employment flexibility; on the other hand,

1. Pannke, Peter, Womex festival guide. Amsterdam, 1995.
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in a country such as the United Kingdom, theatre companies regret being no
longer able to hire performers for extended periods of time. From the late
1960s many small-scale ad hoc or touring groups came into being, offering
novel approaches to drama and often not reliant on previously written texts.
In many countries (for example France) their work is often more imaginative
and exciting than that of the building-based companies; the problem facing
policy makers is how to find the resources to give them the opportunities and
security they need. Theatre for young people was another important devel-
opment and theatre-in-education teams worked in schools devising shows in
association with teachers and students which were relevant across the cur-
riculum as well as for arts syllabuses; it is unfortunate that these areas have
been particularly vulnerable to reductions in public expenditure in several
countries.

9.1.10 In many European countries dance, and particularly new forms of
dance, have been passing through an expansionary period; the mass media
have sometimes contributed to this development (for example Arte, BBC2
Television and Channel 4). Ballet retains its popularity, but in the 1980s there
was a remarkable growth of interest, especially among younger people, in
contemporary dance (for example, in Belgium and France), both in profes-
sional presentation and amateur participation. There is evidence that this
trend is now peaking. A relative lack of new choreographic talent, particular-
ly in ballet, has been a weakness in this art form, but it is interesting to see
how France and Belgium, through judicious investment, have managed to
turn the situation around; although active in other ways, cultural policy mak-
ers tend only to be responsive to original artistic production, but this is a telling
example of the way public intervention can directly influence the course of
creativity. The French model of choreographic centres has attracted wide
interest among German choreographers. It is evident in Germany that the
division between “established” and “independent” dance is being eroded.
This is not yet the case in Italy where, with limited main stage programming
in the large public lyric theatres and a low public profile, dance is regarded as
the poor relation and innovation is the province of small independent com-
panies. Elsewhere, as in the Netherlands, the quality of choreographic work
is no longer judged on whether or not it originates from within the system.!
Because it does not depend on language, dance is well suited to internation-
al exchange. It is also well recognised as a social function linked to pop music
and youth lifestyles, but as an art has not been available to the public to the
same extent as music and theatre. Folk dance retains a certain popularity,
although it is rarely used to assert national or political ideology in the way it
once was in central and eastern Europe.

9.1.11 Central and eastern European countries have experienced a brief
period of artistic revival following the changes in 1989 and the institution of
freedom from censorship, with a marked growth in the numbers of small scale
galleries and theatre companies. However, attendances in many places fell
during the early 1990s and appear to have risen again in only a few (for exam-

1. See Servos, Norbert, ““Synchronising steps”, in International Arts Manager magazine. London,
March 1996.
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ple in Moscow). Many governments have done their best to sustain their
investment in large, traditional theatres, but find existing resources no longer
adequate. In Romania, while theatre subsidy levels remain at 80% to 90% of
annual operating budgets, “high inflation rates mean that subsidies barely
cover annual salaries and maintenance costs and allow little for investment
in technical developments, renovation, new spaces and so on.”! Most of
the performing arts are living a simultaneous creative and administrative
crisis. New and small groups, though, have appeared and disappeared,
adding variety to the artistic landscape. Apart from a handful of stars, there
has been a general pauperisation of the performing arts community. Colossal
salary differentials has stimulated temporary or permanent emigration to the
west — especially for musicians, who do not need to master a foreign lan-
guage.

9.1.12 Many performing arts groups tour their productions, often — as in
France — funded by guarantees offered by receiving houses. Some orchestras
earn much of their living through international visits and tours. Showcasing
of work has attracted increasing interest across Europe through networks
such as the Informal European Theatre Meeting. In central and eastern
Europe international touring (in both directions) has declined, especially in the
Russian Federation, and is mostly financed by foreign co-promoters and the
box office.

9.1.13 There has been a growing trend for co-productions, especially in
opera and festivals, but also in drama and dance. This is often a result of finan-
cial pressures rather than artistic necessity, but co-productions have the
advantage of enabling costly events to take place and to be seen in more than
one theatre. Festivals continue to be a mainstay of the European cultural cal-
endar and provide an important source of employment for performers and
arts companies. Finnish festivals have capitalised on their events bonanza,
mostly concentrated in a few hectic summer months, by marketing them-
selves collectively. New events such as the Festival of Bucharest have a sym-
bolic importance in enabling theatre in a post-totalitarian regime to engage
more with the public. As Lucy Neal, Director of the London International Fes-
tival of Theatre, observed: “The [Bucharest] Festival’s link up into the City
Council and [...] its emphasis on street theatre integrates the artist into soci-
ety.”2

9.1.14 Although there are local variations, audiences in general appear to
be falling; thus in the Netherlands attendances at professional non-musical
theatre performances fell from 237 per thousand inhabitants in 1988 to 213
in 1992. In Italy declining audiences have been found to coincide with a nar-
rowing of their social composition. “The worry about ageing audience pro-
files for drama, drawn from too narrow a band of the social spectrum, is by
no means unique to Italy. To a greater or lesser extent it has been a common
European phenomenon since the 1950s with the arrival of television and

1. Vasilu, Dan, Romanian Ministry of Culture, quoted in Thorogood, Marika, “Out of the shad-
ows”, in International Arts Manager magazine, May 1995.

2. Thorogood, Marika, op. cit.
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changing patterns of entertainment and consumption.””* Most people’s expe-
rience of drama is obtained from television and the cinema, which are where
many of the best authors and actors make their livings. Today’s equivalents
of lonesco or Osborne or Brecht are more likely to see themselves as film mak-
ers or scriptwriters rather than playwrights. It is harder than it was to argue in
the 1950s and 1960s in the west, and until the end of the 1980s in central
and eastern Europe, that new writing for the live stage has a wide cultural
impact (with the exception of the ubiquitous musical), at least in the short
term.

9.1.15 The contemporary visual arts offer a wide variety of styles and
receive differing degrees of state support across the continent. A commercial
art market trades both in the latest talent and Old Masters, especially in the
United Kingdom, Switzerland, France and Germany (the UK has a substantial
lead — almost 30% of the world market according to the Art Sales Index for
1994/95 — but this may be threatened in the long term by attempts to
“approximate” VAT in the EU). However, in the 1990s Europe’s share has
been falling, largely due to tax inducements (or advantages) in the United
States which has almost doubled its share in recent years. The largest
importers of European fine art were the United States (often for re-export),
Japan, Hong Kong and Saudi Arabia.2 The economic status of visual artists in
western Europe varies considerably; few make a living from sales of their
work, but many are employed in the education sector. Some are setting up
home pages or electronic ““selling exhibitions™ on the Internet. In the last ten
years or so, there has been a resurgence of interest in commissioning public
art, a remarkable development which is bringing contemporary work to uni-
versal public notice, is transforming the urban environment and reinforcing
some artists’ earnings. The picture is very different in central and eastern
Europe. There is no comparable mechanism to the ““per cent for art” scheme.
Few citizens have any purchasing power to collect art and there is no corpo-
rate tradition for art acquisitions. So, in effect, there is no market for artists’
work.

9.1.16 During the communist period in central and eastern Europe, the visu-
al arts were relatively well resourced for those who worked in officially
approved styles; there were substantial state purchasing programmes, moni-
tored through the artists’ unions, and with additional finance from major
industrial enterprises which deployed ‘“‘social” funds. These arrangements
have now collapsed and state acquisitions are much diminished. Visual art-
works from central and eastern Europe became fashionable on the interna-
tional art market in the late 1980s, but its own financial crisis at the begin-
ning of the 1990s soon brought this to an end.

9.1.17 Art galleries and museums with historically based art or contempo-
rary collections are attracting growing attendances in many countries (see 9.2
below passim for a discussion of museums from a heritage viewpoint). Some

1. Cultural policy in Italy, Report of a European panel of examiners by Christopher Gordon, Euro-
pean Programme of National Cultural Policy Reviews. Council of Europe. Strasbourg, 1995.

2. “Flow of cultural goods”, op. cit.
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are making use of the new technologies to extend access to their collections
and there is competition among commercial operators who are bidding for
rights to exploit them (for example Bill Gates of Microsoft in the Russian Fed-
eration). Large numbers of people continue to be puzzled by, and often dis-
missive of, much “cutting-edge” contemporary work; but there are signs that
it is attracting younger publics in large numbers (the almost unmanageable
popularity of the Centre Beaubourg in Paris and increasing attendances at
London’s Tate Gallery are cases in point). That said, artistic styles percolate
over time into graphic design and advertising (for example, Surrealism, Op
Art and Pop Art). Design, of course, can express a sense of identity and, when
it is linked to the mass production of objects, it can serve, as Deyan Sudijic
says, as “badges of mutual recognition™.! Its significance in a visually literate
society is likely to increase, whether in the applied arts, industrial design, fash-
ion or interior design. A potent mix of skills, industrial production processes,
efficient distribution and good marketing have catapulted some European
countries to world-wide acclaim for their design achievements. It is the sec-
tor, par excellence, where the interaction between culture and trade is most
evident, although Italy, renowned for its variety and originality of design, is
not alone in having no coherent or integrated policy to build on its achieve-
ments.

9.1.18 The crafts sector in Europe is divided into the traditional (referred to
in some countries as “handicrafts’) and the contemporary. There is little inter-
action between them even when they are funded by the same agencies or
government departments. The contemporary crafts sector, which is closely
related to design and the fine arts, is growing very rapidly in much of Europe.
But the situation in the traditional crafts, where skills have often been hand-
ed down from generation to generation, is not at all optimistic. Real tradi-
tional crafts survive today primarily in those European countries to which the
Industrial Revolution came relatively late (for example Portugal, Poland and,
to some extent, the Nordic countries). Arguably these craftspeople are the
European equivalent of the Japanese “living national treasures”, but the
future of their art is threatened by lack of interest among young people in
learning their skills. Such interest as exists is often to be found among urban
populations, although there have been some initiatives of note (in particular,
in Portugal). A major difficulty is that governments often do not regard the
traditional crafts as “‘real” culture and so do not value them, except for their
potential to make a very modest contribution to the rural economy.

9.1.19 Photography is an important part of the visual arts scene and con-
tinues to have a substantial impact on visual arts theory and practice. Archives
and photography galleries are being established in increasing numbers across
Europe. The achievements of news and features photography have dissemi-
nated information about social and political life and illustrated the discover-
ies of science; in that sense, together with the moving image, the stills cam-
era has had a profound cultural impact. It has also enabled people to record
in detail their daily and domestic lives, a function which is now being taken
over by video.

1. Sudjic, Deyan, “Identity by design”, European Magazine, 15-21 February 1996.
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9.1.20 Europe has an enormous and rich architectural heritage, but at the
same time vast areas with ugly and badly designed buildings. Industrial and
urban expansion has led to a great increase in the numbers of new buildings.
As kings and prelates in the past, today’s presidents and industrial leaders use
architecture to promote their policies and reputations, often to good aesthetic
effect, in that they have given distinctive profiles to city centres. On the oth-
er hand many town planners, politicians and proprietors have been guided by
economic interests only and an ambition to build quickly rather than well. In
some countries (for example Denmark, Finland, the Netherlands and Norway)
major action programmes for planning of a high quality have been imple-
mented. The sometimes much criticised modernist and brutalist phase of the
1950s and 1960s has given way, after a pause, to new generations of archi-
tects often interested in pastiche and extravagant display. Domestic housing
now focuses more than in the past on vernacular styles and a greater atten-
tion to human scale. The failure to recognise the cultural dimension of the
built environment is one of the most serious post-war errors of public policy.
The need to integrate architecture with cultural and environmental policies is
essential if we are to avoid repeating some of the worst effects of planning
policies.

9.1.21 Surprisingly, the reading of books has increased in many European
countries by between 5% and 20% over a quarter of a century despite com-
petition from the mass media.1 The rise is primarily due to women who now
outnumber men as readers; in France, for example, 72% of men and 68% of
women read at least one book a year in 1973, but in 1989, it was 73% of
men and 78% of women. Countervailing trends are that young people are
reading less and that the number of heavy readers is falling (except for Nor-
way where the proportion of very heavy readers — twenty or more books per
year — doubled between 1972 and 1987). Socio-economic distinctions
remain, although there has been some catching up by less advantaged
groups. With the arrival of the cheap paperback, book publishing has become
big business and large conglomerates have been formed. More than 400 000
of the 850 000 titles published in the world in 1995 come from western
Europe and the book industry in the latter grew by just under 15% between
1991 and 1995.2 Popular fiction sales are high and profits are much enhanced
through exploitation by the film and television industries. However, compar-
atively few novels (or poetry) not written in English achieve multinational
readerships, due in large part to a lack of interest in the widespread commis-
sioning of good translations. Europe had 61% of world book exports and
52% of imports (including the sale of books between European countries) in
1993. Imports into Europe came mainly from the United States (55%), Hong
Kong (14.4%), Singapore (8.2%) and Japan (5.4%). Europe’s share of
exports began to decline from the beginning of the 1980s in the face of
sharply rising competition from Japan and Hong Kong.3

1. Reading habits in Europe, Moscow Round Table about Participation in Cultural Life in Europe,
Circle. Paris, 1992.

2. Publishing at the crossroads — Global trends and forecasts, Euromonitor, 1996.
3. “Flow of cultural goods™, op. cit.
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9.1.22 Changing readership patterns have not coincided with book sales,
which have fallen everywhere in Europe except for the United Kingdom and
Sweden. The book sector is in a critical condition in many European countries
outside the main language areas of English, French and German. The small
size of domestic markets, competition with other media and the economic
downturn is having a marked impact on the book chain, while in much of
eastern Europe the network of bookshops has virtually collapsed. However,
the public library, one of the great cultural inventions of the nineteenth cen-
tury, has retained, and indeed enhanced, its relevance during the twentieth
century. Libraries have increased their usage in most countries. In western
Europe they offer a valued service to substantial sections of the population
(ranging from a penetration of 65% in Denmark to 30% in the Netherlands,
20% in Ireland, 17% in France and 10% to 15% in Germany (1990).1 They
are widespread and are often close to where people live. They are approach-
able and offer fewer barriers for most people than some other cultural insti-
tutions. In some countries they operate as arts centres, especially in small
towns without other cultural facilities. In fact they offer many more services
than the lending of books; thus, in Sweden, only 42% of library visits (1988-
89) concerned book loans. The remainder involved the reading of magazines
and newspapers, attendance at cultural events and borrowing or listening to
CDs, records or tapes. In most countries no other institution is so extensively
used by children. As Unesco’s Public Library Manifesto of 1994 states,
libraries are the local gateway to knowledge, providing opportunities for life-
long learning, independent decision-making and the cultural development of
the individuals.

9.1.23 For all their distinguished past and their general popularity, public
library systems are facing the greatest threat — and at the same time the great-
est challenge — in their history. The state, whether at national and local level,
is finding them increasingly hard to afford. The principle of free access is being
modified in some countries, with charges often being introduced for special
services. In the United Kingdom and even in Sweden there have been cut-
backs in opening hours and library closures. In central and eastern Europe
where the public is heavily reliant on libraries for access to books, former lend-
ing networks maintained by trade unions and large companies and former
distribution networks have collapsed in many places.2 When governments
have to make savings, libraries are among the first victims. In the Slovak
Republic, for example, about 4 000 libraries have been closed out of a total
of 12 000. According to a Council of Europe report, “several alarming ten-
dencies have occurred [in the Polish library system], among them the liqui-
dation of certain libraries, the loosening of ties between libraries within the
network, the deprofessionalisation of the library service, and also insufficient
financial means to meet libraries’ needs.””3 Across Europe, public investment

1. Les Bibliotheques publiques en Europe, Collection Bibliotheques, Editions du Cercle de la
Librairie. Paris, 1992.

2. “Reading, books and publishing in Europe”. Report of 7th Conference of European Ministers
responsible for Cultural Affairs (Paris, October 1992). Council of Europe, Strasbourg, 1992.

3. Seminar on “Reforming library legislation in central Europe: Needs and expectations™ (7-8 No-
vember 1994), Conclusions and background documents. Council of Europe. Strasbourg, 1995.

180



Cultural transformations

is usually in decline as a whole and the pressure to become commercially com-
petitive is growing. Changes in patterns of consumption in western Europe
are also having an impact on demand; the availability of cheap paperbacks,
on sale in supermarkets, petrol stations and motorway cafeterias as well as in
bookshops, is reducing loans for some categories of book, especially fiction.

9.1.24 If, with the arrival of electronic means of storage, libraries are able to
move beyond books to CD-Roms and the like, they could face a promising
future as a network by which the public may access all kinds of visual and lit-
erary material, in association with museums, archives and centres of higher
education. This would be enhanced if they could link up to the academic and
museum databases which are emerging. As a concrete follow-up to Unesco’s
Public Library Manifesto, the Swedes have developed an innovative project
called Onskebiblioteket (the library of one’s wishes) in association with the
Estonian authorities. One Estonian and one Swedish library are taking part
and they will be joined by a Portuguese library as well as another from a
developing country. The immediate object is to develop the uses of the new
media, engage actively with education systems and transform the library into
an information and cultural centre. In the longer run, the experiment will
explore the function of libraries in the information society and as part of glob-
al communications networks.

9.1.25 In western Europe the arts of ethnic minorities are beginning (but
only beginning) to attract mainstream attention and there is a greater public
awareness of the arts of other world cultures. African, Afro-Caribbean and
Asian music continue to feed into European popular traditions. In the visual
arts and performance, European artists and audiences are adopting a more
open and possibly less predatory attitude to the arts of other continents;
meanwhile, artists from non-European backgrounds are feeding aesthetic tra-
ditions from other world cultures into western imagery. London’s multiracial
composition is one reason why, for the time being at least, it has become a
leading centre of attraction for artists and dealers. All of this is having a pos-
itive effect on contemporary artistic development in general. However, the
minority communities still receive less public funding than the mainstream arts
of the majority communities and, in particular, usually do not have the
resources to maintain large-scale building-based institutions.

9.1.26 Another relatively new trend is towards cross- or multi-media arts,
drawing on visual and performing arts traditions and making use of new tech-
nologies. Its origins lie in part in the invention in the United Kingdom during
the 1960s of “arts labs™, or centres managed by artists and concentrating on
original creative production. Although they did not last long, there are today
a handful of arts centres of various kinds which are committed to the com-
missioning of new work and their presentation in what might be called “lab-
oratory” conditions; examples include the Centre for Art and Media Tech-
nology (ZKM) in Karlsruhe, with five institutes (Institute for the Visual Media,
Institute for Music and Acoustics, a Mediathek, a Museum of Contemporary
Art and a Media Museum), and the Museo Internacional de Electrografia
(MIDE) in Cuenca in Spain. Such organisations are increasingly setting up
promising links with the new technologies. They offer considerable potential
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for the re-integration of the different strands of contemporary culture and,
even, suggest the possibility of bringing the arts and sciences into new and
constructive relationships. The barriers between the art forms as convention-
ally defined seem to be coming down; performances take place in art galleries
and other non-theatrical venues and new forms of visually-based drama are
emerging. Links can be observed between visual performance and installa-
tion, and aspects of pop and rock performance, music videos (a new arrival)
and with ““new comedy”’, an umbrella term for a new generation of anarchic,
sometimes satirical and surrealistic one-person performers.

9.1.27 It is important to note that since the 1980s, public authorities at
national and local levels have begun to interest themselves in forms of artis-
tic activity which they previously knew nothing about, neglected or at best
slightly acknowledged. Nowadays design, photography, rock, rap, fashion,
and cooking have been recognised as artistic, or at least creative, activities in
their own right. This development was pioneered in France under the influ-
ence of Jack Lang, when he was Minister of Culture, and a number of other
countries have explored the same path. Different kinds of support have been
offered, but always with a light touch and more flexibly than the traditional
subsidy systems. Most of these newly recognised activities are commercially
managed and market-sensitive: closely controlled regular subsidies, as for
major cultural institutions, would be inappropriate and public authorities have
tended to concentrate on offering endorsement rather than cash (for exam-
ple the establishment of specialist museums), making tailor-made, one-off
project grants, establishing training institutions and supporting promotions
(for example festivals).

9.1.28 Other old distinctions are becoming blurred. The presence of non-
European arts practice is challenging the conventional divide between pro-
fessionals and amateurs, as are the community arts which mingle profession-
als and non-professionals and bring together the inhabitants of
neighbourhoods in a shared creative endeavour. A greater emphasis is placed
on the process of creation as opposed to the final artistic product, especially
in education and (again) in “community arts”, or socio-cultural animation.
From the 1950s onwards a youth culture has emerged where the frontier
between performer and audience has lost its significance. In a rock concert
the audience is part of the show. The so-called counter-culture of the late
1960s brought alternative lifestyles into mainstream culture and produced the
postmodernist movements, where the status of creativity ceased to be Euro-
centric and pertaining only to professional artists and became universal with
no hierarchies and an emphasis on remodelling old texts (in the broad semi-
otic sense of the word). The democratisation of libertinism! and more gener-
ally of the modernist impulse drove creativity into everyday life: fashion, man-
ners, interior decoration and eating habits became signs of changing
identities.

9.1.29 The voluntary instinct. The popularity of the amateur arts is wide-
spread, although more pronounced in northern Europe than elsewhere. It

1. See Bell, Daniel, The cultural contradictions of capitalism. Bell. New York, 1976.
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attracts the involvement of large sections of the population and (with the
exception of classical music that calls for large forces of players) does not
depend on where people live. In the Netherlands, for example, 6 million peo-
ple out of a population of 14.5 million are involved in some form or other in
the amateur arts, which are relatively more popular among the lower and
middle classes than attendance at concert, plays, etc.! A recent study in
France indicates that almost half (47%) of the population has been involved
at one time or another in amateur artistic activity, although there are some
significant generational differences.? Interestingly, the survey suggests that
young amateurs are more versatile and find it much easier to cross over from
one art form to another than their older counterparts. In central and eastern
Europe before 1989 amateur practitioners were often supported by the state
and trades unions by a host of measures, including free training and payments
in kind (for example paid time-off from other work). This was especially
marked in what was claimed to be “amateur” sport. It was also a feature of
the arts scene, but has now largely been withdrawn.

9.1.30 While there is much amateur arts activity in western Europe, there
are marked differences in the value it is accorded, with Nordic countries, for
example, seeming to give it more parity of esteem than in the United King-
dom where the term “amateur” is often used disparagingly to denote
“unprofessional” and, by implication, of lower quality. Sweden’s recent
review of cultural policy reinforces the state’s responsibility to foster amateur
culture, one of the key points being to stimulate people’s creativity. Support
for amateur activities of all kinds in that country is routed through popular
education associations, state and local authorities contributing the substan-
tial sum of 2 000 million Swedish crowns (of which about 40% is spent on
the arts).

9.1.31 The relatively recent concept of cultural volunteering goes beyond
that of the amateur arts. It illustrates the fact there are more ways of partici-
pating in culture than by acting in a play or painting pictures. Volunteering is
any activity whereby individuals or groups help the work of an organisation,
whether professional or amateur. According to the Voluntary Arts Network,
which exists to promote participation in the arts throughout the United King-
dom, it is ““accomplishing, or assisting with, the management, running or cre-
ation of a programme for an arts organisation for no payment”. Similar work
has, of course, been done in Nordic countries by voluntary cultural associa-
tions and in the countries of southern Europe by more amorphous groups and
collectivities.

9.1.32 The amateur arts are facing a number of challenges; economic reces-
sion has made it more difficult for the general public in many countries to sus-
tain participatory arts activities from their own financial resources. Rural areas

1. “Cultural policy in the Netherlands, National report, European Programme of National Cul-
tural Policy Reviews of the Council of Europe”. Dutch Ministry of Welfare, Health and Cultural
Affairs, 1994.

2. Les amateurs. Enquéte sur les activités artistiques des Francais. (A survey of the artistic activ-
ities of 10 000 people). La Documentation Francaise, 1996.
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appear to be particularly badly hit in some countries (although not in Swe-
den, for example, where subsidy has fallen more sharply in big cities than in
the countryside); this is a worrying development seeing that culture provides
many of the occasions for social networking which help to combat isolation
and foster community cohesion. At the same time, perhaps because of the
growing attractions of home-centred entertainment, it appears to be harder
to recruit audiences than it once was. In common with the professional arts,
amateur activity in central and eastern Europe has been weakened by with-
drawal of state support.

9.1.33 One further issue needs to be taken into account. Peer groups seem
to be becoming ever more specialist and the banding of age and interest
groups among those who participate in the amateur arts is narrowing. This is
resulting in wide generational differences with younger people often cutting
themselves off from the traditional arts and isolating themselves inside youth
culture.

9.1.34 Sweden is currently establishing a national network for the hetero-
genous multitude of groups in this field and there may be a case for setting
up a Europe-wide equivalent, with the objects of identifying and publicising
good practice and encouraging international exchange. At the same time,
further thought needs to be given to the potential synergy between profes-
sional and amateur artists, which varies considerably from country to coun-

try.

9.1.35 The artist and the mass media. Even before the second world war,
Walter Benjamin pointed out the importance for culture of the technical
reproduction of art. He spoke of the end of the aura that surrounds the unique
or one-off, traditional work of art and the opening of an age when art would
be everyone’s tool. The techniques of mass production and reproduction
would democratise the art elites. His prediction did not come to pass exactly
in the way he had in mind, for state subsidy preserved the traditional or
“high” arts as a discrete field, while mass culture went on its own indepen-
dent way, with its emphasis mainly on the provision of entertainment — and
foreign entertainment at that — as US products proceeded to capture Euro-
pean markets.

9.1.36 A succession of technological revolutions altered social relations and
individual attitudes, adapting them to the all-consuming needs of the mass
media. By the 1970s the fierce competition for the public’s attention between
the press and radio and film and television had created a new and highly
diverse cultural landscape. TV screens were in every home, mixing informa-
tion, enlightenment and popular entertainment. Mainstream feature films
sought more and more to anticipate rather than lead public taste. Records and
audiocassettes made music available to everybody. Stars were made and
unmade by popular “vote” and consent.

9.1.37 The academic world began to pay attention and media studies

entered higher education curricula. The approach was socio-cultural in
distinction from the aesthetic methodologies of the traditional arts. Even
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today there is comparatively little exchange between the two sets of disci-
pline.

9.1.38 The opening up of the electronic technologies brought together
three areas of cultural production — print, the audiovisual media and commu-
nications. From being the exception, interchange became the rule and the dif-
ferences between cultural phenomena ceased to be technologically defined.
Video extended from pornography to artistic experiment, satellite and cable
made closed television links possible, bestsellers co-existed with self-pub-
lished poetry and academic journals. Intersectoral links made books into films,
films into television series, television series into video games and vice versa.

9.1.39 Television and film are leaving those working in the traditional art-
form media in a quandary. As Benjamin predicted, throughout the twentieth
century we have seen how a variety of industrial techniques (for example,
printing and photography) and production methods (for example, film and
television) have weakened the primacy of the unique, non-reproducible work
of art as a result of potentially unlimited reproduction and collective working
processes. On the one hand, artists and writers of aesthetics can set them-
selves up as guardians of an uncompromising aesthetic authenticity in the
face of a flood of commercial images, which break up the possibilities of nar-
rative and replace a habit of serious, extended consideration of a work of art
with a shorter attention span and an impatient taste for novelty. Most of
those attending a consultative meeting for artists and producers which the
European Task Force convened in Strasbourg saw that there would always be
a place for authentic artistry and that Europe could be on the edge of anoth-
er renaissance. However, some were worried that global culture was threat-
ening the “fundamental stories” or myths on which communities and cultures
depended for a sense of their identities. In addition to their communal func-
tion, the arts were a ““form of resistance and rebellion, a space for freedom™.1
This role too was at risk. They feared that the overwhelming appeal of mass
culture would somehow leave them behind and that the commercialisation
accompanying it would limit choice for consumers and artists. They saw with
varying degrees of unease, how film and television spoke to the population
as a whole, while arts’ audiences were mainly limited to affluent and well-
educated social groups.

9.1.40 An alternative view expressed at the meeting was that some tradi-
tional conceptions of culture were elitist; one positive result of the new media
was that people not belonging to elites were now handling aesthetic con-
cepts. There was a danger that technologists and entrepreneurs would alone
determine the content of new communications systems and that artists had
no choice but to join the game themselves if they were to avoid relegation to
an estranged underclass. According to the report of the seminar, “artists must
be placed on an equal footing to discuss the conditions under which the
emerging interactive systems could be used as a means of artistic expression
... [They] must gain a hold on television and make it an art form managed by

1. Report of a Round Table on “The future of the arts and artistic work in Europe™ (Strasbourg,
February 1995). Council of Europe. Strasbourg, 1995.
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artists.”* The position of non-European artists was especially disadvanta-
geous, particularly for those for whom global culture was less a quarrel
between different ideas of western-ness than a fundamental threat to their
traditions.

9.1.41 Much well-intended effort has been expended on gaining air-time
for the traditional arts on radio and television. However, both these media —
and especially television — have developed their own expressive vocabularies,
formats and programme genres, as was the case in previous centuries with
drama, dance and music. It has proved difficult to translate the visual and live
arts into this new language and so attract sufficiently large audiences to jus-
tify their presence in prime time slots. “The integration [...] of the contents of
modern art, the expected appeal of everyday familiarity of television, the tra-
ditional techniques of the arts and culture and the possibilities offered by the
grammar and language of television — and other media and information tech-
nologies as well —is a challenge that few producers and programme planners
are able or willing to face”.2

9.1.42 Few cultural policy makers have been willing to face it either. They
have done little to study the inter-relationship between the traditional arts
and the media or to devise strategies which exploit their mutual interdepen-
dence. Television and film rely on actors, directors, musicians and dancers
who have been educated in arts schools and gained their basic experience in
theatres, orchestras and dance and ballet companies. Visual artists through-
out the century have pioneered new visual languages which in due course
have become the stock-in-trade of television commercials and programmes
and graphic design. At the same time, museums, art galleries and the per-
forming arts need the information services provided by radio, television and
the press to attract audiences and encourage critical debate among the gen-
eral public. The broadcasting of concerts, such as the famous new year con-
cert from the Vienna Opera House, can attract millions of viewers and listen-
ers and the masterpieces of European drama and the novel can find a mass
audience through television adaptations. The presentation of live opera and
drama creates certain difficulties of “translation’ from one medium to anoth-
er and is often made prohibitively expensive because of the cost of buying
out trade union restrictive practices; but it can provide an invaluable intro-
duction for those unfamiliar with the live arts (the transmission of Patrice
Chéreau’s Bayreuth Ring is a well-remembered classic of the genre). But there
will be fewer opportunities for such “chance” encounters if arts programming
is reduced in prime time broadcasting or shifted in its entirety to specialist
channels for niche audiences.3

1. Ibid.

2. “European television and culture”, a paper commissioned by Unesco from Mediacult for a
Unesco round table held in July 1995 in Paris. It is based largely on the report, “Hearing on the
cultural policies of broadcasting companies™ (Strasbourg, 7 November 1994), organised by the
Committee of Governmental Experts on the Cultural Aspects of Communication of the Council
of Europe.

3. At the beginning of the 1980s ORF, the Austrian state TV channel, broadcast an opera almost
every week. By 1995 that had been reduced to seven a year, according to Dr Franz Patay, Sec-
retary General of the International Music Centre (IMZ), Vienna (see Eccles, Jeremy, Future
visions, current fusions, in International Arts Manager magazine. London, September 1995).
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9.1.43 There is a limit to what the public authorities can do to reconcile the
artist and the audiovisual media, but it is good, if belated, news that some
now acknowledge the need for cultural policies to take an integrated
approach and to build bridges between them. Aesthetics are not the proper
business of government, but at least it should be possible to facilitate co-oper-
ation between the two opposing camps.

9.1.44 Successes and failures of European cinema. It has been estimated
that more than 220 000 feature-length films will have been made between
1900 and the year 2000, an astonishing demonstration of the dominance of
cinema in twentieth century culture.! The post-war period saw a downturn in
cinema-going, first in the United States and then in western Europe, with the
rise of television. A reversal of this trend appeared in 1990, with total ticket
sales in 1994 reaching the same level as in 1986. A major contribution to ris-
ing attendances has been made by the arrival in some countries of “multi-
plex” cinemas which offer a more flexible approach to film exhibition and a
more attractive ambience for customers than old-style cinemas. The number
of films distributed over the same period has varied in different countries (far
fewer in Greece, Denmark, Austria and Norway, for example, and sharp rises
in Belgium, Portugal and Cyprus). One common factor can be observed, the
growing dominance of US producers. As the European Audiovisual Observa-
tory has noted: “The recovery in audience figures has only indirectly benefit-
ted European cinema [...] however tickets sales develop (sustained recovery
in the United Kingdom, tending to recover in Germany, tending to fall off in
France and Italy), American films are gaining a firmer hold on the market at
the expense of national and non-national European films, which have all but
disappeared in most countries. In the former twelve-country European Com-
munity, American films captured 20% extra market share between 1985 and
1994. The recovery in admissions since 1990 can be simply translated as a
stabilisation of the European and other countries’ market share.””2

9.1.45 That said, it is a mistake to see European cinema purely in econom-
ic terms as a failed competitor with Hollywood. The achievements (say) of
Italian cinema from the Neo-Realists to Pasolini and Fellini, of Russian cine-
ma from The cranes are flying to Tarkovsky and Mikhalkov, of French cine-
ma from the Nouvelle Vague onwards, of Polish cinema from Wajda to Kies-
lowski or of the Czechoslovak school of the late 1960s are of high distinction.
They established the culture of the art-house movies, which did not achieve
mass appeal if only because it did not seek it. Their masterpieces will contin-
ue to be seen — and so earn money - long after more ephemeral American
hits.

9.1.46 However, despite these achievements there is another side to the
story. Gilbert Adair, a well-informed newspaper columnist, wrote: “As Marx
almost said, a spectre is haunting Europe, the spectre of Hollywood. For Hol-
lywood has won. These days, at the cinema, all of us see the same films, laugh

1. We are grateful for the opportunity to make use of a draft (23.10.1995) of “Economic bench-
marks on the film industry in Europe™, European Audiovisual Observatory, Strasbourg.

2. Ibid.
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at the same jokes, flinch at the same violence, marvel at the same special
effects [...]. What'’s to be done? In my opinion, nothing. | wish them well, but
unlike those film makers who have voiced frequent opposition to the current
hegemony of the American cinema (Wenders, Tavernier, Bertolucci, etc.), |
remain a total defeatist. When European directors endeavour to emulate Hol-
lywood, it’s invariably a disaster; and when they make films that are obsti-
nately rooted in their own national culture, fewer and fewer people bother to
see them.”?

9.1.47 This account is expressed with the graphic vigour of a journalist, but
is hardly an exaggeration. Is the pessimistic tone justified? In an important
study of European cinema, the writer Angus Finney observes: “‘Popular cul-
ture’ and ‘European culture’ rarely win a mention in the same sentence.
Europe’s strong sense of history has tended to go hand in hand with notions
of a ‘vibrant culture’, rich in literature, theatre and art. Part of Europe’s some-
what elitist self-perception of its alleged strengths has also led to arrogant
assumptions about America’s own energetic claims to culture [...]. Only rarely
does a contemporary thriller such as Luc Besson’s Nikita burst on to the Euro-
pean scene, and even that remained mostly confined to the art-house mar-
ket. In contrast, American ‘popular’ culture consists of new material and
themes that are derived from contemporary realities of the modern world.
Whether these are so-called ‘formulaic’ films such as The fugitive — a striking
action thriller that Allied’s Jake Eberts, for example, suggests contains no ele-
ments that couldn’t have come from a European film-maker — or extravagant
new-technology fantasies like Terminator 2: Judgement day and Jurassic
Park, the fact is that far more successful American films are made about
today’s and tomorrow’s world than any European equivalents”.2

9.1.48 European film faces a number of other, less subjective problems.
Although in principle a sufficiently large market, the continent is broken down
into different language groups. It has been rightly said that visual images and
music are the only universal world languages, but words are necessary as well.
The techniques of dubbing and sub-titling are either intrusive or artistically
inadequate, and filming in more than one language is expensive and often
artistically damaging to the film-making process.

9.1.49 More seriously, European producers seem to pay too little attention
to script development. In Hollywood, development costs are about 10% of a
film’s budget, whereas in Europe they average between 1% and 2%. Anoth-
er reason why Europe seems to have lost the art of making box-office hits is
the scarcity of “bankable’” names or stars. But this is part of a larger market-
ing failure. A huge investment is made in advertising and promoting an Amer-
ican movie and its leading actors. The selling of the British film, The crying
game, is a telling illustration of the point. Although well-received critically, it
did not attract audiences in the United Kingdom until it had been most effec-
tively promoted and distributed in the United States. Another British success,

1. Adair, Gilbert, “Scrutiny”, the Sunday Times newspaper. London, 26 March 1995.

2. Finney, Angus, A dose of reality — the state of European cinema, European Film Academy and
Screen International. London, 1993.
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Four weddings and a funeral was initially advertised in the United Kingdom
as “America’s No. 1 hit comedy.” Some British-made films are marketed in
France as being from the United States.

9.1.50 Europe is also deficient in major studios. As Finney points out: “A
large film studio is a place where talent clusters and works together, and
where ambitious projects can win the support needed to develop them to
their full potential. It is also the place where practical training initiatives can
be implemented, which in turn help retain skill levels that at the moment
either vanish to America or are in danger of disappearing altogether. Talent is
drawn to studios.”?

9.1.51 At the other end of the production process, the key area of distribu-
tion is highly fragmented and under-capitalised. This not only has the obvi-
ous consequence of making it more difficult to take films to audiences, but
means that distributors are often not in a position to help to finance produc-
tion.

9.1.52 In all these circumstances, it is not surprising that finding investors
for European films can be a long, complex and frequently disappointing
process. Banks find the business too risky without fully guaranteed pre-sales
or guarantees from bonding companies. Special efforts have been undertak-
en by the Council of Europe and the European Commission to promote the
European audiovisual industries by encouraging film production; in 1988 the
Eurimages feature film top-up fund and two years later the European Union
and the Media programme were launched. Media’s task was not to finance
directly production costs, but to support measures which help to build a sound
infrastructure. A new programme, Media Il, has replaced it, with the same
aims, but a different structure, and will focus on training, development and
distribution; it may be complemented by a proposed European Audiovisual
Guarantee Fund for Production. A “‘sound infrastructure” not only includes a
thriving national audiovisual scene, but also support for regional and local
production, which is often the “nursery” for up-coming creative talent. Leav-
ing aside the various forms of state and supranational or intergovernmental
subsidies and incentives, producers have been exploring the potential of Euro-
pean co-production. This turns out to be far easier to achieve in terms of
assembling financial packages, than of artistic collaboration and, after some
box-office disasters, this is the direction which events are now taking. The
recently formed European Film Studio, financed by various broadcasters such
as Channel 4 and Canal Plus and funding agencies, takes the principle of
cross-frontier co-operation a stage further by seeking to develop production,
writing and direction talent, by seeing Europe as a single market (while mak-
ing due allowances for linguistic and cultural differences) and by encourag-
ing the production of internationally oriented, commercially driven films,
which recoup their investments either from Europe or globally.

9.1.53 Broadcasting: the end of the public service ethic? A combination of
technological, political and economic pressures has transformed the European

1. Ibid.
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landscape of TV and radio broadcasting. As little as fifteen years ago a hand-
ful of terrestrial broadcasters, controlled or at least guaranteed by the state,
exercised a monopoly. Because of the power and universality of the electronic
media, governments made them operate inside a legal framework that
sought, usually at least, to ensure objectivity in news reporting and the pre-
sentation of a wide variety of points of view, and gave them a cultural and
educational mission.

9.1.54 From the 1950s commercial interests were introduced into the
broadcasting scene in western Europe. There still being only a small number
of TV and radio channels, they too tended to be carefully regulated.
The arrival of satellite and cable made state-supervised monopolies obsolete
almost overnight. Satellite broadcasting allowed transmission across national
frontiers and cable created the opportunity for local and community
programmes. A multiplicity of channels offered, in principle if not yet in prac-
tice, a wide diversity of opinion; theoretically, channel-hopping would be
like browsing in a newsagent and so it would be increasingly hard to justify
imposing more severe controls than those applied to magazines and news-
papers.

9.1.55 Public service broadcasters are now faced with a situation where
their “natural monopoly” is vanishing and many consumers have a wide
choice of programmes. From being supply-oriented radio and television are
increasingly demand-led. The implications of technical advances were backed
up in several European countries by a new generation of politicians who
favoured the free market and opposed regulation whenever and wherever
they found it. As Alfred Smudits points out: “The objective and the philoso-
phy of deregulation were to further the interests of media enterprises, to open
up new markets and to create a pluralistic broadcasting landscape in which
variety is guaranteed by commercial competition and in which discriminating
audiences can choose the programmes they are interested in from a multi-
tude of channels. Any demands — minority demands included — would gen-
erate supply.”?

9.1.56 So far at least, public service broadcasters in some countries are
responsible for greater programming variety than commercial terrestrial
stations, where there is usually more of a commitment to light entertainment
and less investment in production. Much the same goes for satellite broad-
casters, except that they offer a huge range of feature films and old television
series.

9.1.57 Inthe wake of deregulation there is evidence that audiences are seg-
menting and that some social groups concentrate on particular media. One
consequence is an unequal distribution of “socially and politically relevant

1. Smudits, Alfred, “The cultural and educational functions of public service broadcasting in west-
ern Europe”. A paper commissioned by Unesco from Mediacult for the International Round Table
on the Cultural and Educational Functions of Public Service Broadcasting. Vienna, 1995.

2. Smudits, Alfred, ibid.
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knowledge”.2 One way or another the old, monolithic national audience is a
thing of the past.

9.1.58 Having led the way on deregulation, the European Union has
become concerned to protect broadcasting from its results. There are two
main concerns — the perceived danger of a concentration of ownership of
commercial companies and the inflow of American entertainment products.
In 1989 the EC directive, Television without frontiers, recommended that a
channel should programme, where possible, at least 50% of its air time with
works of European origin, setting aside news, advertising, talk shows and
sports — incidentally all the signs are that the caveat applied to the quotas
requirement is likely to remain in the proposed revision of the directive. As
noted earlier, European countries, led by France and Belgium, were success-
ful in having audiovisual products exempted from most favoured nation sta-
tus in the GATT negotiations on the grounds that they were not services in
the conventional sense.

9.1.59 The growing monopolisation of the audiovisual market and its inte-
gration with the communication and computer industries has created new
alliances. In 1994 the European Commission took steps in different fields of
the audiovisual industries and the media to discourage the tendency to con-
centration of ownership. It has prevented or postponed mergers which might
have led to ““horizontal”” monopolies in Europe or in some of its major regions.
While the Commission is doing what it can to discourage market domination
by a handful of major commercial groups, there is no doubting the trend to
ever larger multimedia corporations.

9.1.60 Public sector broadcasters face an uncertain future; both they and
their government paymasters see an important role for them in stimulating
diversity of programmes, promoting cultural pluralism and furthering cultur-
al identity. However, if their ratings fall and their market share collapses, their
funding (whether through a licence fee or taxation) may become politically
unsustainable at current levels. It is possible that there may be other ways of
maintaining the public service ethos; for example, Channel 4 in the United
Kingdom is funded by advertising, but manages to combine clever “niche”
programming for minority audiences with a broad cultural remit.

9.1.61 In addition, public service television has experimented with another
method of promoting high quality arts programmes: the establishment of a
channel devoted to culture. Arte was originally set up by the French and Ger-
man governments as a joint venture of La Sept in France and ARD and ZDF
in Germany, but now extends to other European countries. It is distributed
through cable in Germany and by terrestrial transmission in France and it is
mostly publicly financed. The difficulties of its opening years were exacerbat-
ed by the danger that cultural programmes would disappear from regular
channels and be exiled to specialised ghettos. Arte has small audiences,
notably in France, in comparison with other non-specialist terrestrial channels;
nevertheless, it is, both for producers and its viewers, a success in a televisu-
al landscape where the arts have only too small a share. It raises an important
and as yet unanswered question: does Arte, by virtue of the high quality of
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its programming, offer a model of good practice that might encourage other
public service broadcasters to widen their cultural brief and improve the con-
tent of their programmes? Or does it simply illustrate a permanent split
between public broadcasters with a generalist remit which are driven by need
to attract mass audiences and thematic arts channels which are free from
those kinds of constraint, but at the cost of “ghetto-ising” their subject mat-
ter?

9.1.62 In central and eastern Europe, commercial broadcasters, usually
funded by foreign investors, are entering the scene and offer sharp competi-
tion for the public sector. Some attempt is being made to encourage local pro-
duction as well as allowing the import of foreign programmes. In Romania a
commercial channel, Pro TV, opened in 1995 on the basis of an initial invest-
ment by a Bermuda-based investment group, Central European Media Enter-
prises (CME); the programming package includes films such as Poltergeist,
The fly and Alien and television series such as Mash and The X-Files from the
United States and the British drama series, Cracker.1 However, studios will also
be built and personnel trained and in due course the channel will broadcast
locally originated programmes. CME have also launched Pro Plus in Slovenia,
which will provide programming and advertising sales to regional broadcast-
ers, in effect creating a national network. In the Czech Republic a new com-
mercial channel, Nova TV, the controlling stake in which is owned by a for-
mer US Ambassador in Vienna, started broadcasting early in 1995; it is
estimated that 40% of programmes are domestically produced and a further
9% of airtime is devoted to Czech films. These kinds of investment depend
on an optimistic view of the growth of advertising in central and eastern
Europe.

9.1.63 Monopolising the press. The print media are living in interesting
times. In many countries, readership is stable or rising (especially in countries
such as Italy with a traditionally low readership base), but newspapers and
periodicals are losing advertising revenue to television and free publications.
This is a major reason for a continuing trend in many countries to concentra-
tion of ownership at every level, national, regional and local. In Germany, for
example, the advertising market share of the traditional press fell from 46%
to 40% between 1981 and 1989, while that of the free press rose from 7%
to 10% and of television from 10% to 13%.2 Another important factor is the
“zoning” of the regional and local press, so giving publishers effective
monopolies in their areas.

9.1.64 Press groups have been seeking economies of scale for regional and
national advertisers by the simultaneous publication of advertisements in
newspapers covering different areas. Financial concentration has also led to
the growth of ““horizontal” ownership, whereby groups which own local or
regional papers acquire holdings in television. The most egregious case is
Rupert Murdoch’s News Corporation in the United Kingdom, which owns a

1. See the European newspaper, 7-13 December 1995 edition.

2. This section is indebted to Musso, Pierre; Souétre, Philippe; and Levasseur, Lionel; The print-
ed press and television in the regions of Europe. Council of Europe Publishing. Strasbourg, 1995.
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leading quality paper, the Times, and the most popular tabloid, the Sun, as
well as the satellite Sky TV channels (and much else besides). Other instances
include the French-language consortium, Audiopress in Belgium, which owns
an interest in RTL Tvi. However, the situation varies in different countries
depending on their governments’ strictness or leniency of monopoly regula-
tion.

9.1.65 The impact of these developments in western Europe on editorial
policy is not altogether clear. There appears to be a substantial public appetite
for regional and local forms of expression and, taking all media into account,
growing supply. But while there is much practical information published, news
and editorial values and policies tend to filter down rather than up.

9.1.66 In central and eastern Europe, the privatisation of formerly state-
controlled media has allowed substantial foreign investment. This has aroused
a wide range of responses. While the Polish authorities sought to keep own-
ership in national hands, directing that privatisation *“‘should not lead to the
domination of the Polish press market by foreign capital”, there was little con-
troversy in the Czech Republic when most regional papers were sold off by
cash-strapped municipalities to the Passauer-Press Group. Likewise, in Hun-
gary, the German company Springer have bought six regional dailies, five
weeklies, ten smaller local papers and forty other titles without incurring
much opposition.

9.1.67 It is perhaps no surprise, then, that many newspapers and periodi-
cals in the former communist countries support the free market and privati-
sation programmes. However, the press exhibits some concern, even senti-
ment, for the discredited past and former communists still have influence in
the media. As W.L. Webb observes: “Much of the new economic elite seems
to combine a self-interested enthusiasm for free market ideology with a cer-
tain loyalty, or sense of kinship with more reconstructed survivors of the old
political elite.”’? Also, although censorship is usually and officially a thing of
the past, there is evidence of government intervention.

9.1.68 Copyright: challenges and opportunities. The cultural transforma-
tions of recent years has made a review of authors’ rights urgent for three rea-
sons. First, the process of European integration argues the need for harmon-
isation; secondly, piracy in central and eastern Europe calls for speedy address;
and, thirdly, the implications of the technological advance are creating new
challenges.

9.1.69 The history of legislation to protect authors’ rights goes back a num-
ber of centuries. But to all intents and purposes the present legal framework
was established in the 1950s and 1960s and has been frequently modified
since in the light of technological developments (television, then cable and
satellite TV). The protection of literary and artistic property is one aspect of
government where countries cannot act alone to any great purpose. Many
European states have ratified international conventions, notably those of Bern

1. Webb, W.L., “Media, market and democracy”, Index on Censorship. London, 1994.
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(authors’ rights) and of Rome (neighbouring rights) which oblige the state to
give foreign authors the same rights as nationals. At the European level, the
Council of Europe has not been inactive (for example, the planned conven-
tion concerning authors’ and neighbouring rights). But, above all, it is the
European Union’s efforts to harmonise national laws that merit attention.

9.1.70 In Europe the choice has been between two different attitudes
towards artists’ rights: the Anglo-Saxon concept of copyright focuses on
financial exploitation of the product rather than on the moral rights of its cre-
ator. Under Roman law, the continental, and notably the French, line is exact-
ly the opposite; so far, this “personal”” approach, which asserts the indissolu-
ble link between the artist and his or her work and insists on the author’s
moral rights, has been the dominant principle across much of the continent.
However, the global dominance of North American cultural products goes
hand in hand with constant pressure for the general adoption of copyright
conventions and it is essential that Europe as a whole decides which way to

go.

9.1.71 In central and eastern Europe, the legal framework during the com-
munist era was non-existent or inadequate. Today nearly all these countries
are in the process of revising their legislation, which is in fact a condition of
entry into the commercial, audiovisual market. Their chief concerns are the
protection of their national heritage, the fostering of a national production
base and the fight against piracy. In the Russian Federation and Bulgaria, and
also in Poland, Romania, the Czech Republic and the Ukraine, among others,
new laws are being drafted or voted on. It is clear that so far as commercial
agreements are concerned the United States is pressing for copyright-style
arrangements; though recently adopted laws are leaning more towards the
French system. However, the crucial issue is to ensure that legislation is effec-
tively implemented and that principles are translated into reality.

9.1.72 The arrival of the information society has posed some new chal-
lenges, more especially as “copyright” appears to some legal experts and pro-
ducers to allow a more flexible response than ““authors’ rights™. Digitalisation,
which multiplies channels and makes authentic-sounding/looking copying
possible, and multimedia production, which bring together written, acoustic
and visual images derived from many sources, create new problems which will
be difficult, but not impossible, to resolve. How does one identify the authors
of multimedia products, who can sometimes be counted in thousands? How
does one manage moral rights and economic and exploitation rights? What
is the legal definition of this kind of artistic product? How is it protected dur-
ing exploitation? There is no dearth of proposals. Among the most sensible
are suggestions that value assessments and authors’ payments are made at
the very moment when they transfer their ideas into production and distrib-
ution and, secondly, that more effective national, transnational, regional and
Europe-wide co-operation between collecting societies is established.

9.1.73 It is likely that governments will tread carefully, building on their

existing legal arsenal to encourage new agreements and professional prac-
tices. Existing conventions and regulations do not need to be dismantled, but
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should at least be adapted to meet new circumstances. Seeking to enhance
the degree of protection and also to develop a global approach, the European
Union has issued directives concerning rental and loan rights, and the dura-
tion of protection. Arguably, however, Europe’s cultural scene would have
benefited more if the royalties that will accrue from the extension of protec-
tion from the norm of fifty years after the creator’s death to seventy years had
been ploughed back into support schemes for contemporary creators. Other
directives in preparation include protection of rights for transmission by cable
and satellite, payments for private copying, artists’ moral rights and the pro-
tection of data bases.

9.1.74 This is not the place for an exhaustive review of existing laws, but it
is worth drawing attention to certain key trends which mark the efforts of
some states, at any rate the more determined of them, to protect their
authors’ rights in a changing technical environment. Authors’ moral and tes-
tamentary rights have been defined and strengthened, notably in the case of
transmission by cable and satellite. Neighbouring rights, relating to perform-
ers and producers, have been recognised. A system of sanctions has been
sketched out, or established, to combat piracy. Payments for private copying
have been instituted in a growing number of countries. Responsibility for the
collection and sharing out of dues has been given, in a number of arts sec-
tors, to representative associations or societies which set aside a proportion
of their funds for bursaries, investment in production, training and distribu-
tion. Several countries have introduced levies on either blank or pre-record-
ed audio and video cassettes. For instance, a levy on the sale of blank cas-
settes was introduced in France in 1985, with a substantial part of the
proceeds used for such purposes as the professional training of artists, direct
aid to creation and the dissemination of live performances by the media. Aus-
trian copyright law (1980) contains similar provisions. The Spanish Decree of
March 1989 stipulates that 20% of the total income from a levy on blank cas-
settes has to be used for the support of young creative artists and perform-
ers.

9.1.75 The situation will have to be kept under close scrutiny, with the fol-
lowing principles kept carefully in mind. The first is to continue the process of
legal harmonisation and establishing internationally agreed conventions
which set out clearly the principles of international transmission and distribu-
tion. The second is to simplify administrative procedures which appear to be
unnecessarily complicated: this could be achieved, for example, by increasing
the role of representative collection societies with a view to reducing the num-
ber of parties involved, though it would not be without problems. The third
principle is to establish the technical means to identify works and those who
have rights in them and to control their use (identification systems and pro-
cedures to combat illegal copying have already been explored).

9.2 Memory as a commodity: a future for whose past?

9.2.1 The heritage “experience”. Europe is fascinated — some would say,
excessively so — by its past. An important aspect of most cultural policies is
heritage. By this should be understood the totality of what survives from our
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cultural past — the best of European music, theatre and literature as well as
the visual arts and architecture. It is one of the key means by which societies
and individuals assert and celebrate their identity. To ensure the continuing
performance of Racine and the reading of Dante is a part of maintaining our
idea of ourselves. As we have shown, much public investment in the arts is
directed to the task of keeping alive Europe’s rich heritage in the performing
arts — that is to say, the classics of drama, music and dance and the infra-
structure including libraries, cultural centres, theatres, concert halls, etc. This
chapter focuses on a narrower definition — that is, the identification, preser-
vation, conservation, development and communication of the international,
national, regional and local physical patrimony. It covers the moveable and
immoveable heritage and, for our purposes, the museums sector. “The her-
itage,” as Pierre Nora observed, ““is what is still visible of a world which has
become invisible.””* One of the most remarkable developments since the end
of the second world war, and even more so in the last twenty years, has been
a quite unprecedented interest in almost every aspect of the preservation,
interpretation and exploitation of the world’s stock of individual historic build-
ings, cultural ensembles such as historic townscapes and cultural landscapes,
museums, galleries and collections.? It is a universal phenomenon, but one
example will illustrate its scale. The former Soviet Union was immensely proud
of the fact that official museums increased from less than fifty at the time of
the Russian Revolution to more than 1 500 by the late 1980s; a survey in 1987
showed that this seriously understated the truth, for it was discovered that
there were in fact 14 000 unofficial museums, mainly established by individ-
ual enthusiasts.

9.2.2 Underlying these developments is a long-running debate on the pur-
poses of the preservation and exploitation of heritage, the roots of which can
be traced back to the origins of the modern museum. Andrzej Rottermund
identifies them as being “ideas of progress and evolution current in the sec-
ond half of the nineteenth century, their strong relationship with nationalistic
ideals, and with the methodology of exact and natural sciences current at the
time [...] some museum objects [became] a kind of relic, and museum tourism
a modern form of pilgrimage.””3 The idea of the museum as essentially a cen-
tre for specialised scholarship, to which a respectful public is admitted almost
on sufferance, has been challenged in recent years by a more people-orient-
ed approach, which sees the heritage as a flexible means of exploring the mul-
ticultural nature of contemporary society. According to this view a museum is
a resource to help people come to terms with changing social values. “A
museum of the future must pay greater attention to the differences between

1. Quoted in Munoz, Marie-Claude, Conclusions and recommendations of an international sem-
inar on The cultural heritage and its educational implications: A factor for tolerance, good citi-
zenship and social integration (Brussels, 28-30 August 1995). Council of Europe, Strasbourg.

2. This chapter is indebted to Patrick Boylan’s background papers, “Europe’s built environment
and movable heritage”, and “The heritage dimension in late 20th century culture”, commis-
sioned by the European Task Force. Council of Europe. Strasbourg, 1994.

3. Rottermund, Andrzej, “Museums — Questions about their future. International Cultural Cen-
tre, No. 4, June 1994 — May 1995, Cracow.

4. lbid.
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visitor groups. Museum ‘services’ should be more diversified than they are,
mainly by broadening the range of subjects and by taking account of the vari-
ety of demands, level of knowledge and interests of different groups.”4

9.2.3  Every year millions of people visit Europe’s historic cities, ancient
monuments and living history museums. From being a pastime for the edu-
cated, cultural tourism has become a satisfying and absorbing component of
mass culture. However, in some parts of Europe there is another side to the
story. We live in an expanding historically-bound culture in which tradition
and the past have become a commercialised plaything of the future. The late
twentieth century physical heritage “explosion’ is the product of new ways
of commaodifying our origins, which some welcome as making heritage more
accessible and others deride on the grounds that it is ““vulgarising” the past
and turning it into “tourist kitsch”. History, or at least what is marketed as
history, has thus become one of the most important products on sale in the
late twentieth century world. An industry has emerged which absorbs con-
siderable public and private resources; “Instead of manufacturing goods, we
are manufacturing heritage, a commodity which nobody seems able to
define, but everybody is eager to sell.”* Entrepreneurs, it is argued, have
appropriated from the museums sector the role of selling us a “packaged”
version of the past: why settle for historical accuracy when you can have an
“experience”? This popularisation of heritage has attracted its critics for
whom it reflects disenchantment with the present and a symptom of nation-
al decay and ““the exhaustion of heritage’s grand narratives’2.

9.2.4  Not everyone feels this way. Raphael Samuel considers “heritage
baiting” a form of social condescension. ““It is a favourite conceit of the aes-
thete that the masses, if left to their own devices, are moronic; that their plea-
sures are unthinking and their tastes cheap and nasty. Theme parks — doubly
offensive because they seem to us to come from America and because they
link history to the holiday industry — are a particular bugbear for the critics.”3
A more constructive and optimistic view is that such developments represent
something more fundamental than the result of new ways of marketing her-
itage and more related to new perceptions, images and meanings of Euro-
pean history. They help communities to refine their collective sense of them-
selves, enabling them to reinterpret the past in order to come to terms with
the bewildering changes of the present and a vertigo-inducing future. Indeed,
it is generally acknowledged that the renewal of heritage and cultural tourism
gives citizens in democratic societies the chance to educate themselves about
their ancestors’ achievements and errors from which they derive contempo-
rary benefits (or, sometimes, detriment). Education and pleasure need not be
incompatible.

9.2.5 There are concerns of a different scale about the way in which false
and potentially dangerous histories and heritage myths have, if not actually

1. Samuel, Raphael, Theatres of memory. Virgo. London, 1995.
2. Hewison, Robert, The heritage industry. Methuen. London, 1987.

3. Samuel, Raphael, “Theme parks — why not?”’, the Independent on Sunday newspaper. Lon-
don, 12 February 1995. Adapted from Theatres of memory, op. cit.
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created, then at least contributed significantly to, the promotion and trans-
mission of aggressive nationalism in many parts of the world this century. Pro-
fessor Milena Dragicevic-Sesic of Belgrade has drawn attention to the role of
what she terms “kitsch history”” and heritage myths in the conflicts which
have devastated much of the former Yugoslavia, paralleling the role that cul-
ture played in the promotion among the general public of nazi values in Ger-
many. Criticisms are also voiced of the negative gender and class stereotyp-
ing in much of the commercial heritage sector, and indeed in some of the
non-commercial facilities. Few museums or “heritage centres” in former
imperial states have much to say about their region’s or country’s role in the
seventeenth to nineteenth century slave trade and its fundamental social,
economic and political consequences.

9.2.6 The idea of conservation has its prehistory, stretching back to
debates during the French Revolution about the possible preservation of his-
toric monuments and collections and to the medievalism of social reformers,
such as John Ruskin and William Morris. Public enthusiasm for heritage grew
with the arrival of mass transportation in the second quarter of the nineteenth
century, with steamships and long distance railways.

9.2.7 The international community has taken an interest in the impact of
military action on heritage from the end of the last century: two Hague Con-
ventions of 1899 and 1907 offered a measure of protection during times of
war.l A more recent stimulus was the destruction caused by the twentieth
century world wars. Town centres and individual buildings have been
replaced with replicas as in the ancient core of Warsaw, Buda Castle in
Budapest, the medieval Guildhall and many historic churches and Livery Halls
in the City of London and the painstaking recreation of the Semper Opera
House in Dresden.

9.2.8 It is ironic that some of the demolitions caused by post-war com-
mercial redevelopment are already being corrected. A remarkable instance is
the construction of an accurate replica of important Roman fortifications
which were removed in 1968 to make way for a modern tourist resort in Lloret
de Mar in Catalonia. On a larger scale, environmental degradation in the his-
toric centre of Prague is now being remedied by major restoration works.

9.2.9  Much of Europe’s heritage is rural and many thousands of archaeo-
logical sites in the countryside are recognised to be highly important parts of
the cultural economy. Obvious examples include the myriad classical sites in
Italy and Greece, Hadrian’s great Roman wall in England, prehistoric caves in
France and Spain and the neolithic stone circles of Stonehenge and Avebury
in England, the standing stones of France, Ireland, Scotland and the Scandi-
navian countries and medieval ruined churches and castles across the conti-
nent.

1. Hague Convention Concerning Bombardment by Naval Forces in Time of War, 1899, and the
Fourth Hague Convention on the Laws and Customs of War on Land, 1907.
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9.2.10 An interesting development has been the recreation of ancient
lifestyles, as in the Iron Age ““living history”” villages of Denmark and England,
and even their contemporary preservation, as in the remarkable Hortobagy
National Park in Hungary where a social system (large-scale cattle ranching
and animal breeding) as well as an environment is being preserved. In a sim-
ilar vein, “living” museums attempt to recreate old industrial ways of life.
Industrial heritage is being preserved and celebrated as part of economic
regeneration schemes. Projects can be found in many European countries,
especially in areas of urban decline following the closure or contraction of tra-
ditional industries

9.2.11 Unesco has played a major role in advising on the restoration and
preservation of major heritage sites and encouraging member states to adopt
international standards for their protection, and also assisting countries to
promote and monitor the sites on its World Heritage list. Similarly, the Euro-
pean Union has provided some financial underpinning for European heritage,
museums and related training.

9.2.12 Some serious policy issues arise from the irresistible march of the her-
itage industry. First, Europe’s cultural heritage is not spread evenly across the
continent nor are the resources to maintain it. Greece and Italy shoulder
unique burdens; the report on Cultural policy in Italy comments: “Virtually
anywhere you dig or build in Italy, you are liable to disturb the remains of past
civilisation, usually in strata of continuous occupation. A survey carried out in
1972 on a sample of 8 000 towns revealed that 87% of them predated the
fourteenth century [...]. Given the scope and unique scale of Italy’s patrimo-
nio and the difficulties which attend its protection and management towards
the end of the second millennium, it is immediately obvious that the available
resources could never be fully adequate [...]. The specially dedicated soprint-
endenza, which was established in Rome to deal with the devastating earth-
guake damage to the archaeological, artistic and built heritage in Campania
and Basilicata in 1981, is being wound up, having achieved barely 18% of its
specific tasks over fourteen years, the resources allocated having been whol-
ly unequal to the job.”?

9.2.13 Secondly, planning new museum and heritage facilities as part of
economic development or tourism proposals calls for much realistic mu-
seological and marketing research before their viability can be forecast with
any degree of accuracy. For example, the growth in the number of maritime
museums in some parts of Europe as a result of financial assistance for tourism
infrastructure projects from the European Union’s European Regional Devel-
opment Fund and Community Initiatives programmes have little relationship
to demand.

9.2.14 Thirdly, there are well-documented examples of even modest, eco-

nomically motivated museum initiatives facing strong opposition from the
populations they serve. For instance, there have been objections to the

1. Cultural policy in Italy, Report of a European panel of examiners by Christopher Gordon, Euro-
pean Programme of National Cultural Policy Reviews. Council of Europe. Strasbourg, 1995.
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preservation of an abandoned historic industrial enterprise from the former
workers themselves. Planners must work closely with the local community at
all levels, in order to reflect as far as possible its hopes and aspirations. For
many years the Council of Europe has been promoting the concept of inte-
grated conservation, not only to bring the principles of heritage protection
and management to bear on town and country planning by incorporating
them in the decision making process, but also to encourage a multidiscipli-
nary approach based on co-operation between all relevant interests.

9.2.15 Fourthly, the accurate recreation of the past is more easily said than
done: reconstructions are often a useful way of finding out how a built envi-
ronment functioned in the past and they satisfy a legitimate need to present
history in an understandable way. However, there are cases where it is bowd-
lerised and sentimentalised. How are the dangerous past working conditions,
pollution, dirt and noise of a preserved, “living”” coal mine to be evoked? If
they are not, the visitor will be experiencing a lie.

9.2.16 The rate of expansion in the number and range of preserved build-
ings and sites has grown exponentially in many countries during recent years.
For instance, in the United Kingdom the number of historic and natural sites,
monuments and buildings with some form of special legal or planning
protection has risen from about 1 000 in 1945, and perhaps 10 000 in the
1960s, to something approaching a million at present. This is partly the result
of more concerted action, but it is also attributable to a broadening of the def-
inition of what constitutes “heritage” (which has been one of the Council of
Europe’s policies since the European Conference of Ministers for Architectur-
al Heritage met in Granada in 1985). However, though the preservation
of historic built heritage should clearly be a priority both for public authorities
and for private and public owners, and wholesale deregulation or removal
of protection is highly undesirable, there is a need, nevertheless, for a proper
balance between the past thirty years’ insistence on preserving almost every
conceivable element of a perhaps newly invented “heritage” and the need
to avoid fossilising (and possibly thereby destroying) historic city centres
and other built environments perhaps some hundreds of years old. More-
over, questions are already being asked about the viability of the present
number of heritage attractions; new facilities in already well-provided areas
may simply redistribute a level of attendances that is near or at saturation
point.

9.2.17 Problems are exacerbated for governments by the damage caused
to heritage by pollution and the often large investments that are required to
address this. Most countries have national, regional or local strategies to com-
bat aspects of pollution of their cultural heritage, though this is sometimes an
adjunct to general environmental or health policies. The Committee of Min-
isters of the Council of Europe approved a recommendation on the control of
the physical deterioration of the architectural heritage in 19881 and subse-
guently the Swedish delegation proposed “model cities as a basis for devel-

1. Recommendation (88) 5 of the Committee of Ministers of the Council of Europe to member
states on the control of physical deterioration of architectural heritage accelerated by pollution.
Strasbourg, 1988.
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oping methods of concerted actions aimed at reducing air pollution and oth-
er factors causing damage. Although there was general interest in the idea
the potential financial implications for particpating countries dissuaded the
Council of Europe from pursuing it.

9.2.18 There has been an explosion of museum development; up to 90%
of the total number of the world’s museums were founded after 1945. Num-
bers of museums in Germany and France have grown rapidly. Finland now
has more than 900 museums for a population of about 5 million. One new
museum is established every two weeks in the United Kingdom. The reasons
for this phenomenon are complex and not yet fully understood. One factor
has certainly been the ever-accelerating pace of social and (especially) indus-
trial change, prompting the establishment of museums and newly preserved
monuments illustrating comparatively modern social and industrial history.
Also, the processes of decolonisation, decentralisation and regionalism have
led to the creation of many museums as overt symbols of national and region-
al identities.

9.2.19 Many new museums are private in origin and have been founded by
groups of enthusiasts and volunteers. This points to the fact that the heritage
culture has not been imposed from above, but represents a genuine surge of
public interest. One of the major achievements of recent decades has been
the democratisation of access to the “heritage experience” compared with
the traditionally very narrow spectrum of society to which heritage used to
be restricted. The Council of Europe initiated European Heritage Classes and
the European Heritage Days programmes have helped to promote greater
public awareness especially among younger people: “This new approach has
considerable social significance, since it opens the way to putting the gener-
al public in touch, or back in touch, with the heritage [...]. It helps to democ-
ratise cultural assets and makes for social integration by giving people a sense
of being part of a community and a tradition.”?

9.2.20 The new medium of the moving image has already established a
history and a past. The approach, and then the celebration, of the centenary
of the invention of the cinema in 1995 stimulated a new awareness that
audiovisual products were part of the heritage in peril. The fragility of film
and videotape and their lack of cultural respectability outside small circles of
film archivists and film enthusiasts (followed in the 1970s by American, but
not European, universities) meant destruction at the moment when the prod-
uct lost its immediate commercial value (until the 1980s nobody predicted
that this value would return with the arrival of the new technologies). Little
has survived of the massive output of television broadcasters until the fairly
recent past. In western Europe the issue has largely been one of neglect of
the audiovisual heritage; the resources to preserve it are available in principle
if there is a will to do so. In central and eastern Europe, where many of the
masterpieces of cinema were made, economic crisis often means that the
money is simply not there. The use of digitilisation in safeguarding and even
recreating old masterpieces has proved very expensive, as has the global

1. Munoz, Marie-Claude, op. cit.
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preservation of the ever-growing quantity of television production. New
problems concerning the legal deposit of audiovisual material (which only
exists at present in a few countries) and the future of film and video archives
have yet to be solved.

9.2.21 At the time of writing the Council of Europe is working on a draft
convention which seeks to ensure the protection of audiovisual heritage, both
for artistic reasons and its value as historical record. A compulsory legal
deposit system to designated national archives (on the analogy of the print-
ed publications deposits in libraries) is the only way to ensure comprehensive
preservation. But it raises two practical issues: the first is one of cost. Film
prints are more expensive than books and require continuing care and atten-
tion to keep them in mint condition. Audiovisual archives are costly enter-
prises and small countries may hesitate before making them a policy priority.
Secondly, television and radio broadcasters transmit vast quantities of nation-
al, regional and local programmes, which it would be impractical to collect
and archive in toto. The solution to this problem is presumably some kind of
sampling system. There is much to be said, for economic as well as for cul-
tural reasons, for national archives to co-operate with one another, for there
to be a Europe-wide cataloguing system and for the establishment of com-
mon identification and other technical procedures.

9.2.22 The exploitation of the contents of an audiovisual archive for pur-
poses other than academic research will entail contractual arrangements with
copyright holders (a more complicated task than may appear at first sight).
Until such questions are resolved it will be impossible to open them to public
access, although in principle this may soon be easy to achieve from a techni-
cal point of view.

9.2.23 Rape of the heritage. In many respects the growth of the heritage
“industry” has been a success story. However, there is a tragic downside.! In
parts of central and eastern Europe looting of churches, homes and museums,
and the unauthorised sale and destruction of artefacts and heritage sites or
monuments has reached epidemic proportions. In 1991 the Prague govern-
ment estimated that 15 000 items had been stolen from public collections, at
an suggested total value of US$ 36 million; a year later the estimate had risen
to 20 000 stolen items. In 1992 Vukovar, the palace of the Eltz family in the
former Yugoslavia, was looted, shelled and finally destroyed. It has been esti-
mated that two-thirds of the cultural property of Croatia has been damaged
or mistreated as a result of hostilities. Massive looting in Bosnia and Herze-
govina has led to an estimate that 95% of the country’s cultural heritage has
been destroyed or damaged. Sometimes, despoliation is simply theft or philis-
tinism, but on occasion a more sinister motive can be detected among the

1. This section draws on Eric-Christian V. Henriksen’s “The plunder of eastern European artefacts
and their sale in the west: a cultural haemorrhage beyond recovery?”, a paper for the Circle sym-
posium, “Harmony or confusion for culture and communication in Europe™, in association with
the Italian Government and the Cini Foundation. The Prime Minister’s Office, the Italian Gov-
ernment. Rome, 1996.
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perpetrators — namely a conscious intention to extinguish an enemy’s identi-
ty, which has a long, melancholy tradition in Europe and world-wide.

9.2.24 Itis hard to know how reliable this information is, but it is generally
agreed that much harm has been done, some of it irretrievable, to the Balkan
and, by extension, European heritage. More generally in eastern Europe, it
appears that states, through de-accession or euphemistically “rationalisa-
tion”, are disposing of valuable national property. Quasi-autonomous bodies
(museums, etc.) are not controlled by existing legislation and are also engag-
ing in “rationalisation” for ready money. Para-state or semi-legal agencies
(for example former party administrations) are divesting themselves of their
assets, cultural goods amassed during the decades of communist power, on
an uncontrolled black market.

9.2.25 Bearing in mind the difficult economic situation in central and east-
ern Europe there is a case for establishing an arrangement for external invest-
ment to ensure effective conservation and restoration. The most efficient and
equitable approach would be to establish a European heritage bank, perhaps
administered or supervised by the Council of Europe, with the support of the
European Union, to which all member states would contribute according to
their means. Such a bank could also attract private contributions and would
finance capital investment and provide loans. Were such a proposal to be
adopted, it would be possible for assistance to be offered additionally to those
western European countries where the burden of heritage conservation is
exceptionally heavy. Meanwhile the Cultural Heritage Committee of the
Council for Cultural Co-operation has prepared a Specific Action Plan and
Concerted Action Plan to restore the heritage of Croatia and Bosnia and
Herzegovina for consideration by European Ministers responsible for Heritage
at their conference in Helsinki at the end of May 1996. The aim is to estab-
lish synergy between initiatives taken bilaterally and to help the co-ordination
of measures taken by other governmental and non-governmental agencies
working in the two war-torn countries. This is an opportunity for member
states to demonstrate their solidarity by whole-hearted commitment to the
initiative.

9.2.26 We should not delude ourselves into thinking that the problems of
theft and destruction are confined to one part of Europe. The Church of the
Suffragio in Lucca, Tuscany, for example, was completely robbed of its con-
tents worth thousands of millions of lire. Attempts to address the general sit-
uation in the European Union have been made by the European Commission
and, in 1992, member states adopted the regulation on the Export of Cultural
Goods and the Commission Directive on the Return of Cultural Goods Unlaw-
fully Removed from the Territory of a member state. The principle of the free
movement of goods and services has been balanced by member states’ right
to protect their national treasures “possessing artistic, historic or archaeolog-
ical value”. A system of export licences has been installed (despite some
British fears that the rights of bona fide private owners to dispose of their
property might be threatened and that the thriving art market may be imper-
illed). States have a right of restitution of goods unlawfully removed from
their territories. It remains to be seen whether governments will co-operate
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effectively to implement these regulations. A number of practical difficulties
present themselves in policing these regulations, including the abolition of
internal frontiers and the absence of comprehensive Europe-wide inventories.
These matters require early resolution, especially in the light of the proposed
extension of the European Union’s membership and, in consequence, of the
Community’s external frontiers.

9.2.27 In the wider Europe, Unidroit has been working on the rules of pri-
vate law applicable to the illicit trade in cultural objects to complement the
1970 Unesco Convention on the Means of Prohibiting and Preventing the
Illicit Import, Export and Transfer of Ownership of Cultural Property. Unesco
has been concerned that although the convention has raised awareness of the
issues and brought about some attitudinal change in “receiving” countries, it
had not eliminated the problem. Any attempt to unify the law in this area
faces formidable legal and political difficulties, not least from the fact that
continental and “Anglo-Saxon” law systems adopt very different approach-
es to ownership.

9.2.28 A controversial issue of the moment concerns what some see as the
rape of heritage in past centuries and during the second world war. There are
increasing calls for the return of artefacts with a high cultural value to their
countries of origin. Former imperial countries are being pressed from outside
Europe by their one-time colonies; in the last three hundred years travellers
from North Europe acquired many items from Mediterranean countries (for
example, the Parthenon marbles in the British Museum which Greece wants
back in Athens and many examples in French and German museums). There
are major policy implications here — not only related to national and cultural
identity, but also to the nature of museum collections throughout Europe.
Moreover, as a delayed aftermath of the second world war, the negotiations
under way to resolve the ownership of objects seized during the fighting by
the Germans and the Russians raise important dilemmas which go beyond the
usual scope of contemporary cultural policies.

9.2.29 An ethical approach. There is an obvious paradox between the oblig-
ation to protect and conserve the heritage, while at the same time develop-
ing its social and economic potential (for example in the tourism-related
industries). The development of heritage has to be sustainable and a multi-
disciplinary strategy is essential to assess the desirability and impact of poten-
tial change. The creation of jobs is important, but so too is respect for what
remains of the past. There is little point in gaining economic benefit at the
expense of cultural impoverishment. We have seen how closely heritage is
bound up with identity, especially when it is associated with minority com-
munities. Unfortunately, this symbolic dimension of heritage also makes it
particularly vulnerable. A new ethical approach to these matters is required —
underpinned by educational measures — in which competing interests are bal-
anced and where, above all, it is recognised that the destruction of any com-
munity’s heritage is a loss for us all.
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9.3 Managing and financing culture

9.3.1 The publicly funded arts world is facing new challenges. Cultural poli-
cy is at a watershed. Questions of finance are forcing governments to focus
resources more precisely; at the same time there is a perception that it is
important to define objectives more explicitly than in the past and to find
ways of measuring outcomes; even in those countries that have established
a clear policy framework, there has been a realisation that a reappraisal is
called for. Many states have instituted or completed comprehensive policy
and structural reviews (sometimes prompted by the Council of Europe’s Pro-
gramme of National Cultural Policy Reviews and sometimes by political
imperatives).

9.3.2 Policies of decentralisation and the slimming down of the public sec-
tor have had major consequences. Ministries of culture and arts councils are
placing their emphasis on strategic guidance rather than day-to-day man-
agement. In central and eastern Europe there is growing interest in the estab-
lishment of independent or quasi-independent foundations to handle arts
funding. It is possible that innovative new models for governance will emerge
from the current debates. The old ministries once committed to central plan-
ning are expected to divest themselves of many of their powers in favour of
municipalities and regional governments (although not all are doing so with
enthusiasm). In west European countries, power has often been handed
down to smaller units of administration (not always with the necessary
resources). Many arts organisations which have been publicly owned and
managed have been, if not privatised, then made administratively indepen-
dent. Performing companies, art galleries and museums are increasingly being
cut loose from direct government control.

9.3.3  This process has been accompanied by the introduction of new man-
agement systems. The apparatus of the private sector — strategic plans, per-
formance indicators, staff appraisals, performance related pay — has been
applied to cultural institutions in some countries, partly to make them more
efficient and offer better value for money and partly to tighten accountabili-
ty to government. The assessment of arts organisations, both financial and
artistic, is becoming more detailed and more interventionist. In a democracy,
accountability for the use of public money is an essential condition of its avail-
ability, but it is sometimes suspected that politicians and civil servants exploit
their influence over what is supported and produced.

9.3.4 In the past, attempts to monitor the arts and culture and establish
mechanisms for evaluation have suffered from self-imposed isolation. They
were valued for their intrinsic worth and links with the wider social context
were disregarded. Recent studies have usefully emphasised the economic
importance of the arts, but there is now a danger that the pendulum has
swung too far in the other direction. It is more than a pity that new forms of
measurement tend to be inflexibly quantitative and focus on economic and
financial outturns. This is a reflection of the depressing fact that the larger and
““softer” contributions of culture are still not fully recognised and that few reli-
able indicators of the subjective or qualitative dimensions of culture in devel-
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opment have been established. Indicators linked to targets are also a useful
means of ensuring that cultural institutions give appropriate weight to social
aims concerning gender, race and social exclusion, but as yet are insufficient-
ly exploited in this respect.

9.3.5 The way forward is to broaden our understanding of the function of
the arts as a source of creativity and “human capital””. We recognise the
important work carried out by the United Nations Development Programme
in establishing new methods of assessing economic development from the
perspective of empowerment and the enlargement of people’s choices. The
Human Development Reports have also taken up important social issues,
most recently (1995) gender inequality. Yet we feel that their instruments, the
Human Development Index (HDI) and its variants, should be made more sen-
sitive to the expansion of human choice through enhanced creativity and aes-
thetic awareness by devising indicators which measure people’s access to cul-
ture and self-expression. Also, HDIs are not capable of measuring the basic
value changes which technological and economic development, the related
trend towards globalisation and the political turmoil since 1989 have brought
about. It would seem to follow that European cultural research and work on
developing cultural indicators should be intensified and that, in this connec-
tion, the experience gained from the European Programme of National Poli-
cy Reviews, including the ones concerning eastern and central European
countries, should be taken into account.

9.3.6  One new model borrowed from the United States has been the
notion of “challenge” funding; a condition of grant is often the raising of
matching finance through business sponsorship and corporate donations as
well as box-office or attendance targets. However, this has not been replicat-
ed widely so far in Europe.

9.3.7 Inone important sense, the subsidised arts remain self-governing. In
some European countries, decisions on grant aid and artistic policy are in the
hands of experts and representatives of the arts communities, who sit on vol-
untary specialist committees, rather than paid officials. The peer group sys-
tem, as it is sometimes called, has the twin advantage of keeping politicians
at a distance and so reducing the risk of censorship and of saving them from
the potentially awkward publicity that can flow from support for controver-
sial new art. Also, it has usually meant that arts policy is well informed and
sensitive to artists’ needs. However, both the arm’s length principle and peer
group evaluation can be undermined by political or other pressures, not least
by artists themselves. Our attention has been drawn to instances where
groups of artists are considered to have “closed off”” access to decision-mak-
ers through a virtual monopoly of influence. Self-perpetuating cliques are no
less dangerous if they are made up of artists rather than bureaucrats subject
to political jockeying and lobbying.

9.3.8  Moreover, the democratic process can also be bypassed and public

involvement in cultural planning prevented, leading to the protection of exist-
ing institutions at the expense of demands from new and as yet unrecognised
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groups. In some countries such disadvantages are reduced by separating pol-
icy, which remains the preserve of government, from implementation.

9.3.9  To search for a structural model that would be universally applicable
would be a fruitless endeavour, needlessly conflicting with individual soci-
eties’ own traditions and constraints. But it may be possible to agree on a few
basic principles; in particular, provided that there is effective monitoring, the
peer group system of decision-making, at least so far as the practical imple-
mentation of funding programmes are concerned, seems to be the least worst
mechanism that has been devised and has distinct advantages over allowing
officials or politicians to intervene directly in grant making. The key issue is
not so much a structural one, but the need to establish clear objectives and
an agreed division of responsibilities between the different tiers of govern-
ment and other interested parties.

Summary

There has been a massive expansion of arts and media production in post-
war Europe, but sustaining this, and especially the infrastructure of arts
venues, libraries and museums, has put increasing pressure on government
budgets. Economic readjustment in central and eastern Europe has meant
that the overriding concern for the traditional arts is survival, but television,
film, video and radio have become universal purveyors of cultural goods and
services as well as powerful economic players. There remains a disjunction or
estrangement between the traditional arts and the mass media. European film
and television are being swamped by American audiovisual products. The
heritage industry is undergoing a phase of exponential growth. However, suc-
cess has been accompanied by serious problems that call for urgent address.
The heritage ideal is being exploited by commercialism and, while there is
greater access than before, it is sometimes to inaccurate and fictional recre-
ations of the past. In central and eastern Europe the heritage has suffered
from theft and destructive military action in some places and is generally at
risk because of economic crisis. The multiplication of the means of cultural
production and continued piracy is complicating the situation of authors’
rights.
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Points for consideration
Contribution to human knowledge and understanding

i. A new ethical approach to heritage is needed, which acknowledges
its role in identity-building for Europe, states, area-based and minority cul-
tures. Appropriate educational measures will be necessary to enhance
awareness and respect for heritage.

Economic and social outcomes

il. There needs to be increased investment, especially in central and
eastern Europe, in preserving the audiovisual heritage and the establish-
ment of co-operative networks among national archives.

iii. To provide urgent resources for countries with severe problems of
restoration and conservation, consideration should be given to the creation
of a European Heritage Bank, funded by public and private contributions
and devoted to financing capital investments and providing loans.

iv. When considering ways of encouraging audiovisual production,
national governments and supranational agencies should pay particular
attention to distribution, marketing and the establishment of film studios.
Local and regional production should receive special support and, bearing
in mind its importance as a “nursery” for creative talents and in the pro-
motion of regional and local identities and culture, should be targeted by
the European Union’s Media Il Programme.

V. To safeguard authors’ rights in an increasingly complex technolog-
ical environment and to tackle infringement and piracy of copyright, the
competent international bodies should continue the process of legal har-
monisation and establishing internationally agreed conventions which set
out clearly the principles of international transmission and distribution;
should simplify administrative procedures by increasing the role of repre-
sentative collection societies, but at the same time ensuring transparency
and responsible management; and should encourage closer national and
international co-operation and dissemination of information on good prac-
tice in reinvestment of copyright royalties for young creators.

Vi. National governments, with the support of supranational agencies,
should seek to ensure that systems for assessing the work of arts organi-
sations should take qualitative as well as quantitative factors adequately
into account; cultural indicators linked to targets are a useful means of
ensuring that cultural and heritage institutions give due weight to social
aims concerning gender, race and exclusion.

Vil. Where national governments use peer group systems to guide cul-
tural policy and implementation, they should consider separating policy-
making powers from individual grant decisions, to reduce the risk of self-
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interested decisions. Participation in the peer group process needs to be
transparent and democratic.

viii. ~ New museum and heritage facilities as part of economic or tourism
development should undergo careful museological and marketing research
as well as appropriate local consultation before approval. There should be
careful monitoring of historical accuracy. Attention should be paid to ques-
tions of over-supply and the risk that uncontrolled access to heritage sites
may threaten their preservation.

iX. Heritage policies ought not to be developed in isolation, but as part
of a multidisciplinary approach to cultural, planning, environmental and
economic strategies.

X. The rise of independent producers has been one of the successes
of the deregulation of broadcasting where it has been applied. There is a
danger that it will now be squandered by further demands for commercial
efficiency and success in the global marketplace. Independent producers
are a source of European creativity and, as such, should be supported by
governments, regulatory authorities and public broadcasters.

Harnessing human resources

Xi. In the past attempts to monitor the arts and culture and establish
mechanisms for evaluation have suffered from self-imposed isolation.
They were valued for their intrinsic worth and links with the wider social
context were disregarded. Recent studies have usefully emphasised impor-
tance of the arts, but there is now a danger that the pendulum has swung
too far in the other direction. The way forward is to broaden our under-
standing of the function of the arts as a source of creativity and “human
capital”. We recommend that European cultural research and work on
developing cultural indicators be intensified and that, in this connection,
the experience gained from the European Programme of National Policy
Reviews be taken into account.

Xil. The Council of Europe could follow new developments in the ama-
teur arts, volunteering and support pilot projects which enhance network-

ing.
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10 Is there a future for European culture?

“Differences between societies and their social problems are going
to manifest themselves on a cultural level, not on the level of states
and public policy.”

Francis Fukuyama

“Reflection has come to an end - the future belongs to the arts.”
Heiner Muller

10.1  Beyond the year 2000

10.1.1 There is no sign at all that the general pace of change in Europe is
slowing down. We are witnessing the metamorphosis of culture and society at
an accelerating rate and in unexpected ways. Policy makers already have the
difficult task of responding effectively to things as they are, but their efforts
are likely to be abortive if they cannot map out the likely course of future
developments. Unfortunately, long term forecasting, like clairvoyance, is an
art, not a science. There is, of course, a future for European culture, but what
shape will it take? What factors — economic, political, social and global — could
have a bearing on the cultural sector up to the turn of the century and beyond?

10.1.2 What follows is an attempt to outline a range of possible outcomes
in a series of tables. Some are more probable than others. These “option”
tables are based on two or three compound dimensions. From this menu, the
scenarios in the text pick up, combine and condense the most likely future
directions for culture and development on the basis of the descriptive analy-
ses between Chapters 5 and 9. They are not, of course, the only permuta-
tions possible. There are five sets of scenarios, each comprising two major
interrelated and interactive sectors of development (discussed in Chapters 5
to 9). In each set of scenarios, the description of these two sectors is con-
densed into two major compound divisions, comprising two or three alterna-
tive trends; the dimensions and alternative routes of development are cross-
tabulated in order to note their potential interactions. In the ensuing cells, a
considerable degree of interaction can be identified in some cases, in others
not. Some cells ensuing from the cross-tabulation are, therefore, more rele-
vant than others in reflecting integrated overall development. The scenarios
and the wider vista they open up suggest alternative future conditions for
artistic and cultural activities in Europe.

10.1.3 The analysis is coloured by four great themes which permeate the
complexities of the European scene. The first of them concerns cultural iden-
tity as the peoples of the continent come to terms with the project for Euro-
pean integration and the rise of local and regional aspirations. Secondly, the
cultural landscape of European society has become more diverse, but this has
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been accompanied by social, cultural and economic fragmentation and exclu-
sion reinforced by policies unable to accommodate diversity. Thirdly, the rela-
tion between the state and the individual is changing. Government expendi-
tures on welfare provision are under pressure and the cultural role of the state
is undergoing change. The maintenance of thriving civil societies depends on
a proper balance between the public, private and voluntary sectors. Fourth-
ly, a global culture, riding high on the back of the information revolution, and
newly invigorated regional and local cultures are set on a collision course, so
creating the possibility of a so-called “glocal” squeeze.

10.1.4 If we look at the future of European and world cultures, we find our-
selves confronting several contradictory trends. The present stage of post-in-
dustrial development encourages the processes of globalisation, movements
of population and new kinds of cultural encounter as well as new modes of
decentralisation, administration and management. The characteristics of this
flux are acceleration and instability. Changes are multiplying at an exponen-
tial rate, their directions vary and their patterns are transient. All the actors in
this drama — public authorities, business and industry, individuals and indeed
society as a whole — are finding it more and more difficult to understand and
cope with everything that is happening. Information exchange and network-
ing are catchwords for getting to grips with change, but the mechanisms of
communication are themselves subject to acceleration and instability.

10.1.5 There are two possible basic reactions to this new dynamic. The first
is denial — a desperate effort to keep the lid on change, ignoring the future
and retaining as much as possible of the past. It involves protectionist mea-
sures, an emphasis on conservation, rather than tourism-led development, of
the heritage, the “assimilation” of new minorities rather than tolerance of
diversity and the official or unofficial closure of frontiers with the rest of the
world. Outsiders variously include (among others) Europeans who are not
members of the European Union, Americans (North and South, but with dif-
ferent emphases), Islamic communities, Africans, Afro-Caribbeans and South
and South-east Asians. Europe, and the European Union, becomes a fortress
and a museum, where the new and the radical are seen as threats. Creativity
is confined to working within established traditions. This response to change
is purely cultural (in the broad anthropological sense) in that economic, tech-
nological and industrial factors all point in the opposite direction to the abo-
lition of frontiers and the creation of a global environment.

10.1.6 The second reaction is to abandon any hope of controlling the
uncontrollable. There is less evidence of this point of view and as yet it rep-
resents no public authority’s official policy, although references to the ““invis-
ible hand” of market forces echo a pervasive despondency. However, if we
look ahead, it represents a greater cultural threat than anti-technological Lud-
ditism because once people believe they have no control over their circum-
stances they tend to sink into apathy. Although history suggests that the
sense of being in charge of events is often an illusion, it has helped people to
cope with their day-to-day problems. The presumption of helplessness is (as
yet) most clearly realised in the anti-utopias of twentieth century fiction. It
could be argued that video games, adventures on-line and multimedia cyber-
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space are a kind of anticipatory antidote in that they create controllable arti-
ficial worlds. Yet, as recent studies indicate, such games are only a safe refuge
for those with strong psyches. As the Sci-fi imagery of the “revolt of the
robots” suggests, the shadows of reality fall across the most far-away fanta-
sy landscapes.!

10.1.7 There is another possible response, of course: to embrace and man-
age change - not simply to “go with the flow”, but to revel in it and, wher-
ever possible, exploit it. This is fairly uncommon, it has to be admitted, espe-
cially at a political level, where short term considerations tend to take
precedence over risk strategies. It is more evident in industry and commerce,
but in the context of commercial opportunism to enhance profitability and
market share.

10.1.8 So, unless there is a new awareness and will to intervene, the future
seems to offer a choice between a rejection of the future or an uncritical
embrace of change. In either case, culture will play a key role. In the first view,
there could be a strengthening of religious convictions, assertions of ethnic
identity and local loyalties against the outside world. In the second, we can
envisage people escaping into media fiction and the virtual realities of cyber-
space, leaving the real world to be run by a few committed, hegemonic
groups. One way or the other, then, either aggressive rejection of the “oth-
er” or the atomisation of society at the hands of mass entertainment and its
derivatives will remain a major cultural issue. If a third way is to welcome the
future constructively, there is no hiding the fact that this will entail discarding
many valued assumptions.

10.1.9 Inour new, fluid condition humaine, these issues appear chameleon-
like in a variety of guises, deceiving policy makers as well as the “innocent™
citizens who embody and energise them. After recent tragic events in parts
of Europe, we now know that the violation of cultural rights, the mindless
pursuit of ethnic cleansing and intolerance, together with a more general
despondency and alienation, cannot be overcome by well-intentioned infor-
mation campaigns, regulations and education strategies alone. These are
often adopted as placebos or surrogates that only serve to conceal acquies-
cence. There is a deeper need to assess and debate the realities of contem-
porary Europe, something to which the arts and culture are well placed in
principle to make a fundamental contribution. But, as the following scenarios
suggest, this will remain an aspiration unless certain social and political con-
ditions are met, ranging from the question of European integration to prob-
lems of finance. Only then will it be possible to determine the extent to which
the arts and culture can contribute to Europe’s future development.

10.2 Fortress Europe or common European home?

10.2.1 Isolationist Europe. In the closing years of the cold war, there was no
room in Europe for a solidarity based on cultural fellow-feeling. In the east,
the last remnants of ideological commitment to socialist ideals was vanishing

1. See Turkle, Sherry, Life on the screen: identity in the age of the Internet. Weidenfeld and
Nicholson. London, 1996.
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and the integration process in western Europe laid most emphasis on rational
economic principles. So it is understandable that ten years ago the continent
warmed to Gorbachev’s vision of a “common European home™. But it soon
transpired that the home was not big enough or rich enough to accommo-
date everyone. In the Russian folk tale, Teremok, or “Little home™, some small
animals found a house and kept on inviting all their friends to come and join
them; the big bear arrived and, upset that he was unable to fit inside, broke
the house down. Fears of various kinds of big bear (whether as a threat from
inside or outside Europe) have created a fortress Europe mentality. Many
small curtains have replaced the old iron one. The guardians of this fortress
are selective about whom they let in and whom they will acknowledge, for
the walls are not just there to keep people out, but their cultures as well. For
many Europeans, the pursuit of happiness means, to all intents and purpos-
es, steering clear of strangers.

10.2.2 All the fine words of European Union Commissioners and politicians
about a single, cohesive, frontier-free continent have to be seen in the con-
text of national governments, either individually or collectively, erecting new
barriers to close access to citizens from outside. Towards the end of 1995, in
moves to strengthen external boundaries and limit successful asylum appli-
cants, EU interior ministers agreed tight new definitions of refugee status.
From now on it appears that victims of civil war or those seeking refuge from
non-state violence (for example in the former Yugoslavia) will no longer be
classed as refugees, in direct contravention of the Geneva Convention.

10.2.3 ltis unlikely that harmony will prevail inside the walls of the fortress.
Europe is not, and never has been, a homogenous community. The continent
is divided by history into many different parcels, languages, traditions and cul-
tures. The loss of external and internal systems to control this diversity leads
to an accumulation of tensions which, under new political conditions, have
rekindled ancient military conflicts. Recent experience indicates that Europe
has not mustered a sufficient consensus to solve them without external help
from across the Atlantic. It may be a bitter truth that the Americans will be
allowed to dominate European culture economically and through their enter-
tainment industries so long as they continue to guarantee the collective secu-
rity of the continent.

10.2.4 At the same time, leading members of the European Union are aspir-
ing to integration, both in terms of intensity and extension. After the annus
mirabilis of 1989, a wider Europe stretching from the Atlantic to the Urals has
again become a desirable symbolic space, albeit one where cultural and polit-
ical frontiers seldom coincide. The advocates of unity, especially those work-
ing inside the European Union, face cross-pressures from the east and the
south: from the post-communist belt of central and eastern Europe and from
the Mediterranean rim. The former are seeking security guarantees and mar-
kets, the latter, embodying (as it is seen) the historic core of European civili-
sation, are pursuing the benefits of deeper integration. In this turbulent
atmosphere, the wider geopolitical conditions and cultural consequences of
integration are often neglected. They can be illustrated by four simple sce-
narios (see Table 10.2).
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Table 10.2: Geopolitical conditions for culture

Speed and direction of European integration:

No major
geographical
expansion of

The expansion of the EU
eastward takes place
faster than expected,

The integration process
isreversed; the
national sovereignty of

Competition and integration in the both in terms of new EU members is
dominancein future; the internal member countries and a regained; the Union
intemational trade economic, political tighter economic and Treaty is cancelled
relations: and social political association (literally or in practice)
integration of the EU incorporating the entire and the Union retums
progreses as European ““‘common to a primarily free-
planned. home™ . trade community.
The current major Cell | Cell Il Cell 111
trade blocs, the The success of Europe takes a leading The success of a
USA/Nafta, Japan, Europe depends role because of the “ confederate Europe ”’
‘_"‘”d the_EU with increasngly on the expansion of its internal and its trade associates
Its associates, harmonisation and markets and the injection depends on the capa-
ward off the control of its internal of new human capital city of its members to
challenge of the markets and the (educated labour, maintain the benefits of
newly effective pooling of creative talents in close economic co-ope-
industrialised intellectual resources

science, technology and

ration and to compen-

countries (NICs). (research and the arts) from the new sate for the loss of the

The US maintains development, democracies of central benefits of closer

or strengthens its education, artistic and eastern Europe. integration by a more

leading position. creativity). effective utiisation of
human capital

The NICs, Cell IV Cell V Cell V1

including China, The same asin Cell I, The wider integrated Keener international

continue to but all European Europe successfully competition enhances

increase their countries, even the confronts the challenge differences in economic

share of world member countries of of the NICs with performance, not only

economic output
and trade through
the effective
application of
high- tech, cheap
labour and
flexible trade
agreements.

Aggravated and
often unfair com-
petition induces
further use of non-
tariffand ““grey
area ™ restrictions,
especially in trade
between integrated
regions, this gra-
dually undermines
the multilateral
liberalisation of
world trade.

the EU, labour under
the increased
presure of
economic
stagnation, structural
unemployment, and
tensons induced by
mutual competition.

Cell VII
The same asin Cell |,
but Europe gains an
advantage because
of its wel-
established and
deepening
integration and
extensive optimally
protected internal
markets.

enhanced internal
integration and effective
utilisation of its creative
capacity and vast
intellectual resources.

Cell VIl

The wider Europe
maintains a global
leadership because of its
intellectual resources and
wide protected internal
markets; its member
states and regions reap a
surplus from new types
of innovative economic
co-operation and free
cultural exchange and
networking.

between but within
national states.
Wealthier regions and
urban areas, net payers
for the common cause,
may rebel and demand
greater autonomy, thus
weakening and perhaps
splintering nation states.

Cell 1X

The “confederate
Europe ” may dwindle
into a collection of
mutually competing
nations; only the larger,
economically effective
and technologically
advanced countries
prevail in the face of
international
competition.
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10.2.5 Still an exclusive club? (Cells I, IV and VII) Irrespective of global eco-
nomic developments, the European Union may decide to see its destiny as
continent-bound, with a focus on one particular part of that continent, effec-
tively isolating itself from non-EU states that fail to meet its rigorous mem-
bership criteria. If this limited Europe is to succeed against international com-
petition it will need to excel in science, the new technologies and technical
and managerial skills. This will entail the harmonisation and control of inter-
nal markets and the pooling of intellectual resources; but even if such efforts
are successful, the growth and influence of the newly industrialised countries
(NICs) in world trade may continue to rise. For Europe the outcome could be
economic stagnation, continuing structural unemployment and internal ten-
sions and rivalries. Exclusivity can be catching and European isolationism
could add to the pressures on global free trade; in turn, international protec-
tionism is likely to deepen European integration and further strengthen its
internal markets. If this scenario materialises, there is a danger that European
arts and culture will become insular and provincial with an emphasis on the
promotion of cultural identity. It may not be possible fully to develop cultur-
al and educational links with non-EU countries nor to capitalise on the new
touring opportunities for the performing arts and other exchanges which are
becoming available as countries in the Far East and South-east Asia expand
their cultural infrastructure.

10.2.6 Enlargement to the east. (Cells II, V and VIII) This scenario presup-
poses the expansion of the European Union eastwards at a quicker than
expected rate. The continent will be able to take a leading world role by virtue
of the enlargement of its internal markets and the injection of new human
capital (an educated labour force with creative talents in science, technology
and the arts) from the new democracies of central and eastern Europe. It will
be in a position to confront the challenge of the Newly Industrialised Coun-
tries with enhanced internal integration and the exploitation of its creative
capacity and intellectual resources. In a word, we can foresee the emergence
of the wider Europe as an economic leader or superpower. However, the inte-
gration of so many different countries and cultures will be a difficult task. If it
is to be more than a tariff-free trading area, the continent’s internal cohesion
and “creative diversity”” will only be maintained by close cultural co-opera-
tion and the continuous free flow of ideas, cultural products and intellectual
resources between its countries and regions.

10.2.7 A league of nations once more. (Cells Ill, VI and 1X) Here we posit
the reversal of continental integration and a return to I’'Europe des patries. Its
success will rely heavily on the ability of its members to maintain the advan-
tages of close economic co-operation and to compensate for the loss of the
benefits of closer integration by a more effective utilisation of their respective
stores of human capital. The impulse to reassert national cultural identities will
be strong. Keener international competition will exacerbate internal divisions,
endangering community ties and undermining the effective use of common
resources. The notion of a European “common home” will carry few attrac-
tions. Outcomes may include an even greater emphasis on science, high-tech,
technical and managerial skills and less visibility for the arts and humanities
as proponents of international exchange and diversity. A bleaker version of
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this scenario would be to envisage a Europe that has disintegrated into a cock-
pit of battling rivals; only the larger, economically effective and technologi-
cally advanced would make their way in the global marketplace.

10.2.8 Europe de- and reconstructed. (Cells Ill, V and VI) It is possible that
a new balance will be found which accommodates the interests of nation
states and regions with different levels of wealth, development and political
aspiration. This would presuppose, first, that the formation of comparatively
small, but self-confident and vigorous communities, regions and cities coun-
terbalances the traditional and rigid interests of nation states. Secondly, “dif-
ferent speed” solutions will be found for the integration process and to enable
the establishment of new joint European institutions that will allow nation
states and regions to choose flexibly the sectors where they wish to proceed
beyond simple free trade arrangements; this would, at the same time, enable
the direction and co-ordination of the use of “surplus benefits”” accruing from
gradual integration to the benefit of Europe as a whole. In looking for and
consolidating such solutions, international cultural co-operation will play a
role. Europe-wide policies to encourage networks that foster the exchange of
people and information will reveal the unifying force of a common cultural
heritage as the overall framework for all national, regional and local cultures.
To this end the creation of new, and the strengthening of existing, pan-Euro-
pean institutions and modes of co-operation will be a necessity. This in turn
will presuppose increased funds for cultural co-operation.

10.2.9 Of course, European Union member states and other European
countries may not see the alternatives for European geopolitical so starkly
as these scenarios. Conceivably a two-speed European Union, for example,
might involve a combination of more than one of them. It may be that, if
the extension and intensification of integration is postponed or slowed down,
a new and more comprehensive alternative may present itself in the course
of time. While it is extremely difficult to predict what the consequences
will be for culture, it seems evident that a part of Europe which closes in on
itself, that excludes the peoples and cultures of the rest of Europe and
the wider world, will be the poorer for it, both in terms of economic
power and cultural vigour. That said, the arts, which traditionally do not
recognise boundaries in the way governments do, will doubtless continue to
operate in a European and international arena almost regardless of what col-
lections of states may elect to do. Governments can either help or hinder that
process.

10.3  Towards a civil or non-civil society?

10.3.1 Culture and language have been the main sources of cohesion in
European societies; yet, where there have been cultural and linguistic cleav-
ages, the actual forces that have kept them together have been the political
and administrative machinery of the state and, after the advent of modern
democracies, the mobilisation by “civil society” of citizens for collective politi-
cal and social action. Civil society is customarily defined, as we have seen, as
a nexus of voluntary associations, interest groups and political parties, on the
one hand stimulating political interest and activity and, on the other, allow-

219



In from the margins

ing citizens to shoulder moral responsibilities themselves, through charitable
work and the activity of non-profit organisations. Additional cohesion has
been provided by a variety of formal and informal representational ties link-
ing the state and civil society — for example, institutionalised lobbying, civic
consultation, the representation of professional groups on quasi-governmen-
tal bodies and political appointment to public office.

10.3.2 Cultural activity is a bulwark of civil society in that it sensitises citi-
zens to the value of individual creativity, not simply in the arts but across the
range of social and economic life, and promotes individual self-confidence
and self-awareness. It stimulates the establishment of voluntary associations
and clubs, so creating vigorous institutions that are independent of public
authority.

10.3.3 It is widely accepted that the basic structure of civil society and its
ties to the state have been undermined by a number of social and economic
trends: first, by a public corporatism which under the Welfare State has
clogged the relations between the voluntary sector and citizens, and then
by the rise of neo-liberal policies which have emphasised market-style man-
agement and blocked old channels of influence to public administration
and policy making. In recent years, the processes of regionalisation, inter-
nationalisation and globalisation have gradually diminished the importance
of civil society as the democratic state’s power base. Closer examination of
these trends suggests the following three lines of development (see Table
10.3).

10.3.4 If many European countries are being forced to cut back, or at least
restrain, the size of their public cultural budgets, one side effect of this con-
traction of their role may be a strengthening of civil society and the voluntary
sector. In this way they seek to encourage non-governmental social agents to
take the initiative in all fields of public life from the economy to education or
welfare. Normally, freely competing social agents require a strong, but self-
denying, state to mediate and arbitrate their rivalries, the epitome being the
United States. But if the state pulls back too far, the notion of a balanced
“commonwealth” runs the risk of becoming redundant, at least in contem-
porary Europe. Beyond a certain point there is a threat both to social cohe-
sion and to economic goals and public disorientation may lead to a moral vac-
uum and a crisis of self-confidence.

10.3.5 If the neo-liberal, ““night watchman” or minimalist state becomes
dominant, market mechanisms and doctrines of efficient management could
be adopted in most European countries to enhance the efficiency of a dwin-
dling public sector, not only at national but also regional and local levels. If
the European Union’s role is strengthened, it is possible that federal issues and
regional and local autonomy will gain ground. The nation state will make less
use of its coercive powers and will tend to act as a leader, negotiator and
mediator. Thirdly, but less plausibly, the Welfare State will revive with a return
of its financial and regulatory powers. In that case, we will see a new expan-
sion of welfare safety nets and the state will regain its control of the public in
regions and municipalities.
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Table 10.3: The state and civil society

Development of
civil society:

Traditional
individual liberalism
emphasising liberty
and rights gains
ground; civil society
consists of people
working actively in

The role of the state and public sector:

Dominance of the
neo-iberal “night
watchman ”” or
minimalist state
which uses “free
market mechanisms
to enhance public
sector efficiency, not
only at national but
also regional and local

Supremacy of supra-
and transnational
bodies; federalism and
regional and local
autonomy gain
ground. The state is
less confident of its
sovereign authority
and acts increasingly
as a leader, negotiator

Revival of the Welfare
State, with a
strengthening of its
financial and regu-
latory powers; new
expansion of welfare
safety nets, govern-
ments regain their
leadership of public
sector over regions

levels. and mediator. and municipalities.
Cell | Cell 1l Cell 1l
Society is Major economic, cultu- The state legitimates

characterised by
extreme individualism
and competition;
collective
responsibilities, that is
““common causes ',

ral and social projects
are increasingly planned
and implemented
through the autono-
mous co-operation of
regional and local orga-

its dominant position
by investing in the
media, and civic edu-
cation; it champions
citizen's “postive * li-
berty (opportunities to

volun.tan./ are increasingly taken nisations and institutions. participate) and active
organisations. care of by charity, The state maintains its political debate. Civil
non-profit basic func-tions, but society is based on in-
organisations. trans- and supranational formed, tolerant albeit
financing directs policies. acquiescent citizens.
Cell IV Cell V Cell VI
Communitarianism Society is fragmented Society is fragmented There are increased
emphasising into smaller regional into movements tensions between the
traditional and local communities extoling specific state and civic groups
professional, local with an emphasis on political, cultural, etc. or movements. The
and family values values. There is an former defend

gains ground; civil
society consists of
people working for
specific collective
objectives; pressures
on individuals to

specific group values
and group autonomy;
there are increased
pressures on indivi-
duals to adopt group
values, sometimes

increased possbility of
new transnationally
linked ideological,
religious, populist and
extremist or terrorist

“progressve ” liberal
values, the latter
specific, often
traditional or religious
values.

extreme in character; movements.
adhere.to group censorship and bars
values increase. on freedom of expres-

sion could increase.

Cell VIl Cell VIII Cell IX

Organisations defen- Society is characterised National corporatist Re-emergence of a
ding particularistic by continuous tensions organisations mediate neo-corporatist society
economic interests which often manifest the interests of citizens, where national policies
gain ground; civil so- themselves as demon- regions and commu- are determined by
ciety is characterised strations against the nities to international negotiations and
by interest group state and national and forums, where trans- agreements on benefit
activities and the international financial/ national interest orga- trade-offs between
dominance of labour business interests. Im- nisations lobby for major interest groups.
unions, employers portance of experts and funds and shape inter- Such groups also

federations, and
profesional
associations.

strategic professonal
and managerial groups
increases.

national agreements
and supranational
legidation.

represent and defend
national interests in
international forums
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10.3.6 The development of European civil society may be inflected in dif-
ferent ways. It may revert to its intellectual origins, to traditional individual
liberalism, which emphasises liberties and rights in terms of freedom from
unnecessary controls. The focus will be placed on people working actively in
voluntary associations. Another line of development may lead to a socially
responsible communitarianism; local, professional and family values will gain
ground and civil society will consist of separate groups each working for their
own objectives. The pressure on individuals to adhere to group values will
intensify. A third line of development could lead back to the conception of
civil society as a nexus of organisations defending particularist economic
interests. In that case civil society would be characterised by interest group
lobbying and campaigning and the dominance of trade unions, employers’
associations and other professional bodies.

10.3.7 Civil society, as a voluntary system of cultural, social and political
organisation, can reduce escapism, despondency and alienation. However,
global trends exist which seem to erode the social fabric in most European
societies irrespective of the vigour of their civil institutions. Whatever their
causation (and this will vary from one country to another), they take the same
two forms — violence and crime. These twin riders of the postmodern Apoc-
alypse should not be seen as random or disparate phenomena; they are the
obverse of the same coin and in large part derive from the way civil society
manages its affairs. Violence appears as a continuous “molecular civil war”
fought out at every social level, from the gender debate to tribal wars in urban
ghettos.® Criminals, conducting a brisk trade in illicit products (drugs, prosti-
tution, protection rackets, industrial espionage, pornography, a “slave trade”
in refugees and adoptive children and even assassination) have refined old
fashioned mafia forms of organisation into modern networks, which link them
to legitimate business through money laundering.

10.3.8 The arts and culture — and, for that matter, science and technology
— have no immunity, as the case of Salman Rushdie and the murders of media
personalities and journalists bears witness. However, they are the only forces
which hold up a mirror to society and show it for what it is. They can rein-
force political and economic reform by helping people, whether as individu-
als, families or educational and other peer groups, to internalise values and
make them their own. This is the context for our next set of scenarios.

10.3.9 Individualism, atomisation and fragmentation. (Cells I, IV and VII)
European societies will be characterised by an atomised, individualistic and
often unpredictable civil society, functioning alongside a neo-liberal state.
There will be a high degree of competitiveness and collective responsibilities
and ““common causes” — including the promotion of the arts and culture — will
be increasingly shouldered by people working in charitable organisations, pri-
vate foundations and non-profit agencies. Communitarian ideas may also
become influential: but social responsibility and common causes will often
only be perceived from the perspective of closed environments with little
sense of a wider solidarity. Parochial calls for censorship and infringements of

1. Cf. Keane, John, Reflections on violence. Verso. London, 1996.
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freedom of expression may become more frequent. Political parties and trade
unions will lose (or, in post-communist societies, not gain) influence and polit-
ical and social tensions will increasingly find expression in nationalist action
against the state and populist hostility to international organisations, financial
and business interests.

10.3.10 An emerging pan-European society. (Cells Il and VIII) The interests
of citizens will be expressed and maintained within the context of an emerg-
ing pan-European civil society. Major economic, cultural and social projects
will be planned and implemented through the autonomous co-operation of
regional and local organisations and institutions. The state will maintain its
basic functions, but trans- and supranational financing will direct policies.
National interest groups and corporatist organisations may find new functions
in mediating the interests of citizens, regions and communities to interna-
tional fora where transnational interest groups will lobby for funds and shape
international agreements and supranational legislation. In this evolving nexus
of organisations, the arts and culture may find themselves more impartially
and efficiently served by decentralised civic structures led by regional and
local bodies than by lobbying national and transnational interest groups. At
the same time, with their internationalist traditions they will be well placed to
foster a Europe-wide commitment to shared values.

10.3.11 Civil volatility. (Cells V, VI and IX) Cultural globalisation, migration
and a wide range of international economic, environmental and political pres-
sures will contribute to the decay of shared values and weaken individual self-
confidence. Civil societies will become increasingly volatile, oscillating
between the values of communitarianism and economic corporatism; in post-
communist societies they will appear as, at best, disparate protest or reform
campaigns against political corruption or as vigilante groups fighting deca-
dence and crime. Both in the west and the east, they will be traversed by social
movements extolling specific political or cultural values, often through
transnational networking and making the most of the new communications
technologies. There is a possibility that some of these transnationally linked
movements will serve populist and extremist causes — even fascism or terror-
ism. Although often driven by fierce moral commitment, they will tend to col-
lide with the old public service values which promote political and social
change through orderly statist administration.

10.3.12 The return of the Welfare State. (Cell 11l) The revival of the Nordic
type of Welfare State and its neo-corporatist civil society cannot be exclud-
ed, but should be considered as a potential, if somewhat unlikely, scenario. It
would mean that the state, supported by the institutions of collective bar-
gaining, will be ready to raise public spending and to extend the scope of pub-
lic policy intervention. It will legitimate its restoration by exerting greater con-
trol over the media and promoting civic values. It will champion active political
debate and the freedoms of an ““open society” as well as affirmative action
to secure equal opportunities and social participation. The protection of indi-
vidual rights may benefit at the expense of individualistic behaviour. Major
professional bodies and interest-led organisations will have a hold over civil
society, whose citizens will be well informed, tolerant, disciplined, but, per-
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haps, acquiescent. In this scenario the arts and culture will largely remain in,
or return to, the care of the public sector.

10.4  The ghosts of Europe yet to come: consensus, control or tribal con-
flict?

10.4.1 The implicit contradictions between decentralisation and cohesion
can be approached in a number of ways and it is hard to predict the domi-
nant trends in future years (see Table 10.4). Regionalisation may gather
further momentum: but, if this means that the state is weakened without a
corresponding rise in the authority of supranational and international institu-
tions, economic and social inequalities within and between regions and cities
may not be adequately addressed. Alternatively, European economic region-
al policies will succeed, in the sense that the principle of subsidiarity will be
implemented on a fair and equal basis through new forms of co-operation in
national and transnational governance. On the other hand, regionalisation
may lose ground if the authority and financial powers of states and suprana-
tional bodies increase and self-government is strictly local.

10.4.2 1t is conceivable that Europe faces an accelerating process of frag-
mentation and polarisation, especially if permanent structural unemployment
is not checked, if the population growth of minorities is perceived as being
disproportionate to that of host communities, and current racial, ethnic and
cultural tensions are not addressed. It is possible that ethnic fragmentation
will continue in central and eastern Europe and that tensions due to racial,
religious and cultural intolerance will deepen in western Europe and the
Mediterranean countries. Of course, it may be that such conflicts will be per-
manently arrested at the instance of international opinion and concerted
peace efforts and through the work of human rights organisations, but such
an outcome is hugely optimistic. It is, at least, reasonable to suppose that, in
the event of a less polarised Europe, a degree of ad hoc control and balance
could be achieved through negotiation and agreements between national
interests and ethnic, religious, cultural or racist forces. There are at least four
potential scenarios.

10.4.3 Europe in turmoil. (Cells | and VII) The continent will continue to be
beset by internal conflicts, tensions and inter- and intra-regional economic
and social inequalities. There will be increased unrest. Further decentralisation
will be achieved, but without consensus between regional and national
authorities and reconciliation between neighbouring communities. In some
cases new autonomous units will be formed which are not economically
viable or strong enough to safeguard the welfare of their citizens. Attempts
by cultural means to reduce the tensions that flow from fragmentation in edu-
cation and a failure to respect pluralistic values may be thwarted.

10.4.4 Recall to order. (Cells 111, VI and IX) Nation states may reassert their
authority in a Europe des patries. Day-to-day stability will rest on powerful
internal state controls and on sensitively negotiated international agreements
and conventions. Ethnic, religious, cultural and racial conflicts and tensions
will be suppressed rather than resolved. International dissent will be pacified
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by means of diplomatic activity and strict systems of conflict management. At
its most extreme, the atmosphere will recall the stasis of the cold war which
is not conducive to free cultural co-operation and exchange.

Table 10.4: Decentralisation, cultural tensions and conflict resolution

The drive for territorial autonomy

(and balance between levels and tiers of government):

The drive for
territorial autonomy
gathers further
momentum, but
economic and social

European regional
development policies
are transformed and
bear fruit; the principle
of subsidiarity prevails,

Regionalisation loses
momentum, the
authority and financial
responsibilities of
states (and possibly

Ethnic, racial, ) B ;
religious and cultural inequality between but pan-European the European Union)
tensions and and W|th|n regions policy coord!natlon is increase and local .
. and cities isnot enhanced by increased self-government gains
conflicts: ; X
addreseed and so networking and new in strength.
increases. federalist institutions
in national and
transnational regional
governance.
Ethnic fragmentation Cell | Cell 11 Cell 111
and _confl?cts A Europe of conflicts Peace and balance are An administratively
continue in eastem and inequalities: bought with economic stabilised Europe,

and central Europe;
tensions due to
racial, religious and
cultural intolerance
deepen in western

there is increased
unrest, confiicts and
violence and, at the
same time, intra-
and interregional

and political
concessions, religious,
ethnic and racial
tensions remain latent
and flare up especially

where control policy
and hierarchical
admini-strative
structures are used to
suppress ethnic,

Europe and inequalities become during times of religious, cultural and
Mediterranean more pronounced. economic recesson. racial confiicts and
countries. tensions.
Ethnic conflicts and Cell IV Cell V Cell VI
racial, religious, and European internal There is steady A newly stabilised
cultural tensions are security is regained, progress towards an Europe, based on
arrested by yet regional economically more international
intemational economic and social just, multicuttural and agreements and
opinion, innovative inequalities prevail or secure Europe, based conventions respected
peace efforts and gain momentum, on purposive co- and implemented by
through the work of giving rise to operation and new, nation states.
human rights increased migration flexible forms of
organisations. and breeding new management and

tensions. organisation.
Ad hoc control and Cell VI Cell VilI Cell IX
balance is gained in Accelerated Stabilised A politically and admi-
most hotbeds of regionalisation and regionalisation; nistratively stabilised
ethnic and religious formation of new however, regional and Europe, where diplo-
conflicts through autonomous units, local political matic efforts, control
negotiations and which seldom have aspirations and lack of policies and hierar-
agreements between the economic co-operation tend to chical, administrative
national interests viability or capacity undermine regional arrangements
and ethnic, religious, to safeguard welfare policy efforts. maintain day-to-day
cultural forces. of their citizens. stability and peace.

225




In from the margins

10.4.5 **Band Aid” solutions. (Cells I, IV and VIII) Security and peace will
be obtained through pragmatic political, economic and social concessions to
strategic groups and geographical units. Religious, ethnic and racial tensions
will be latent, flaring up occasionally during periods of economic recession.
While a degree of European internal security will be regained, regional eco-
nomic and social inequalities will remain as they are or grow, giving rise to
increased migration and new tensions. The regional situation will be sta-
bilised, but regional and local aspirations may compete rather than co-oper-
ate, thus undermining long term strategic planning in culture.

10.4.6 Towards a Europe of networks. (Cell V) Bureaucratically administered
structural regional policies will be substituted with new flexibly funded net-
work-based co-operation, which will level regional inequalities and alleviate
inter-ethnic tensions and social exclusion. Regionalisation will be balanced by
a new federalisation; namely, the invention and adoption of institutional
structures for inter- and intra-regional co-operation in general and for the
maintenance of democratic processes and the protection of the human and
cultural rights of minorities. Security and peace will be based on profound val-
ue changes and increased living standards.

10.5 Morals and lifestyles: continuity, postmodern melange or a new
global ethics?

10.5.1 Much of the uncertainty and unpredictability of European life today
does not stem simply from political, ethnic and cultural conflicts, but
from people’s basic values, as seen (a) in the morality of politics, business and
daily life, and (b) in consumer behaviour, as embodied in the choice of
lifestyles. Stability and change in these two spheres vary so erratically that
researchers have been hard put to find consistent overall patterns. Recent sur-
veys of basic European values indicate that there are cleavages which divide
southern, central and northern countries of Europe along two basic value
dimensions:

— traditionalism (respect for norms, authority and hierarchy) ver-
sus modernism (liberal education, free exchange of ideas, contractual rela-
tions);

—social integration (acceptance of society, respect for others) versus
disintegration (dissatisfaction with society, moral double standards).

Although some levelling of differences presumably took place in Europe in the
1980s, recent political and economic changes may have opened, and could
perpetuate, cleavages along these lines (see Table 10.5). On the other hand,
these disparities could diminish and ““moral markets” — namely, value choices
based on social assumptions determined by the marketplace — will gain
ground. Thirdly, new values may emerge which combine liberalism and a
socially aware global ethic.

10.5.2 In the second sphere, global, commercially driven lifestyles, con-
trolled from the “top down’, may become dominant, with people being
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increasingly divided into information-rich, selective consumers and informa-
tion-poor, unselective mass consumers. Alternatively, in the general context
of globalisation, new and diverse lifestyles may be generated from the “bot-
tom up” by well informed and creative consumers and a variety of sub- and
counter-cultures. A further kind of lifestyle diversity could also establish itself,
anchored in the plurality of national, regional, urban and local cultures. This
variety of options in the moral and consumer spheres can be condensed into
three main scenarios.

10.5.3 Old divisions and the new consumerism. (Cells I, 1V, V and VII)
Lifestyles will be shaped (whether diversified or homogenised) by consumer
markets and new applications of the information and communication tech-
nologies, but moral values as well as traditional value cleavages may become
even more sharply differentiated and in extreme cases this may cause resent-
ment and even conflict. Fundamental distinctions between European coun-
tries as to basic values will be perpetuated, or even accentuated, depending
on the tempo and direction of European integration. This may also be reflect-
ed in varying lifestyles on the basis of regional and local diversity. An appar-
ent conformity of behaviour will conceal variations in consumer attitudes
(some of which may be subversive or oppositional) and ambivalences or dou-
ble standards in moral judgements will grow. Conversely, the absorption of
fast-changing and often global fads and fashions could leave basic values and
their national or regional variations largely unaffected. Finally, it is possible
that both the diversity of European lifestyles and value systems will be main-
tained or even multiply. One way or another, an apparently postmodern
eclecticism will conceal a range of traditional values, often opposed to inno-
vation in the arts or the attitudes of other communities and cultures and resis-
tant to change.

10.5.4 A new postmodern melange. (Cells II, VI and VIII) Europe will remain
for decades a disordered melange, combining new, commercially driven and
old, traditional lifestyles with value orientations that are either based on tra-
ditional liberalism or a global, ethical relativism. The free market and increased
access to education and information may reduce differences in moral atti-
tudes. Some people will tend to legitimate their consumer interests and vary-
ing global lifestyles by displaying liberal attitudes and an interest in major
global issues such as the environment, gender equality and so on. Diverse,
community-based lifestyles will often be maintained, but in the context of a
universal morality of convenience based on the principle of “moral markets”.
This could favour hybrid art forms and audiences that move freely across the
boundaries of cultural genres.

10.5.5 The dawn of a global conscience. (Cells Ill, IX) Lifestyles and social
orientations will become increasingly diversified, but under the umbrella of a
new global ethic of solidarity and responsibility. Better education and equal
access to global information will foster progressive moral values and attitudes,
even if they do not change day-to-day lifestyles and practices. The econom-
ic, social and politico-moral importance of the arts and culture will be recog-
nised and they will be “brought in from the margins™ to the centre of politics
and policy making.
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Table 10.5: European lifestyles and basic values

Development of

lifestyles

Development of basic values and morals:

Value cleavages
dividing European
countries into
“traditionalist * and
“modernist ” and
“socially

integrated ”” and
“lesintegrated ™’
prevail unchanged.

Value cleavages
diminish because
“moral markets
gain ground, viz
value choices are
based on what
generally is deemed
to be “morally and
politically correct

Value cleavages
diminish because new
basic values embracing
and combining
liberalism and  ““post-
materialist ” global
ethics emerge and gain
ground.

Global “top down ”
commercial lifestyles
gain ground in Europe;
people are increasingly
divided into
“information-ich

Cell |

Apparent unifor-
mity of lifestyles
conceals variations
in the ““creative
capacity ” to con-

Cell Il
Moral markets
flourish and there is
more equal access to

global information. A
deterioration of

Cell 1l
Progressive moral
standards based on
better education and
access to global infor-
mation gain ground,

. sume; ambiva- moral values and but tend to remain the
selective consumers lences and double attitudes is preserve of intellectual
and ““mass consumers standards in moral perceived. and “information rich

judgments increase. strata.
Cell IV Cell V Cell VI
Within the process of European lifestyles “Postmodern ™ People tend to legiti-
9|0t_’a"91'0_” adiversity are marked by fast- European citizens, mate their consumer
of lifestyles is changing fads and especially in urban interests and varying

generated from the fashions, but the environments, adopt global lifestyles by dis-
“bottom up ™ by beter basic values and arapid succession of playing liberal attitudes
informed and their regional and new fads and and an interest in
intellectually interested country variations fashions, both in important global issues
consumersand a remain largely terms of consumer (for example the
variety of sub-and unaffected. behaviour and environment, gender
countercultures. morals. equality, etc.).

Cell VI Cell VI Cell IX
Increased diversity of The diversty of The diversity of A modern Europe of
lifestyles is generated European lifestyles community-based diversified lifestyles is
from the “bottom up ;| is maintained, per- lifestyles is main- united by a generaly
itisanchored in the haps even increa- tained, but universal accepted ethic of
plurality of European sed; the same holds ideas of the “‘mora- universal solidarity and
national, regional, true as to basic lity of convenience responsibility.
urban and local values and their gain ground.
cultures. variations.

10.6  European culture: corner shop, independent trader or global super-

market?

10.6.1 The old world order of empires was established on the basis of the
dominance of certain countries. The process of globalisation, on the other
hand, driven as it is by multinational industries, precludes the dominance,
either politically or culturally, of any one country. That is the theory, of course;
in practice, although globalisation has undermined the structures that help
define nation states, the dissemination of global consumer products is por-
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trayed as the “Americanisation” of culture. This overlooks the influence of
the Japanese (walkmans, CD players, karaoke, etc.) and European-owned
multinational corporations. Globalised markets are both international and
local and, in recent years, the debate on the homogenisation of national,
regional and local cultures have given way to another debate centring on the
concept of the “glocal squeeze”. It is feared that national and regional cul-
tures may disappear because of the simultaneous acceleration of globalisa-
tion and the increased appeal of local cultures. While it is true that the impact
of globalisation is unevenly distributed in Europe, some generalisations can
be ventured.

10.6.2 A number of potentially contradictory developments are at work (see
Table 10.6). There is a high level of demand for globally disseminated and
readily accessible media contents and other cultural products and services; at
the same time, local media and cultural supply, supported by local interaction
and practices, is stimulating interest in ideas, images and values which cele-
brate community and a sense of place. Because the images and values trans-
mitted by the international media and cultural industries derive from a limit-
ed number of countries, in particular the United States, their contents and
appeal reflect a single set of cultural attitudes. On the other hand, diversity is
maintained by state support of the ““high arts” and through the stubborn sur-
vival of many national, ethnic, regional and local cultures. In the light of the
fact that global cultural development is almost certainly irreversible, we see
three main scenarios for the future.

10.6.3 Cultural islands. (Cells | and 1V) Great world cultures (Europe, Chi-
na, the Asian subcontinent, etc.), each consisting of nationally, regionally and
locally maintained subordinate cultures, will seek to survive as self-contained
cultural islands. There will be attempts through protectionist measures, sub-
sidy and education to counter the effects of globalisation. Deploying tradi-
tional, autochthonous criteria and conventional notions of excellence, these
cultures will, in a sense, become “museums’ impervious to external influ-
ence. This may have the effect of creating two cultures, one official, ubiqui-
tous and remote from popular concerns, the other unofficial, unacknowl-
edged and sometimes subversive. It is possible that Europe may be tempted
to move, consciously or otherwise, down this path of development.

10.6.4 The seduction of the global. (Cell Il) European culture will be eco-
nomically successful and globally and commercially oriented. Cultural indus-
tries will join energetically in the battle to win global markets. Local cultures
will survive for the benefit of elites and for civic celebration, but will have lit-
tle mass appeal. The arts of the past will be disregarded or repackaged in new,
easily assimilated ways. Cultural tastes will be standardised. We will live in a
continent of fast changing fashions, fed into the mainstream of world culture
by a multitude of competing firms in telecommunications, information, cul-
ture and entertainment industries and tourism. These firms will be located in
all the major linguistic and cultural regions (major states, metropolises and
urban conglomerates). English will become more and more dominant not only
at the expense of minority languages, but also those of global significance,
such as French, German, Spanish and Portuguese.
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Table 10.6: Europe’s culture: global or specific?

Homogenisation versus
diversity:

Simultaneous globalisation and localisation
asa “glocal squeeze ”:

Globalisation : there is world-
wide dissemination of, and easy
access to, media contents,
cultural products and other

expressions of values which
have sufficient demand.

Localisation : increased
importance is given to ideas,
images and inherent values,
stemming from local media and
cultural supply and maintained
by local interaction and
practices.

Homogenisation :

ideas, images and inherent
values, trans-mitted by the
media, the cultural indu-
stries and the exchange of
ideas and people, derive
increasingly from a limited
number of countries,
mainly the US. Their con-
tents and appeal are in-
creasingly impoverished.

Diversity :

aplurality of ideas,

images, expressions and
inherent values is
maintained or increased,
both as creative variety in
the “high” artsand in the
form of a great number of
national, ethnic, regional,
local, etc. cultures.

Cell |
Emergence of an increasingly

homogeneous “world culture *:

standardised ideas, themes,
formats, and commercially
induced audience expectations
stem from a few dominant
multinational cultural industry
business conglomerates and
communications and multimedia
corporations.

Cell Il

Aworld of hybrid cultures which
integrate ideas, images, themes
and formats from different
cultural heritages and feed new
contents, often via the modern
media and methods of
transmission, iNto mainstream
world culture, but which also
function as independent
“substreams *’, supported by a
variety of sub- and counter-
cultures.

Cell 1l
Aworld of fast-changing
fashions, fed to the mainstream
of world culture by a multitude
of competing firmsin
telecommunications,
information, culture and the
entertainment industries and
tourism. These firms are located
in all major linguistic and cultural
regions (major states,
metropolises, urban
conglomerates).

Cell IV

Aworld of “cultural continents ™

(Europe, the Americas, Indian
sub-continent, etc.), each
consisting of nationally,
regionally or locally defined and
maintained self-contained
cultural idands, using traditional
autochthonous criteria of
excellence/acceptance.

10.6.5 Making sense of the mélange. (Cell Ill) European culture will be
economically competitive, internally diversified and innovative. Regional,
local and minority cultures will thrive. Through networking, education and a
commitment to interculturalism, Europe will make effective use of the
meélange of its cultural heritages. Its multiform creativity will compete effec-
tively with the forces of globalisation, and in fact contribute to enriching
them and extending their range. New hybrid cultures will emerge, which
integrate ideas, images, themes and formats from different sources and feed
new contents, via the media and other electronic methods of transmission,
into the mainstream of world culture. These hybrid forms will often also exist
as independent “substreams”, supported by a range of sub- and counter-cul-
tures.
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10.6.6 If we accept the idea that all countries today have to think and act
globally and that no culture, or nation, can function in isolation, policies will
need to consider how best to safeguard domestic cultural production and
diversity and the infrastructure that underpins it, especially in smaller domes-
tic markets. It is not a stark choice between a more commercial or a more cul-
tural orientation. If they seek to bring the third scenario to pass, public author-
ities will need to achieve a balance between regulatory and financial
intervention and a free, competitive market.

10.7  Cultural financing: surviving Welfare State reforms

10.7.1 We have suggested in the text that sustaining current levels of
culture is a concern for many European countries, especially in central
and eastern Europe. Is the perception that the financial needs of the arts
sector have outstripped available public resources merely a temporary phe-
nomenon that will be adjusted as European economies emerge from reces-
sion, or does it presage a more fundamental shift away from the dependence
of culture on the public purse? If the latter, how realistic is it to think that
private and ““third sector’” moneys will fill the gap? It has been customary
in recent policy debates to contrast the public and private financing of the
arts and culture and also to emphasise the importance of a third, non-
profit, voluntary sector (that is non-profit businesses, charitable clubs and
societies, independent grant-making foundations). These three ““sectors”
inevitably overlap in varying combinations and new, innovative, financing
measures have been the result. Arguments that public support for the arts
and culture should be set in a wide perspective, which takes in the full extent
of governmental activity, has thrown new light on these debates. Examining
more closely these lines of development provides us with options for the
combination of different sources of income and modes of financing (see Table
10.7).

10.7.2 Despite the gloomy economic climate, some national governments
may maintain or increase direct funding via culture ministries, public agencies
and arm’s length bodies and they will often underpin the work of regions
and municipalities to enable them to maintain higher and more equally
distributed levels of supply. In any event, it is likely that economic and other
factors (costs, benefits, performance criteria) will be increasingly emphasised
as governments seek value for money. Regional and local authorities
may increase their cultural investment, even if there is no central government
compensation. In the eyes of policy makers at all levels, cultural funding
may increasingly be seen as a long term economic, social and educational
investment and financial support from non-cultural sources (unemployment
subsidies, structural funds, etc.) may rise both at national and transnational
levels.

10.7.3 Sofar as artistic and cultural institutions are concerned, market trans-
actions could become a larger, and perhaps leading, source of revenue and
income for many artists and arts bodies. There will be an increasing reliance
on sponsorship, donations, foundations and income from voluntary work,
charities and non-profit business activity, but with no guarantee of growth in
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those areas. In some cases the share of revenue from special fees and ear-
marked taxes, lottery funds, copyright revenues, etc. will substantially
increase. More resources could come from new, innovative kinds of joint pub-
lic/private financing (tax reliefs, matching grants and business-to-business
transfers). Four scenarios suggest the range of future options open to deci-
sion makers.

10.7.4 The public sector sustained. (Cells I, IV and VII) National govern-
ments and their cultural administrations will still play a central role in arts
funding. The present dualism in financing and supply will be enhanced: pub-
lic and private sectors will function separately, although some synergy may be
possible in the event of fiscal incentives. The schism between *“quality” cul-
ture and commercial culture will deepen. A tight financial situation will be mit-
igated by private and non-profit funding — the former providing additional
resources for “excellence” and the latter for fringe activities and local arts and
culture. Various new forms of finance will help to expand artists’ incomes, arts
buildings, the audiovisual sector and the heritage. Some fields (arts in educa-
tion and experimental or “fringe” arts) may be at risk.

10.7.5 The retreat of subsidy. (Cells I, V, VIII and XI) National governments
and cultural administrations will reduce their expenditure on culture, setting
ever more stringent, performance-related criteria in return for their money.
The effects of this policy may be softened by business sponsorship, arrange-
ments for joint public/private funding and a variety of new sources of rev-
enue, but local and regional inequalities may ensue and strategic policy areas
may be neglected. The arts will increasingly be left to fight their own way in
the market place. Only the amateur arts and commercial popular culture
together with a handful of elite national institutions are likely to survive intact.
Private and non-profit financing will be used to fill holes left by stringent pub-
lic sector financing, the former in high and popular culture and the latter in
regional or local culture and the “fringe” arts.

10.7.6 Arts and culture as a factor of production. (Cells IIl, VI and 1X) The
arts and culture may profit from a new interest in their social and economic
effects. They will be seen as important production factors which contribute to
the entertainments industry, job creation and tax and export revenues. This
may lead to an overall increase in public investment and an integration of the
sources of financing. However, it could follow that investment will be spe-
cially directed to the creation of surplus value (for example the quality of the
urban environment) and other utilitarian, or “instrumental’, objectives. There
is a danger that long term considerations concerning future option values,
intergenerational solidarity and the impact of the arts as generators of inno-
vation and human capital will be neglected.
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Table 10.7: Financing culture

Private, joint
public/private and
non-profit
financing of the
arts and culture:

Public financing of the arts and culture:

Direct financing by
national governments

through cultural ministries,
agencies and arm's length
bodies will be maintained

at present levels or
increased; regions and
municipalities are
subsidised in order to

maintain higher and more
equally distributed supply.

Economic factors
(costs, benefits,
performance criteria)
are increasingly
emphasised in central
government finan-
cing; the share of re-
gional and local level
will increase without
central government
compensation.

Financing is increasingly
perceived to be along
term economic, social
and educational
investment and funding
from “non-cultural
sources (unemployment
subsidies, structural
funds, etc.) increase
both at national and
transnational levels.

Market
transactions (sales,
royalties, box
office, user fees,
etc.) will increa-
singly become the
main/sole source
of artists' and arts

Cell |
The dualism in cultural fi-

nancing and supply is en-
hanced: public and private
sectors function separately

and are less likely to com-
plement each other. The
divison between

“qualty

Cell 1l

The artsand culture
are increasingly left to
fight their way in the
market place. Only
“quality ” culture and
popular culture survive
intact; creativity and

Cell 111
The artsand culture are
financed mainly on
economic grounds ¥ as
an important factor of
production contributing
to the entertainment
industries and creating

increasing reliance

Public sector financing is
supplemented by private

Private and non-profit
financing is used to fill

institutions’ and “commercial ” culture | accumulation of heri- jobs and tax and export
Incomes. deepens. tage are endangered. revenues.

Cell IV Cell V Cell VI
There isan The artsand culture are

financed as an impor-

of joint public-
private finan-
cing(tax reliefs,
matched grant
systems, from
business-to-
business transfer,
etc.).

and private financing;
support for new projects

is provided, public money

in regions and
municipalities is
strategically allocated and
co-ordinated.

to limit the focus of
joint public/private
cultural activity, re-
gional inequalities in-
crease and some stra-
tegic areas (for exam-
ple arts education)
may suffer.

on sponsorship, and non-profit financing, the holes left by tant factor of produc-
donations and the former providing stringent public sector tion, but investments
foundations and additional funds for financing, the former are especially directed
income from the “excellence ', the latter in “high” and popular | to areas generating
“third sector ™. for fringe activities and culture, the latter in “surplus value ™ (art
local art and culture. local, regional and market, quality of ur-
fringe culture. ban environment, etc.).
Cell VIl Cell VIII Cell IX
The share of Financing of the arts and New sources Economic and social
revenues from culture is expanded, espe- substitute for the loss interests tend to dictate
special fees and cially in the areas of artists' of traditional public the generation of new
earmarked taxes, income, infrastructure, financing, yet regional sources and the allo-
lottery funds, traditional audiovisual inequalities increase cation of received re-
copyright sectors and industries and and many strategic venues; basic creativity
revenues, etc. will heritage. Some strategic areas (for example and some strategic areas
substantially areas (arts education, new arts education, new (for example art
increase. and fringe areas) benefit and fringe areas of education, fringe areas)
less from this expansion. creativity) suffer. are neglected.
Increased funds Cell X Cell XI Cell XII
are provided by There is increased Stringent criteria in The artsand culture are
innovative modes synergy between public public financing tend financed in an

integrated manner
from varied public and
private sources; vet
some core areas like
creative work, basic
service systems, art
education, etc. may be
neglected.
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10.7.7 Plural funding becomes the norm. (Cells X and XII) An integrated
and comprehensive system of arts funding will be established. This will not
necessarily mean that more state funding will become available, but it will be
more coherently applied. Direct, guaranteed subsidy by central governments
and their cultural administrations will take care of the ““core financing™ of
training, mainstream and new areas of creativity, national cultural institutions
and services. Strategic policies will be adopted with the result that inter- and
intra-regional differences can be levelled out. Public, private and non-profit
financing will be effectively co-ordinated to exploit existing revenue streams
and measures will be developed to find new income sources. The arts and cul-
ture will be perceived from a broad economic, social and educational per-
spective and the principle of co-ordinated intersectoral financing will be
implemented.

10.8  Some concluding remarks

10.8.1 The purpose of these scenarios is not merely to offer a concentrated
and simplified glance into the future, but to help to identify future challenges
and obstacles and to point towards ways of responding to them. At the out-
set we noted that the arts and culture are no panacea for solving such prob-
lems as “[...] ethnic cleansing, alienation, despondency and escapism [...]”,
but that necessary “cultural change cannot be effected without more funda-
mental reforms — or at least certain conditions will have to be met before cul-
ture can make a positive contribution”. Our scenarios have spelt out some
crucial factors shaping the modern, global condition humaine and we believe
that policy makers would be wise to take them into account.

10.8.2 It will have been noticed that these scenarios look at the future from
a perspective that is limited in another very important respect. Their focus is
on the independent development and competitive position of European cul-
ture in a globalising world. It omits the dimension of dialogue between all the
world’s cultures. This dialogue has, of course, been going on over the centu-
ries at political, economic, intellectual and artistic levels and has been respon-
sible for some outstanding artistic achievements as well as the ambivalent
consequences of imperialism. Globalisation is giving this process a new di-
mension. Somehow, cultural interaction among the continents needs to be
synchronised with today’s political and international bargaining. It is interest-
ing to observe that at the inaugural Asia-Europe (ASEM) meeting in Bangkok
in March 1996 (attended by heads of state or government of ten Asian and
fifteen European states, together with the Presidents of the European Council
and Commission), touched on culture in two respects. Those attending made
a joint commitment to international conventions * and endorsed proposals for
exchange in the fields of education and science. It will take another report to
do justice to the potential and the problems of global cultural co-operation and
indeed these themes are comprehensively discussed in Our creative diversity,
the report of the World Commission on Culture and Development.

1. For example, the Universal Declaration of Human Rights; the 1993 Vienna Declaration and
the Programme of Action of the World Conference on Human Rights; and the 1995 Beijing Dec-
laration and Platform of Action for the Fourth World Conference on Women.
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10.8.3 The first scenarios suggest that the systematic economic expansion
of central and eastern Europe and its integration with western Europe would
enhance diversity and foster innovation in the arts and culture. Conversely, if
the Fortress Europe scenario were to be realised in any form, the arts and cul-
ture could be adversely affected by inward looking policy considerations. The
scenarios are a reminder of the contribution the arts can make to bringing the
post-communist countries under the roof of the common European home and
of the importance of assessing the cultural impact of political, economic and
social developments in those countries.

10.8.4 There are also limits to what cultural policy and action can be expect-
ed to achieve in contributing to a balanced relationship between the state and
civil society (the second set of scenarios) or to the resolution of cultural ten-
sions and conflicts (the third set of scenarios). However, enhanced competi-
tion and lobbying for pan-European resources, the widening of regional and
local inequalities, and tensions and conflicts between hostile values and inter-
ests could endanger the financing and freedom of the arts and culture. Fur-
thermore the arts and culture, as important elements of the “third” or vol-
untary sector, have a special role in encouraging social cohesion and the
emergence of a more integrated, yet decentralised, civil society would be of
great advantage to European cultural life.

10.8.5 Cultural policies and action have a major contribution to make to the
shaping of European lifestyles and basic values. The fourth set of scenarios is
a reminder that the arts and culture enrich and set the tone for moral debates
and make people more aware of the ethical responsibilities both globally and
nationally and in the immediate physical and cultural environments.

10.8.6 The last two groups of scenarios address the available alternatives for
redirecting European and national cultural policies. Those which examine
whether Europe’s culture will be global or specific suggest that cultural poli-
cies find themselves at a crossroads. One option leads to the effective eco-
nomic utilisation of the arts and culture in the context of a new homogenised
world culture and the other to an economically competitive but innovative
and diverse European culture. Delaying the crucial policy choices will only fur-
ther its “museification”. The discussion of financing culture illustrates the
potential implications of maintaining or decreasing public sector budgets, or
supporting culture solely to meet “instrumental’ objectives. One potentially
fruitful scenario envisages an integrated funding approach, where public, pri-
vate and non-profit financing is co-ordinated to make the most of existing
income flows and new sources of revenue are sought out.

10.8.7 It is clear that for those who seek stable, diverse, tolerant, creative
and productive societies, some of the scenarios we have posited are more
desirable than others. While it may be true that cultural policies have a limit-
ed influence on the future, an acknowledgement by policy makers of the
interaction between culture, economic development and social change may
create the conditions for a thriving Europe, at peace with itself. If the most
unattractive scenarios materialise, at least it may be possible for culture, used
in an instrumental way, to moderate their worst effects.
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11 The transmission of cultural impacts into overall
development

“The secret of the arts is to correct nature.”
Voltaire, Epitres

““... we have to agree that moral or political intentions do not guar-
antee the making of good painting or sculpture. On the contrary,
history and above all the artistic experiences of avant-garde move-
ments in the twentieth century prove that very often a greater deep-
ening in thinking about the human condition, our place with regard
to nature, and above all the drama of anguish and hope in today’s
societies is achieved in works of art where the subject or the sym-
bology seem to be absent or completely secondary, but the artists,
playing with their own resources, have known how to impregnate
them with a strange life which seduces and moves us.”

Antoni Tapies !

11.1.1 The social and economic impacts of culture. The scenarios in the pre-
ceding chapter spelled out future options for Europe’s arts and culture, both
as an autonomous creative activity and as a contribution to overall develop-
ment. What is the extent of this contribution and how does it express itself?
Do the four key principles of cultural policy (that is the promotion of creativ-
ity, identity, participation and diversity) retain their validity in the wider devel-
opmental field?

11.1.2 Inthe course of this report we have said that the arts and culture add
to the sum of human knowledge and understanding; produce certain eco-
nomic and social outcomes; and are sources of human capital and of empow-
erment and entitlement. We have identified a host of potential impacts (see
the following table), through different aspects of the cultural production
process. Economic impacts accrue from the commercial merchandising of
works of art; social impacts can be seen in the different ways people orient
themselves to, and consume, cultural products; and ideological and political
impacts appear as specific positive or negative interpretations of the “human
condition’ which are attached to the arts and culture or extracted from them.
By “impacts”, we do not so much mean final and definitive outcomes as gen-
eral contexts which give opportunities to individuals and groups and help to
shape their capacities.

1. Tapies, Antoni, “Message for the round table on human rights and cultural policies in a chang-
ing Europe; the right to participate in cultural life.”” in Fisher et al., op. cit.
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Table 11.1.2

Domain of impact

Role/contribution of the arts and culture:

Direct economic
impacts:

The arts and culture serve as a main source of contents for the cultural
industries, the media and value-added services of the telecommunications
industries.

They create jobs and contribute significantly to the Gross Domestic Product.

Cultural institutions, events and activities create locally significant economic
effects, both directly and through multipliers.

Works of art and cultural products have their own autonomous ““value-
adding ” markets (for example gallery sales and fine art auctions), which often
gives them good investment potential.

Direct social
impacts:

The arts and culture provide  “socially valuable * leisure activities, ““elevate
people's thinking and contribute positively to their psychological and social
wellbeing and enhance their sensitivity.

They are sometimes accused of producing ““high brow ™’; elitist culture, and
decadent or antisocial material; and in the case of popular culture, stereotypes
and ““one-dimensional ™ conceptions of the world.

Direct ideological
and political
impacts:

The arts stimulate open, critical thinking.

However, they can also be material for propaganda ¥ that is to say, carriers
of expilicit political messages.

Mass culture is accused of creating homogenised publics or audiences
subservient to prevailing orthodoxies.

Indirect
economic
impacts:

The artsare “socially profitable * in that they offer cultural credit or esteem for
people and institutions (for example financiers, sponsors, collectors or
connoisseurs).

Works of art and cultural products create national and international stocks of
ideas or images which can be exploited by the cultural industries (for example
in advertising or cultural tourism).

Works of art can enhance and so add value to the built environment (for
example by adorning buildings and in urban design).

Indirect social
impacts:

The arts enrich the social environment with stimulating or pleasing public
amenities.

They are a source of “civilising ” impacts and of social organisation (for
example the amateur arts).

Artistic activity, by stimulating creativity and a disregard of established modes
of thinking, enhances innovation.

Works of art and cultural products are a collective memory for a community
and serve as a reservoir of creative and intellectual ideas for future
generations.

Arts and cultural institutions improve the quality of life and so in urban areas
enhance personal security and reduce the incidence of street crime and
hooliganism.

Indirect
ideological and
political impacts:

The arts and culture confer cultural credit in the form of status or distinction
on individuals and groups.

They function as a means of defining people’s identity and create or dissolve
barriers between social groups and different cultures.

The arts can be an antidote to the dominance of other basic cultures — that is,
science and technology, religion and popular culture.
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11.1.3 The scenarios in Chapter 10 revealed a conflict between the com-
mercial exploitation of the arts and their profounder role in maintaining plu-
ralist creativity and cultural diversity. They also pointed to some negative out-
comes — the rise of extremist values in art, social despondency and alienation,
the disruption of civil society and alleged distortions of morality and basic val-
ues. It followed that the arts and culture should not be assessed from a short
term perspective of “immediate instrumentality”, but as a long term means
of maintaining diversity and building up a stock of future intellectual
resources. In a word, they should be treated as a sustainable source for sus-
tainable development.

11.1.4 Arreverse side of the coin of instrumentality is a fear among political
elites of the potentially disturbing consequences of the arts and culture. This
can lead to attempts at restraint through regulation and censorship, whether
direct or indirect. Furthermore, the administration of public cultural policy can
exploit regulations and administrative procedures to suppress what is felt to
be socially or politically undesirable. These factors are condensed in Table
11.1.5, which describes in aggregate the cultural policy orientations of pub-
lic authorities, commerce and industry and the non-profit sector.

11.1.5 The table outlines different roles for the arts and culture and their
users in development. They can be that of an independent, active participant
(Cell 1), a semi-autonomous instrument (Cell 1), a passive feature of market
forces (Cell 11), and an agent of social planning (Cell 1V). In western societies
the inherent tension between Cells I, [l and 111 is a major dynamic force in artis-
tic and cultural development. The arts and culture have received their share
of the benefits of economic and social development, but, at the same time,
have maintained their autonomy, which, since the nineteenth century, has
been a major premise of western art and especially the “project of mod-
ernism”. However, this autonomy has been in part illusory, both under the
pressure of market forces (Cell 1) and the heavy hand of public authorities,
especially in the former socialist societies of central and eastern Europe.

11.1.6 Inthe 1980s, the dynamics of artistic and cultural development grad-
ually shifted to the other axis of the table, which runs between Cells Il and 111
The tension between these cells was already apparent in earlier years; for
example, in the regular disputes between proponents of the “high arts” and
“popular culture”, attacks on commercialisation of the arts and conservative
critiques of public subsidies for “useless” experimental art. In these debates,
the independent social function of the arts and culture has usually been
acknowledged.

11.1.7 Since 1989 most traces of culture as a means for building a planned
society have vanished alongside the collapse of communism. The issue of the
hour is its developmental role and discussion has focused on getting the bal-
ance right between the free play of the market and strategic public interven-
tion.

11.1.8 This, then, is the key question which this report seeks to address: to
what extent should the development of the arts and culture, and especially
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the transmission of their impacts into overall development, be left to market
forces and, if and when public intervention is deemed to be necessary, on
which areas should it focus and what forms should it take? In other words,
what should be the criteria for assessing the proper role of public interven-
tion?

Table 11.1.5
Perceptions of the role of the arts and
culture in development:
Perception of the The arts and culture are a Artists and cultural activities
autonomy/regulation and main source of long term provide important immediate

control of the arts and culture:

creativity and innovation in
society.

economic, social and political
benefits.

Autonomy should be
maintained as extensively as
possible.

Cell |
The arts and culture have the
right to remain an
autonomous and active sector
of society, supported by the
public authorities.

Cell ll
The arts and culture are an
“open” factor of production,
supported by economic
interests and market demand.

Autonomy should be limited
to enhance positive, and
suppress negative, impacts.

Cell 1l
The arts and culture are
““strategic” factors in long
term economic, social and

Cell IV
The arts and culture are an
important instrument in general
planning and social

political development. construction.

11.1.9 A practical way of addressing these issues is to apply the four key
principles, which we see, in broad terms, as the unique contributions of the
arts and culture to development. But how useful are they in practice, espe-
cially in the context of sustainability? We have already suggested that their
relevance has been weakened by current world conditions. Do they offer a
sufficient counterbalance to powerful economic interests and market forces
for which the arts and culture are, solely or primarily, “open factors™ of pro-
duction?

11.1.10 Within the framework of the present report, it has not been feasible
to do justice to the full list of developmental issues already outlined. What fol-
lows is a selective evaluation of three of the most significant areas of sustain-
able development:

1. Economic and social outcomes

— the impacts of creative work, arts and cultural institutions and the
cultural industries on the economy and employment;

—the role of the arts and culture in the new communications society.
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2. Contribution to human knowledge and understanding
— the contributions of the arts and culture to leisure and tourism;

— the role of the arts and culture in regional and city planning, in
rural areas and in environmental issues.

3. Harnessing human resources

— the role of the arts and culture in education and in the formation
of human capital,

— arts and culture as a factor in the protection of cultural rights.

11.2 Economic and social outcomes

11.2.1 Impacts of culture on the economy and employment. Traditionally,
cultural policy and parallel private sector cultural initiatives have drawn a dis-
tinction between the commercial arts and the cultural industries, which are
“economically important”, and the “purely cultural” and experimental arts.
The former are pigeonholed as entertainment without too much thought
being given to their creative contents; the latter are declared to be important
mainly for their “intrinsic”” aesthetic worth and economics only come into play
in so far as they require subsidy from the public purse or support from non-
profit sources. The questions to be resolved mainly concern the social costs of
creativity: the right level and manner of financial support and the balance of
funding between public, non-profit and private sources. It is worth noting, in
passing, that the amateur arts do not fall comfortably into either camp,
although their economic impact both in terms of local multiplier effects and
their use or consumption of artistic facilities and material should not be under-
estimated.

11.2.2 The result has been two different approaches to the pursuit of cre-
ative talent. For example, while book publishers know very well that they
depend on the arrival of new generations of fiction writers, the cultivation of
talent for purely economic reasons is generally felt to be futile, risky and rather
disreputable. Editors do not try to “create” a new Thomas Mann or Solzhen-
itszyn, they wait for them to turn up. By contrast, in pop and rock, feature
films and television, successful artists are first and foremost commercial prop-
erties. They are hunted, exploited and, even, invented. This duality is mirrored
in copyright legislation: on the one hand, a mainly European tradition recog-
nises and defends an author’s intellectual rights and, on the other, a mainly
“Anglo Saxon™ tradition sees rights as an instrument which motivates cre-
ators to produce and an army of intermediaries (retailers, record producers,
booksellers, etc.) to disseminate their work in a way which generates profits.

11.2.3 A range of factors — for example, the evolution of the mass media,
global competition and the new technologies — have tended to support the
second approach. Bankable talents flourish at the expense of other artists
whose work does not lend itself to financial exploitation. In the United States
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it has been estimated that only fifteen star actors can “open” a movie in the
American domestic markets — that is, attract sufficiently spectacular box office
receipts to guarantee its ultimate success in other markets and in media dis-
tribution (television, video, etc.). Similarly, international best sellers and their
spinoffs dominate fiction sales in the book trade; and an analogy can be
drawn with the “high” arts where (say) even the most highly subsidised opera
house depends on a catalogue of some fifty classic operas, interpreted by cel-
ebrated directors, conductors and singers, to attract full houses, cachet and
substantial box office earnings.

11.2.4 The arts and culture are “labour intensive” activities and generate
economic multiplier effects in other service and manufacturing sectors. The
importance of the ““core” areas of artistic creativity to employment in the
“outer rings” of cultural production has been generally recognised, but little
attention has been paid to structural changes in labour demand and their long
term effects.

11.2.5 The history of most artists’ careers shows that success as judged by
employment and material rewards has tended to fall to a limited number of
stars who managed to make a ““break through” to the attention of larger
audiences. It seems that since the late 1970s these rewards have become con-
centrated in fewer and fewer hands. In some countries — especially where
subsidy promotes a different kind of “excellence” from that promoted by the
market — an artist has to make two or three breakthroughs before he/she
reaches a mass audience. No doubt the growth of unemployment in most
artistic fields in western Europe in the late 1980s and the 1990s is mainly due
to economic stagnation, but the situation has not been made any easier by
the commercial exploitation of a handful of key artists and their work at the
expense of other artists. An additional factor has been the rapid decline of
public support for the arts in the ex-communist societies and an exodus of
artists to other European markets.

11.2.6 There are at least three countertrends which go some way to miti-
gating these difficulties. First, improved copyright and neighbouring rights
legislation has given additional material rewards to artists and creators. Here
too the benefits mainly go to an “inner circle” of established and popular fig-
ures, but in some countries collectively directed compensation systems have
levelled income differences to a certain degree. Secondly, the exploitation of
megastars creates spin-off employment opportunities: there are usually
extensive supporting activities in sales and promotion, advertising and sales
of imitations, souvenirs and other paraphernalia. Thirdly, an expansion of pro-
duction and distribution in the new technologies has set new standards of
technical flexibility and product quality. One consequence is increased
employment in audiovisual culture industries.

11.2.7 How are these developments to be judged in the light of two of the
key principles, creativity and diversity? It is easy enough to see some internal
contradictions and insufficiencies. Creativity may flourish in terms of well-pro-
moted mainstream ““excellence” and high production values for the benefit
of mass audiences. However, those engaged in artistic experiment or innova-
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tion, which offers a training ground for new ideas and artists, suffer from a
“ghetto effect”” deriving from isolation and the continuous fight for survival.
The massive supply of high quality performances, productions and events
all over the world may bear witness to diversity, yet the “glocal squeeze”
discussed in Chapter 10 could well lead to a situation where small linguistic
and cultural areas are in danger of being left out in the cold. Creative pro-
duction is concentrated in the major western European metropolitan areas —
and, as a result, southern, central and eastern Europe suffer from a “brain
drain”.

11.2.8 Similar ambiguities can be detected when we review the other two
policy principles, the promotion of participation and identity. In many Euro-
pean countries there is evidence of some slackening of demand (for example
in theatre and music), but this has been counterbalanced by a rising interest
in the visual arts and the cultural heritage, massive audiences at festivals and
special events and a huge expansion of the electronic media. There are also
signs that diminished diversity of cultural supply in some countries and
regions has stimulated people to take their own initiatives (for example the
amateur arts, the multiplication of small theatre groups, computer graphics,
small scale record and book production, etc.). These shifts have rendered
most statistics and indicators of participation out of date. They also challenge
old ideas of ““access to the arts” in the face of new phenomena, such as “tem-
porary” or ‘“‘seasonal” mass consumption, computer-mediated interactivity,
and variations of audience motivation and perceived meanings.

11.2.9 Cultural and arts institutions (performing arts companies, public
broadcasters and organisations such as museums, art galleries and libraries)
have largely shared the fortunes of individual artists. In most European coun-
tries they enjoyed an economic renaissance in the late 1970s and for most of
the 1980s. By the beginning of the 1990s this had come to an end, partly
because of the recession, and partly with the advent of neo-liberal econom-
ic and financial policies and new ideas of management. Although public sub-
sidy did not necessarily decline or even stagnate, institutions in several coun-
tries were increasingly expected to legitimise their activities through
performance indicators and sensitivity to audience demand. Public broad-
casters and other service organisations had to face sharper competition as
result of deregulation and decentralisation. In many cases this led to job loss-
es and many cultural institutions have been unable to create new employ-
ment opportunities.

11.2.10 However, some favourable signs can be detected. First, the new
technologies and the processes of globalisation and regional integration have
created new jobs. Stagnation in the publicly subsidised sector and its inabili-
ty to provide new diversified services has opened new niches to small-scale
cultural entrepreneurs. Secondly, there has been a revival of non-profit activ-
ities, internationally as well as nationally (for example the activities of the
European Foundation Centre) which has helped to create a new demand for
technical, managerial and training expertise. Thus instead of greater concen-
tration we encounter a new job-rich diversity which has knock-on effects for
the training of professionals and in consumer education.
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11.2.11 Institutional developments in the late 1980s and early 1990s can
readily be criticised from the perspective of the key principles. Lack of funds
and new managerial doctrines have limited freedom of expression and cre-
ativity, inhibited rich and diversified programming and limited audience
choice; they have given too much room to costly cultural events and mass
culture has undermined people’s interests in, and loyalties to, national,
regional and local cultures.

11.2.12 However, this may be to miss an important point. That the profound
structural changes under way are simply not explicable according to the sim-
ple rubric of the four principles. Cultural organisations have become more
sensitive to the need to please their clientele, public broadcasting companies
are learning to devise new programme mixes to retain their share of viewers
and listeners. The heritage renaissance, besides benefiting museums and
archives, has helped to promote cultural identity at all levels, local, regional,
national and pan-European. In the new democracies, interest in the cultural
heritage has had pronounced political ramifications, with numerous attempts
to rediscover national or ethnic pasts. The decentralisation of broadcasting
and the expansion of commercial audiovisual media increased the supply of
regional and local material. All of this has subverted the homogenisation
which was assumed to flow from national and international media concen-
tration, although regional and local media have still not found appropriate
organisational models or programming policies, especially in central and east-
ern Europe, and their positive impact on the promotion of regional and local
identities remains limited.

11.2.13 From the point of view of economic development and employment,
the cultural industries have always featured more prominently in the eyes of
policy-makers than creative talent (art and artists) or cultural and arts institu-
tions. They have gained in status since the *““second” communications revo-
lution instigated by new applications of the information and communication
technologies and the related deregulation of national telecommunication sys-
tems.

11.2.14 Of course the importance given to the cultural industries is under-
standable, for they provide jobs and are an important source of revenues from
international trade. Recent American analyses show that, in comparison with
the information systems industries (telecommunications, the manufacture of
personal computers and programmes, and consumer electronics), the ““con-
tent industries™, especially film and television programme production, have
remained labour intensive and productivity gains have been small. However,
the expansion of international trade in cultural goods also opens new employ-
ment opportunities in the areas of subtitling, dubbing, adapting and inter-
preting audiovisual contents to audiences of other cultures.

11.2.15 So far as the balance of international trade has been concerned,
Europe has always fared much better in the visual arts, book publishing and
music recording than in the audiovisual industries. Publishing, public broad-
casting and phonogramme manufacturing have been the foundation for an
expansion of major European companies. The second communications revo-
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lution promoted the audiovisual cultural industries, even in Europe, to the
forefront of commercial activity — a position they had, of course, held in the
United States for decades. The recognition of their economic importance
came in two stages: first, competition between European companies and their
American and Japanese rivals for new applications and standards; and, sec-
ondly, the formation of strategic alliances of transnational conglomerates in
the fields of information processing, audiovisual production, broadcasting
and telecommunications in order to reap the benefits of the emerging global
information infrastructure. This has had two side effects in Europe: the reor-
ganisation of public broadcasting and the defence of European film and tele-
vision programme production. The latter, as we know, gave rise to serious
conflicts in the GATT negotiations.

11.2.16 It is interesting that the key principles of cultural policy, mainly
applied in the past to the promotion of the publicly subsidised arts, are now
a rallying call to aid the European cultural industries. In recent years, vocifer-
ous policy statements have been made for the maintenance of creativity and
diversity in European audiovisual film sectors. At the same time, and in direct
contradiction, other voices at national and European levels have argued that
these industries must be made more competitive by imitating American pro-
duction, distribution and marketing techniques to enhance the audience
appeal of their products.

11.2.17 Similar inconsistencies can be observed in the application of the oth-
er two principles to the cultural industries. Public broadcasting and national
audiovisual industries have been defended in Europe also from the point of
view of cultural participation and the maintenance of identities. Curiously,
some other important areas, in particular book publishing and the music
industries, tend to be left out of account in this debate. Yet, together with
European visual arts, architecture and design, they play a leading role in the
construction of European identities on every level: pan-European, national,
regional and local. Their neglect may turn out to have more serious effects on
diversity, cultural participation and identity formation than solving the prob-
lems of the audiovisual sector.

11.2.18 ltis uncertain whether efforts to limit “foreign” supply through quo-
tas and other restrictions will either improve Europe’s international trade posi-
tion or fulfil cultural objectives. It is, of course, true that, when assessed mere-
ly in economic terms, European cultural and linguistic diversity is one of the
major barriers in developing European internal markets for cultural products.
But studies of international trade suggest that protection measures may not
do much in the long run to overcome the American advantage, once gained.
The competitive edge of European culture industries will only be fundamen-
tally improved if basic failures of production and distribution are remedied.
Above all, they should make the most of Europe’s strength in artistic creativ-
ity and cultural diversity — often sadly neglected in policy measures that aim
too exclusively and counter-productively at economic gains.

11.2.19 The role of culture in the new communications society. Traditional-
ly communication has been the main link between culture and development.
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Cultural impulses into society have always been more or less formally “com-
municated”, and the faster and more widely this is done the greater their
impact. The need to communicate culture (especially audiovisual culture) has
been one of the motive forces behind technological innovation and the arrival
of the “information society”. Digitalisation and the development of comput-
er-mediated (on-line) communication have been conditioned by cultural
imperatives (the demand for tailor-made contents, available on demand, and
for multimedia forms of expression) rather than a simple interest in informa-
tion transmission.

11.2.20 What is taking place is a deal struck between providers of cultural
contents, manufacturers of communication technologies and people at
large with all their cultural assumptions and needs. It is possible to regard the
mass media and cultural industries as no more than production processes,
but the real vectors of use (and subsequent technological development)
are dictated by people’s needs for certain types of communication. The fre-
guent cases where technological predictions appear to have been proved
wrong in the event are most convincingly explained by the proposition that
“people just don’t want them”. Technological and commercial imperatives
have had to give way to obstinate cultural realities — even if they are often
present themselves as economic facts, such as a lack of demand in the mar-
ketplace.

11.2.21 Culture and the communications technologies are also closely linked
to people’s education and their ability to “learn how to learn”. Throughout
history, technocultural innovations have created stresses, inhibitions and
refusals, which have sometimes been overcome with the passage of time. The
uniqueness of the present situation is the speed with which new technical
tools pass into daily and almost universal use, leaving less and less time for
adaptation and habituation. The division of society — in western, as well as in
central and eastern, Europe — into those who can adapt and those who can-
not sets up conflicts which at first sight has nothing to do with communica-
tion and/or culture.

11.2.22 No simple policy principle can easily capture the multiple nexus link-
ing culture and communication to development. This will become clear when
we examine the nature of this ceaselessly interactive whole from the per-
spective of creativity and diversity. The advent of the new technologies and
the mass media has always aroused hopes and fears as to their potential
impacts. Hopes are usually expressed in terms of emergence of new tools for
encouraging pluralist creative activity, fears in terms of further homogenisa-
tion and/or vulgarisation of the contents of cultural expression. In the long
run, they seem to balance one another out.

11.2.23 At its present stage the revolution still seems to stimulate new forms
of creativity and offer new channels for old. If new technological applications,
although in some senses creative, seem essentially to be a function of engi-
neering, some makers of software and producers of contents seem to be mov-
ing deliberately in the direction of avant-garde experimentation (for example
Disney’s and Lucasfilm’s software games divisions and the joint venture on
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which Bill Gates of Microsoft and producers Jeffrey Katzenberg and Steven
Spielberg have embarked).

11.2.24 Artists using traditional means of expression have found new
channels through which to transmit — or at least advertise — their work. Visu-
al artists have their own home pages on Internet and there are thousands
of references to theatre on the World Wide Web. Virtual reality models
are used in theatre and concert hall architecture and stage design and CD-
Roms are replacing videos in performance recording and in advertising. What
seems to be occurring is a shift from the traditional arts to the large-scale
creative use of interactive applications of the new information and commu-
nication technologies. What the eventual role of the individual artistic work
will be in future and how it will shape the world of entertainment and mass
audiences remains to be seen. What is certain is that the old connotations of
creativity and diversity will scarcely be valid when a new balance has been
found.

11.2.25 These structural changes in the world of communications, culture
and the media cause similar problems in respect of identity and participa-
tion. Active participation, in the traditional sense of consciously chosen
creative activity, lost much of its meaning after the advent of radio and
television. Nowadays participation has become more or less compulsory
and distinctly one-sided. It takes considerable effort to exclude oneself by
not using a television set or a radio. The mass media are still by and large
a one-way street with an “imposed” subject matter — and contact with
it, thanks to a continuously changing stream of topics, discourages more
than superficial engagement. Interaction in broadcasting (except by proxy,
so to speak, through increasingly sophisticated audience research) is still a
dream of the future. Herein lies its basic difference from the new electronic
media.

11.2.26 It would appear that the technology of the conventional electronic
media has turned against itself. It has increased the opportunities for partici-
pation as consumption to the point where participation as action seems
unnecessary. When everything is available in a technically conditioned form,
there seems little reason to engage in the activities of real life. This leads in
due course to a reaction, but, interestingly, a desire to return to community
involvement does not entail a rejection of the new technologies so much as
of the “elitist” arts and of conventional ideas of economic growth.

11.2.27 Perhaps the new information technologies are a response to this
fatigue? They offer possibilities for an individualistic and interactive manipu-
lation of cultural contents. Participation can become less passive and more
creative, as interactive video, computer and video games and the opportuni-
ty to surf on Internet bear witness. We have already registered concerns that
some sections of society will find themselves excluded from the new infor-
mation age, but, for the time being at least, technological investment in the
formal education system, in western Europe at least, is making inequality
more a distinction between the generations than between social strata or
geographical centre-periphery divisions.
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11.2.28 As regards individual and group identities, there are two views,
apparently but not necessarily, contradictory. According to one line of
thought, taste has been homogenised by television and the cinema. There is
much truth in this, but the effect is being mitigated by the increasing variety
of material on offer and by new “customising” habits of consumption. Also
the mass media provide information (admittedly filtered and sometimes dis-
torted) about the full range of world culture. In this sense, it seems that they
have helped to diversify identities, making it possible for individuals and
groups to maintain multiple identities. The multiplication of TV channels and
radio stations is one the main factors — if not the main factor — in creating this
phenomenon. Discovering the diversity of the world around them, viewers
and listeners cease to relate only to their immediate environment (us and
them — enemies and neighbours) and begin to find different loyalties each of
which can be supported by the continuous availability of diverse sources of
information. The range of choice (of channels and of identities) becomes
important to the way people live their lives.

11.2.29 Multiple identities find new potential in interactivity, which seems to
enhance the general social trend towards individualism. What is even more
important, they are transforming work as well as leisure, by allowing out-
working and so subverting the social controls of the workplace. They encour-
age communication between individuals without political or social interven-
tion, and their internationalism breaks down national and local identities.
They also, of course, permit extreme expressions of identity — as a glance at
the numerous Internet “hate newsgroups” testifies. The new technologies
have heightened the impacts of culture on social and personal values, but the
benefits they bring are so closely intertwined with their negative conse-
guences that it is too early to make a definitive judgement of their contribu-
tion to the welfare of humanity.

11.3  Contribution to human knowledge and understanding

11.3.1 Contributions of culture to leisure and tourism. Leisure is another
important link between culture and development. Its transformations, which
run in parallel with those of consumer behaviour, are more difficult to map
than changes in the media, communications and cultural industries.

11.3.2 Sociologists have traditionally spoken of passive and active types of
leisure activity. The arts and culture have been seen to contribute to both —
that is, the active use of leisure as a cognitive and aesthetic catalyst and its
passive use as a component of the entertainment industries. Recently, the
arrival of the new interactive applications of communication and information
technologies has blurred this distinction.

11.3.3 Until the late 1980s sociologists were beguiled by the idea of a
“leisure society” which they saw as an inevitable consequence of the short-
ening of working hours. Structural changes in national and world economies
and the high unemployment to which it has led in many European countries
have given this notion an ironic twist. What is leisure for a person without a
job? There is some empirical evidence that the active use of culture (for exam-
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ple reading fiction and amateur art activities) has risen among unemployed
people in western Europe, although the proposition that a “good” cultural
life is a satisfactory substitute for a job brings Marie Antoinette’s dictum to
mind: Qu’ils mangent de la brioche. However, there are increased expecta-
tions that the arts and culture, as a part of the “leisure industries”, can and
should create new jobs. From this practical point of view, the distinction
between “good” and ““bad” leisure activities is irrelevant.

11.3.4 Researchers have also coined the term, “mobile privacy”, to describe
new patterns of social life and leisure activities. Both at work and leisure, peo-
ple are less bound to time and place, although they like to spend many wak-
ing hours in the confines of their own home. This has radically shaped
demand for the arts and cultural services: people are willing to travel long dis-
tances to enjoy the things they like; but the “home as arts and entertainment
centre” (television, hi-fi, computer multimedia) provides an alternative to less
interesting — or lower quality — live art.

11.3.5 The rise of the Welfare State brought leisure within the purview
of the public sector, which saw its duty as being to provide leisure facilities
for all social groups. These mainly centred on the arts, sports and youth
activities, with local/municipal authorities carrying the financial brunt. New
policies limiting public expenditure have created some difficult dilemmas:
how will it be possible in future to maintain these facilities and support their
use? At the same time, as Bennington and White have noted, the private sec-
tor has entered “[...] into areas of leisure need which have traditionally been
met outside the market and [developed] products and services which then
can be sold as commaodities to supply that need [...]”’* Bennington and White
indicate that this “commodification of leisure” has been most marked in her-
itage theme parks and the development of all-weather leisure/sports com-
plexes.

11.3.6 These trends are echoed in changing patterns of tourism and
the exploitation of national and world heritages. They have led to an escala-
tion in the segmentation of tourist flows, which has, in turn, increased
the number of “cultural tourists” and stimulated interest in extending
the supply of cultural services and attractions. This has been easiest for
those countries and regions which are rich in cultural heritage sites. The old
division between ““tourist countries and regions” and those providing the
tourists has deepened. Negative side-effects for the former include conges-
tion, the commodification of culture and the destruction of natural and cul-
tural sites. On the positive side, tourism in many countries and regions has
revived traditional crafts and customs and increased artistic and cultural
employment.

11.3.7 How, and to what extent, can these patterns of development be

assessed against the four key principles? It is obvious, that, in the context of
old value-loaded distinctions (for example active vs. passive leisure and mass

1. Bennington, John, and White, Judy, “Leisure services at the crossroads” in The future of leisure
services, edited by the same authors. Longman. Harlow, England, 1988.
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tourism vs. cultural tourism), it is difficult to apply them to activities which, in
recent decades, have undergone a total structural transformation and now
exploit culture and the heritage in market-led ways. The state is no longer in
a position to pick and choose. In modern societies, the promotion of creativ-
ity and the conservation of physical cultural heritage is impossible without
people with leisure and tourists with money. However, it is too easily forgot-
ten that this dependence supports established artistic talent and heritage
maintenance; unless investment is carefully targeted towards future needs
(that is up-and-coming artistic talent and heritage renewal), the outcome may
be an exhaustion of the industry’s basic resources.

11.3.8 An analogous development can be detected so far as participation
and diversity are concerned. New patterns of leisure and tourism — as well
as of consumption and communication — tend to increase participation
and diversity at the individual level. This takes the form of new consumer
interests, leisure patterns, fashions for food and forms of artistic expression
(for example “world musics”). Without sufficient intellectual and ma-
terial resources, these developments can lead to deep social divisions. They
are sometimes countered by defensive, protectionist measures; experience
suggests that these can lead to the “petrifaction” of national or other cul-
tures and, in the case of non-European or indigenous minorities, to the cre-
ation of cultural ghettos. On the other hand, cultural exchange through
tourism can accelerate cultural reconciliation, reinforcing other globalising
trends. Cultural diversity can be reinforced by well-planned educational and
linguistic policies and interculturalist policies based on equality and decen-
tralisation.

11.3.9 We have already referred to the role played by the mass media in the
formation of multiple identities. Contemporary patterns of leisure, tourism
and the exploitation of the heritage tend to have similar effects, although
perhaps at a less conscious level. New identities, which flow from new
cultural practices, only emerge gradually, while old ones are not eliminated,
but simply disappear from view. A Sami, who uses a snowmobile rather
than reindeer in his work and visits Amsterdam or Paris for his holidays,
inevitably has a different identity from that of his father or grandfather. Yet
old attitudes retain their force and, under some economic, political or social
conditions, can re-emerge with a vengeance, often in the form of racial and
ethnic unrest.

11.3.10 The role of culture in urban and regional planning, rural develop-
ment and environmental protection. Leisure, tourism and the exploitation of
heritage have not evolved in quite so uncontrolled a way as the previous sec-
tion may suggest. Although central governments have to some extent lost
their grip, other actors in local and regional government have appeared with
developmental alternatives. Urban regeneration, regional planning, city net-
works, strategies to revitalise the countryside and protect rural landscapes and
other engendered human habitats are examples of these counterforces. All of
them have, in some way, resorted to the arts and culture as a source of intel-
lectual ideas and reflection. They have often evolved in opposition to domi-
nant ideologies and centres of power.
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11.3.11 Culturally sensitive urban planning enriched the economic and social
motives which guided regeneration policies during the late 1970s and 1980s.
The planners’ first priority was to revive city centres, their aims being to abol-
ish slums, reduce poverty and criminality — and also to create more secure
environments for business, leisure and tourism. In due course, this utilitarian
strategy was challenged by new approaches to cultural planning and cultur-
al preservation. Two different schools of thought emerged according to the
intended “uses” of city environments and culture. Although these uses over-
lap in time and planning orientation, we can speak schematically about
“politico-symbolic” beautification (for example les grands projets of Paris)
and of culture as a community “resource”. In the latter case, the arts and cul-
ture were seen not as fibres, but as weavers of the urban fabric: culture was
the basis of every citizen’s identity and was sometimes a weapon in a strug-
gle for self-determination. It had a pro-active function which went beyond
“city imaging.” For example, culture-oriented planning has a beneficial
impact on urban planning: well-designed and strategically located arts facili-
ties generate night-time activity and create an atmosphere less conducive to
criminality. The “living culture” approach to urban planning has two political
and administrative prerequisites: the enhancement of the powers of city
administrations vis-a-vis those of the state (and sometimes regional authori-
ties) and the simultaneous co-ordination and democratisation of planning
functions and processes.

11.3.12 Although, of course, outcomes will vary city by city, it is possible to
assess urban planning from the perspective of the four key principles of cul-
tural policy. Interestingly, although originally conceived and applied by nation
states, they are a closer fit at the local level, although it is important to remem-
ber that they should not be considered separately, but as elements of an inte-
grated whole.

11.3.13 If we contrast the two alternative modes of culture-oriented urban
planning, the arts and culture can be incorporated functionally into the social
and material infrastructure of cities as passive (if decorative) components; or
they can form an autonomous living core of artistic institutions, artists’ com-
munities and citizens who have a strong community spirit and a clear con-
ception of what their social and cultural environment should be. In other
words, the key principles, when applied to cultural development and plan-
ning, can have a scale of meanings, ranging from economic material subju-
gation through more or less active and autonomous instrumentality to self-
conscious reflectivity.

11.3.14 Regional planning displays the same main forms and strands as
urban regeneration. But due to greatly varying geographical profiles, degrees
of political and administrative autonomy and internal ethnic, linguistic and
cultural composition, it is not possible to identify the same developmental
lines as in urban planning. Furthermore, at this level, different planning func-
tions are often separated from each other and operate within varying, over-
lapping or interlinked regional or administrative territorial divisions. In mod-
ern nation states it is perhaps no accident that these divisions inhibit regional
integration and aspirations to autonomy.
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11.3.15 Like cities, regions are able to carry out culture-oriented planning
strategies, often showing an interest in their more sophisticated participatory
forms, but only if they have sufficient degree of political and/or administra-
tive autonomy from the centre. Under certain conditions, the arts and culture
are recruited to serve the cause of enhanced political and/or administrative
autonomy. This is especially evident in policies for the mass media and the
promotion of, and support for, regional press, radio and television. Generally
cultural planning by Europe’s regions has an instrumental character: the arts
and culture are seen as important resources for economic and social devel-
opment, which can be best promoted by the provision of high quality insti-
tutions and an efficient communications infrastructure.

11.3.16 There are unavoidable tensions between regional and urban plan-
ners, especially in the case of large metropolitan conglomerates that domi-
nate the cultural life of a region. Regions often have limited resources at their
disposal and have to take account of, and rely on, the cultural policies and
resources of local authorities. So it is not surprising that regional planning and
co-ordination has often turned out to be less effective than that of cities.
Thus, the last two or three decades have witnessed an exponential growth in
the number of museums, contemporary art institutions, theatres, concert halls
and congress centres, which have more often than not been financed by local
authorities without much involvement by regional and national authorities. In
the Nordic welfare states this boom took place in the late 1970s and in the
1980s, in other western European countries between 1960 and 1990, and in
central and eastern Europe expansion preceded the watershed of 1989. As
yet, there is no thorough assessment of the effectiveness of these invest-
ments, although spectacular short term results have given some local and city
authorities international celebrity — or notoriety.

11.3.17 The rise of regionalism and related cultural planning has been
accompanied by two developments: new interregional associational or fed-
eralist structures and interregional or inter-urban networking. These operate
both within national territories and transnationally. Examples include the for-
mation of new “regions” for channelling support from the European Union,
transnational cultural co-operation in the Baltic Sea Region (Ars Baltica), the
Barents Sea Region (Circumpolar Cultural Co-operation) and the Black Sea
Region, transnational city networks and attempts to create new kinds of fed-
eralist structure in multi-ethnic states (for example, in the Russian Federation).
Their success or failure in appeasing linguistic, religious and cultural tensions
will be crucial for the future of Europe. City networks are already managing
to shape transborder cultural development and cultural planning in construc-
tive ways, so contributing to European cultural integration.

11.3.18 The origins of European city networks can be traced to the tradition
of twinning. Cities have learned how to strike effective deals across the con-
tinent for the production and dissemination of arts goods and events. In many
cases they have also set up support systems for planning and policy making.
Technical expertise is regularly exchanged and observatories have emerged
that offer a useful means of making cultural information available transna-
tionally.
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11.3.19 City networks also lobby national governments and supranational
agencies; the creation of the European Union’s Committee of the Regions is
in part a response to this kind of pressure. On a political and moral front, cities
claim to be the closest and most direct representatives of their constituents —
a rationale that makes it easy for them to organise significant relief opera-
tions, as has been the case with the Balkan wars. Even if nations are at war,
cities say, perhaps not always realistically, that they do not have to follow suit.

11.3.20 The ethic of intercity collaboration has been greatly assisted by the
Congress of Local and Regional Authorities of the Council of Europe. The
largest network of area-based authorities is the Council of European Munici-
palities and Regions (CEMR), which is the European section of the Interna-
tional Union of Local Authorities (IULA). The CEMR comprises fifty inter-ter-
ritorial organisations in thirty countries, with a total of 30 000 affiliates. Among
its activities is a standing committee on culture. There are other European fed-
erations and networks, which formally include cultural affairs in their briefs;
they include Eurocities; Les Rencontres, the Association of European Cities and
Regions of Culture; the Agency for Trans-Mediterranean Networks (ARTM),
Medcités; United Towns Development (UDTA), a network for medium-sized
cities; C6 Network; Neighbourhoods in Crisis and the Elaine network on poli-
cies for minorities. On a more specifically cultural level, there are networks
concerned with castles and the heritage and the “Discovery Cities™. As a result
of a Council of Europe project on culture and neighbourhoods, a network of
cultural projects is emerging, inspired by the work of Banlieues d’Europe. The
Twinned Cities network now involves 8 000 European cities and towns.

11.3.21 Regional cultural planning is inevitably more amorphous than urban
planning and its role is more difficult to assess. It makes sense to speak of
enhancing overall creativity, diversity and cultural participation through
regional planning and cultural policies, but less often of regional artists par-
ticipating in regional cultural planning or of the inhabitants of a region
defending their cultural habitat, as regionalists rather than local residents,
against (say) the building of an airfield or a shopping mall. This is a kind of
vicious circle. If regional cultural planning is anything more than co-ordina-
tion between central and local government, the precondition is the existence
of a strong regional identity, uniting artists and inhabitants and motivating
them to take part in cultural planning. This has important implications for the
debate on the role of regions in Europe. True regionalism is based on cultur-
al identity, which usually has its roots in history, language and ethnicity and
cannot be summoned into being by planners. It is difficult to control through
political or administrative mechanisms (for example cultural autonomy or fed-
eral structures); its underlying aim is to maintain internal regional cohesion
and it can be hostile to subregional and local diversity.

11.3.22 The idea of rural development — in terms of the revival and protec-
tion of European rural areas — can be approached by enlarging definitions of
the heritage and the environment. Between 1960 and 1990, the rural popu-
lation declined in Europe by about 65% and rural forms of social life (for
example relics of the great latifundia, and the “European village™ in its mul-
tifarious forms) travelled the same road to extinction that collectivisation
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brought about in the communist countries. The intensification of agriculture
and food processing continues and contributes to the social and cultural cri-
sis of the European countryside. The population exodus and the break-up of
rural communities have destroyed traditional social ties and micro-cultures
often beyond the point of recovery. In many European regions, the defence
of ways of life associated with small-scale farming and fishing has led to the
rise of social and political movements which challenge the rationale of further
European integration.

11.3.23 The social disorganisation of rural areas is equally acute in western
and eastern Europe, although for different reasons. The crisis in the former is
economic and managerial and is the result of technological progress, where-
as in the latter decollectivisation and return of private property is breaking up
the social fibre which collective farms, fisheries and related industries used to
hold in place.

11.3.24 Most economic and political analysts agree that the European Union
is unable and/or unwilling to slow down the process in western Europe. The
Common Agricultural Policy (CAP) has sustained agriculture and helped to
make some farmers rich; but, especially in the light of European expansion
eastwards, it may no longer be able to afford its present financial commitment
to the economic development of the countryside. In some ways its operations
have militated against rural culture and the natural habitat.

11.3.25 Some steps have been taken to maintain or revive a vigorous social
life and save something of old rural ways. Cultural means have been used for
this purpose (for example support for local arts and crafts), but the emphasis
has been on preservation and protection and comparatively little has been
done to encourage new forms of cultural expression. However, the initiatives
taken by the Council of Europe’s Steering Committee for the Conservation
and Management of the Environment and Natural Habitats for *““creating and
managing” rural landscapes offer a more proactive approach. These include:

— protecting and consolidating the enduring landscape structures;

—restoring and reviving minor rural heritage items, gardens and ver-
nacular architecture, and making those responsible for managing these assets
aware of their importance.

— compiling an inventory of representations: paintings, etchings, lit-
erary descriptions, photographs;

— reducing visual pollution that degrades the landscape (hoardings
and signboards, overhead networks, messy building development, etc.);

— promoting the development of an art form that expresses con-
temporary landscape trends.!

1. Giorgis, Sébastien, Rural landscapes in Europe: principles for creation and management, Coun-
cil of Europe’s Steering Committee for the Conservation and Management of the Environment and
Natural Habitats, Planning and Management, Series No. 3. Council of Europe. Strasbourg, 1995.
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11.3.26 If we use the four key principles to assess the role of culture in rural
areas, the conclusions are much the same as for regional cultural planning.
The arts and culture can, and have been, put to instrumental use in rural
development; however, little has yet been done to promote the active role of
artists and cultural action in planning and development. Nevertheless, as the
example set by the Council of Europe indicates, the arts and culture can
actively and effectively contribute to the preservation and protection of rural
identity and diversity.

11.3.27 Urban and regional planning and rural regeneration have
strong environmental links and implications. They have revealed the re-
lationship between physical and cultural habitats and laid the ground for
a more comprehensive, integrated environmental policy. Some of the
most creative instances of integrated policy, making effective use of the
arts and culture, can be found in areas where damage to the physical
environment threatens every aspect of the human habitat: in the circum-
polar region of northern Europe, in Siberia, in the Austrian and Swiss
Alps, on the Mediterranean islands and among Greek and Baltic archipela-
gos. The cultural dimension of development in these regions is all too
often perceived in ethnic or folk terms (folk dance, folk music, aboriginal art,
etc.). Nevertheless they have produced more creative talent than we have
perhaps realised and introduced new themes into the mainstream of Euro-
pean arts and literature (for example innovative theatre and literature in
Siberia).

11.3.28 If we look at this “extended” environmental movement from the
perspective of the four key principles, we can see the relevance of artistic cre-
ativity and participation, especially in the peripheral, environmentally endan-
gered regions of Europe, which, together with — and also through — immi-
gration, have made a valuable contribution to European interculturalism. This
contribution owes a good deal to the stringent and often dangerous ways of
life and strong cultural identities of the peoples living in those parts of the
world. Policy makers should take into account the strong bonds between cul-
tural and physical environments and the historical and geopolitical factors
which make up today’s cultural context. It is regrettable that, although indi-
vidual agencies and campaigning groups have co-operated in various ways
from time to time, their shared interests have rarely persuaded cultural and
environmentalist movements to join forces.

11.4  Harnessing human resources

11.4.1 The role of culture in education and the formation of human capi-
tal. In recent decades, the arts have expanded their input into all kinds of edu-
cational activity: managerial training, education in the media and design,
adult education, open universities and in international exchange pro-
grammes. All this has enhanced the axis between the creative arts and their
dissemination, reception and understanding. But while the arts and culture
are recognised as a source of human capital, specialisation and professional-
isation has tended to fragment arts education and training inside the educa-
tional system and to separate them from the society at large.
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11.4.2 Primary and secondary education and professional training are sup-
posed to provide people with the knowledge and skills which will enable them
to earn a living in their adult lives. Yet many European countries share a wider
ambition to create versatile, “cultured” and well-balanced personalities. This
is especially the case in societies where primary and secondary education is
based on explicit national curricula. These usually incorporate arts education
as an articulated component of general studies which aims to familiarise
pupils with the role of the arts in society and teaches them the techniques and
skills of creative expression and artistic practice. Of course, the arts are not
the only subjects of the curricula where cultural values and knowledge are
imparted or where creativity is stimulated. Many school subjects play a part
in shaping the ideas of young people and introducing them to notions of oth-
er cultures, if not always broadening their understanding of them.

11.4.3 In recent years, the notion that the arts in schools makes a decisive
contribution to the intellectual and emotional development of individual stu-
dents, and to the formation of human capital in general, has become more
widely accepted than in the past. Moreover we can be confident of asserting
some basic facts:

—first, every individual spends his/her most formative years at school
and it matters whether or not he/she likes or dislikes the experience;

—secondly, children’s time at school leaves an imprint on their future
lives by determining their social skills and their capacity for making relation-
ships;

— thirdly, the school as a facility for independent activity and as a cul-
tural environment is at least as important as the role of teachers and teach-
ing, though the quality of that cultural environment, including the provision
of adequate facilities, may leave a lot to be desired; linking directly to artists
and arts institutions and making use of new technologies, it can become a
focus for the life of local communities;

— fourthly, economic and social pressures and expectations, mediat-
ed by parents, relatives and friends, influence students’ attitudes to learning
and their ability to respond constructively to the curriculum;

— fifthly, many of those involved in teaching arts and related subjects
are not qualified.t

11.4.4 In recent years, sociological studies of school and education have
repeatedly pointed out that European schools and tertiary education institu-
tions are under pressure to improve student performance results: perfor-
mance indicators (hours taught, students’ examination marks, drop-out rates,
graduation rates) are being used to target financial resources and parents see

1. A study by Rick Rogers, Guaranteeing an entitlement to the arts in schools, published by the
Royal Society of Arts, London, 1995, revealed that in England one-quarter of those teaching art
or English, one in five of those teaching music and half of those teaching crafts, design and tech-
nology were unqualified in those subjects.
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education as giving their children a competitive edge in their adult lives.
School managers and teachers bear the brunt, with inevitable consequences
for the school or college environment and atmosphere. The same studies sug-
gest that these performance pressures, which have built up since the 1980s,
have had damaging effects in terms of excessive competitiveness, the erosion
of social life in schools, impatience towards minorities, and a lack of aesthet-
ic and other civilising impulses in the educational environment.

11.4.5 These problems are well known to educational planners and design-
ers of curricula. Experiments and projects have been set up in search of solu-
tions in which the arts and culture often feature as a leading component. They
are often carried out with the support of — and are sometimes initiated by —
cultural and arts institutions: museums, opera houses, theatres, cultural cen-
tres, radio and television companies and the media, and companies from the
cultural industries. The school environment has also been radically affected
by the new technologies and experiments with different forms of CBET (com-
puter-based education and training) are being used to introduce the arts and
culture to students. Yet, these positive initiatives do not alter the basic premis-
es of the educational system and the economic and social conditions under
which it works. There is a need for a clear vision of the ways in which the arts
and culture can modify or temper these premises and mitigate negative con-
sequences of competitive pressures.

11.4.6 Are these factors given due weight in educational practice and do the
educational system as a whole, and school managements and teachers in par-
ticular, acknowledge the role of the arts in realising them? Recent research
tends to give both questions negative answers. In practice, the arts are a Cin-
derella of the curriculum with more attention being given to practical or
instrumental class subjects. It would seem that a fundamental reform of Euro-
pean educational systems is necessary.

11.4.7 An effective and balanced education in which the arts play an appro-
priate part is essentially concerned to promote children’s present and future
individual well being and, from an instrumental perspective, helps to improve
the calibre of human capital and to enhance the intellectual resources required
for economic, technological and social development. Human capital should
be understood, not only as knowledge, information, expertise, organisation-
al skills and physical health, but also as psychological and emotional maturi-
ty, mental health and well-developed social skills. The arts can contribute to
most if not all these elements and more besides, including moral development
(because the arts are deeply concerned with questions of values), aesthetic
development (because the arts can engage with the sensibilities of those who
come into contact with them) and personal development (for example in such
areas as observation and evaluation).t

11.4.8 The achievement of the full potential of human capital will depend
on the application of the key principles of cultural policy, creativity, diversity,

1. Robinson, Ken, “Arts education in Europe: a survey”. (Culture, creativity and the young pro-
ject). Council of Europe. Strasbourg, 1997.
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participation and identity, to the education and development of the young
person. Some argue that an education and training in the arts promote
“ordered creativity””, make it easy to accept ““new visions” and unorthodox
working methods and improve skills of communication, and encourages peo-
ple to open up “new perspectives” on a diverse and changing world. This may
well be the case, but recent research? into the relationship between artists’
training and their success in “labour markets’ suggests that the link between
education and training and these different talents is not as simple as may
appear.

11.4.9 Recent British case studies 2 indicate that the majority of artists have
undergone formal training and won appropriate qualifications. Interestingly,
though, this training does not bring its due reward, for artists with formal edu-
cational and training qualifications earn less on average than those without.
There is, however, an important caveat: for non-artistic employment, earn-
ings are raised by training and higher education in the arts.

11.4.10 These observations seem to suggest that the arts and culture pro-
duce at least two different types of human capital. The development of basic
creativity with a view to professional arts practice is less susceptible to formal
education and training than might be thought. However, those people may
gain an advantage who (perhaps with humbler motives or talents) aspire to
artistic careers, but end up in other neighbouring occupations (teaching,
research and planning, managerial positions, etc.). This may be because train-
ing in an arts discipline sensitises an individual when they work in other sec-
tors. In such cases, the links to artistic creativity provide a ““surplus’ value for
their human capital. However, though many arts graduates leave the arts to
work in other fields, it is still insufficiently clear why they do so (a serious mis-
match between training provision and employment opportunities is evident-
ly a key factor), what skills are transferable and in what ways they are trans-
ferable.

11.4.11 A similar assessment of the ““arts-induced surplus™ to human capital
can be made in respect of other established principles of cultural policy.
Artists’ professional associations do not always offer model examples of the
democratic process or participation, tending to limit diversity and the forma-
tion of multiple identities among their members. In this respect, they are quite
different from the more open networks of professionals in arts markets, gate
keepers (curators, art critics, directors, managers) and cultural and arts insti-
tutions.

11.4.12 Attempts, such the European Commission’s Arts Education and
Training Initiative, have begun to map the terrain of training needs and edu-
cational responses in European Union countries to such issues as the growth
in significance of the arts and cultural industries, changing work patterns and
the utilisation of new technologies. Elsewhere, research and training experi-

1. Cf. Ruth Towse, “The economics of artists’ labour markets™, Arts Council of England Research
report No. 3. London, 1996.

2. Towse, ibid.
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ments have substantially increased our understanding of the issues involved
in the effective — and also democratic and participatory — use of human cap-
ital which the arts and culture can encourage. It seems, however, that this
work has only reached its first stage. So far as preparation for creative
employment is concerned, practical applications in cultural policy planning,
arts administration and management of arts institutions and organisations
have yet to be fully developed.

11.4.13 Contributions of culture to minority rights, interculturalism and
combating exclusion. The parameters of cultural rights in their totality were
defined at the Helsinki Round Table in 1993 and have been concisely sum-
marised by Prakash Daswani.® Cultural rights include the rights of individuals
to:

i. choose their own culture (including the right not to belong);

ii. command other people’s respect for their own culture, its integri-
ty and its nature as a dynamic reality (including the rights of indigenous peo-
ples, other groups with distinct cultures, linguistic communities and regions
with effective cultural autonomy or legitimate aspirations to autonomy);

iii. to have equality of access to cultural supply, the cultural heritage
and other cultural resources (including legal rights and sufficient financial and
educational resources);

iv. to have equality of opportunity for active cultural participation in
majority and minority cultures, both as opportunities for creative work and
for enjoyment of its results;

v. to have the freedoms essential to creative activity, including free-
dom of expression, privacy and intellectual property rights;

vi. to participate in the planning of cultural policy, decision making
and implementation, including access by disadvantaged groups through
“affirmative action”” endorsed by democratic legislation;

vii. to benefit from the protection and development of cultures.

11.4.14 These principles depend on the concept of neminem nocet — that is,
the right to exercise one’s rights should in no way harm or restrict those of
others. However, it is this concept which is one of several reasons why cul-
tural rights are considered ““non-justiciable”, or inexpressible and unenforce-
able in law. A cultural right may cause symbolic harm in that it may offend
moral or religious convictions, which may be protected by national or religious
laws, so that no international convention could overturn them without in turn
being accused of cultural discrimination.

1. Daswani, Prakash, “Management of cultural pluralism in Europe”, a discussion document
prepared for Circle for a seminar organised by the Swedish National Commission for Unesco,
1995.
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11.4.15 Besides their relativity, it is impossible to judge individual claims of
infringement of cultural rights without a complex assessment of their signifi-
cance in terms of inter- and intra-group relations. In practice, it is hard to
imagine a court being willing to shoulder this burden.

11.4.16 This, then, is the context for an examination of the potential contri-
bution which the arts and culture make to the protection of cultural rights as
well as to more practical issues of empowerment and entitlement. We can see
that creative work should be protected by the application of certain “inalien-
able” rights — freedom of expression, access to resources, intellectual proper-
ty protection and so forth. However, artists, in search of new ideas and images,
frequently trespass against prevailing laws and customs. In other words, they
set out future moral options which expose the provisionality of today’s stan-
dards and so undermine efforts to “legislate” on cultural rights. Works of art
(even when created by members of oppressed groups) can subvert contempo-
rary attempts to expand participation and rights to identity in much the same
way. Creative diversity is often diversity for the future, not for the present.

11.4.17 This is not to contradict the concept of cultural rights, nor the capac-
ity of the arts to entitle and empower people. It merely lifts the responsibility
for implementing them from artists’ shoulders and extends their rights
beyond the limits set by prevailing social standards. The task of dealing with
contemporary obligations — including the additional obligation to understand
the “special” role of the arts and culture — belongs to those groups which
assert the values of different cultures and their related rights in international
debate and which take protective action through national legislation and
international agreements and conventions.

11.4.18 The fact that it is difficult, or even impossible, to legislate for the pro-
tection of cultural rights nationally or internationally does not absolve Euro-
pean authorities from the duty to take urgent action. Earlier in this chapter,
we reviewed the importance of the environment — physical and cultural, his-
torical and contemporary. The capacity of individuals and groups to create,
participate, be different and develop multiple identities does not only depend
on the resources at their disposal, but also on their cultural roots and today’s
conditions. Efforts to empower and entitle those who are disenfranchised will
surely fail if they do not take into account the complex interactions between
individual and group needs, the context in which they operate and alterna-
tive ways of providing access to cultural resources and supply. And, as we can
see in relation to the cultural problems of the Sami people, modern society
brings its own consequences which make empowering and entitling more dif-
ficult: “The Sami people and society have become more self-confident and
the dimensions of the social problems witnessed in other regions are not there
[...] there are [however] byproducts of this process of change which the Sami
haven’t fully recognised. [Among these are] new mechanisms of social and
cultural differentiations. Gender, generation and socio-economic status have
greater impact nowadays on individuals [...] and there is no longer one set of
norms that can serve as a guide in their striving for the ‘good life’. There are
many competing ones. The question of lifestyle choices [has] become linked
to a debate over what kind of lifestyle elements you can combine with the
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fact that you are a Sami. Nobody asks a punk or rocker their Norwegian iden-
tity, but you can be sure that they’ll do that with one from a Sami township.”’1

11.4.19 We have emphasised the value of minority groups as a source of new
and exceptional human capital, although it is often untapped or unscrupu-
lously exploited for ideological or commercial purposes by dominant, main-
stream interests. The quotation above illustrates the fact that minority groups
have their own difficulties in adjusting to old traditions, values and social and
occupational practices to the demands of life today, changing work patterns
and transformed lifestyles. Cultural autonomy and financial support from
national or supranational authorities are important, but experience in central,
eastern and western Europe suggest that they do not suffice, nor are these
problems solved by lip service to internal democracy and open debate. Exter-
nal intervention, however well meaning, unless well designed and sensitive-
ly handled, can corrode the intricate mechanisms which all cultures have for
adjusting to outside pressures and for explaining these adjustments to its
members so that they can transmit renewed traditions and practices to future
generations. A deep understanding of one’s own language and the artistic
value of one’s own culture lie at the heart of these mechanisms and it seems
imperative that the group itself, not external experts or anthropologists, takes
on the task of generating this reflexive understanding.

11.5 Conclusions

11.5.1 In this chapter we have examined in selected policy areas the extent
and the manner in which the arts and culture contribute to development. We
have looked at their different roles, which can vary from independent active
participation to that of a semi-autonomous instrument or passive resource at
the hand of market forces or social planning. A key issue has been whether
the use of the arts and culture has been motivated mainly by a short term
view of “immediate instrumentality” or whether their legacy value, their con-
tribution to the heritage and the intellectual resources of future generations,
has been sufficiently taken into account.

11.5.2 The long standing opinion that the arts and culture have an impor-
tant role to play in overall economic, social and political development has
been amply confirmed by our analysis. The developmentalist starting point
and the application of the four key principles of cultural policy have refined it
and given it new multiple meanings.

11.5.3 Our examination of the aggregate economic and employment
effects and the contribution to the information society has indicated the
extent to which the arts and culture are seen as a ““free factor of production”
in modern economic processes. Artists and creators in related professions
have an active role as independent producers, product designers and experi-
menters and highly trained employees or managers of cultural, arts and oth-
er institutions.

1. Stordahl, Vigdis, “Identity and Saminess, expressing world view and nation”, Dieduet No. 1,
1994. Quoted by Daswani, op. cit.
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11.5.4 The principles of creativity, diversity, participation and identity
proved to be somewhat weak criteria of assessment in these areas; however,
they offer a counterbalance to purely economic considerations and provide a
basis for overall policy planning. They are chiefly useful for suggesting gen-
eral policy directions when setting objectives and organising public subsidy,
but less so when determining tightly targeted policies or in organising inter-
sectoral policy co-ordination. Even more problematically, the principles, espe-
cially in difficult economic circumstances, can lead to a bifurcation of policy
and development. Popular and economically significant artistic and cultural
production receives special treatment as part and parcel of economic and
trade policies. Those which are less so can suffer from a “ghetto effect”, due
to isolation and the everyday struggle for survival. To avoid these dangers, we
need to add two additional principles:

— public policy should always give a high priority to the core areas of
artistic creativity;

— intersectoral policy co-ordination should be enhanced with a view
to maintaining cultural diversity in the long term.

11.5.5 We found that leisure and tourism are fields where powerful struc-
tural changes are taking place and our assessment of their role in terms of the
four principles produces predictable results. The arts and culture — and, more
especially, cultural heritage — are seen mainly in an instrumental, commercial
role. However, the picture changed when the analysis focused on some crit-
ical counterforces: culture-oriented city planning, the defence of rural areas
and the need for a new ““expanded environmentalism™.

11.5.6 In the case of urban planning, the application of the four principles
provided some clear results. The instrumental use of the arts and culture for
economic and social purposes was in contrast with initiatives set in motion by
autonomous artists’ communities and the voluntary activities of citizens pro-
tecting their own cities and neighbourhoods as their own “closed” cultural
environments. So far as the protection of cultural environments in general are
concerned, and rural areas in particular, it was clear that identity and creativ-
ity depend largely on the interaction between the historical physical, and the
modern cultural environment — as well as access to appropriate artistic and
cultural means.

11.5.7 In all these fields, there are new ways by which people can use the
arts and culture to enhance their knowledge and understanding of their envi-
ronment, conditions, interests and values. The key principles could usefully be
augmented by the following:

— the promotion of autonomous reflective action by artists, their
communities and citizens in favour of the living cultural environment;

— the advocacy of a new integrated perception of the physical and
cultural environment as a source of creativity and cultural action.
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11.5.8 The next assessment supported the idea that the arts and culture
encourage the formation of human capital. However, the contribution of arts
education was by no means self-evident. Its successful delivery is sensitive to
pressures caused by economic and social expectations and the school envi-
ronment, which can reinforce or undermine its effects. Further analysis sug-
gested that the much advertised “arts-induced surplus” to human capital
does not stem from core creative activities, but is a result of the interaction
between this core and people learning from, and working for, the arts and
culture.

11.5.9 The question of empowering and entitling minority and other disad-
vantaged groups was examined in the context of cultural rights. The familiar
problem of cultural relativity in developing instruments to protect cultural
rights was duly noted and we hinted at limits to what the arts and culture can
contribute to their development. The arts, as an activity which creates future
options, tends to expose the relativity of contemporary moral standards and
may even undermine attempts to legislate cultural rights. This does not, of
course, diminish the importance of cultural rights and the practical work
which artists and cultural and arts institutions can do to entitle and empow-
er disadvantaged groups. It was also noted that this work (as is the case with
all work in this field) has to be based on a thorough analysis of the complex
interactive effects of individual and group needs, the context (the cultural and
physical environment) and alternative ways of providing access to cultural
resources and supply.

11.5.10 What can be said then, on the basis of these findings, of the respon-
sibility for “managing” the various roles of the arts and culture in develop-
mental processes in general, and how do we determine the legitimate role of
public intervention in particular? The task of artists and the arts communities
cannot easily be overstated. Creators do not need external standards and lim-
its — except as challenges to overcome. However, a responsibility does attach
to those who are in close contact with the arts world and benefit from it in
terms of accumulating understanding and knowledge as “personal human
capital” and are in a position to mediate creative ideas and new visions to
society at large. This responsibility can be realised in different arenas — the
non-profit sector, small cultural industry enterprises, the media, cultural and
arts networks and the management of cultural and arts institutions.

11.5.11 Anintegrated approach to the protection of the cultural environment
and cultural rights, inspired by a broad idea of “human ecology”, sets new
obligations for cultural researchers and statisticians. There is an urgent need
to monitor and comprehend the complex and ephemeral phenomena
involved.

11.5.12 All these considerations, which reach beyond the traditional confines
of cultural policy and a narrow interpretation of the four key principles, leads
us to question the role of central authorities and the hierarchical structures of
public intervention. The desirability of intersectoral co-ordination, bringing
together the different policies of ministries and agencies, has been stressed a
number of times during this report. But, by itself, that is not enough, for there
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is a danger that the state, together with economic interests, while apparent-
ly giving a high priority to the arts and culture, will in practice continue to
leave them in a marginal position, as no more than a factor of production or
as emblematic events to encourage the ideals of cohesion and identity.

11.5.13 We have identified fields where well-planned public intervention can
bring the arts and culture to the forefront of human development. As such,
we have singled out urban planning, the maintenance and defence of the cul-
tural environment, arts education, the formation of human capital and the
promotion of cultural rights. We have observed that the efforts of national
and international authorities ““to take into account the cultural dimension of
development” tend to fail if they are not supported by the work of indepen-
dent agencies in the field of urban and regional cultural planning, the activi-
ties of “third sector” associations and the active involvement of artistic com-
munities and individual citizens.

11.5.14 This is not to say that governments should abdicate their role in the
interaction between culture and development. On the contrary, in fact, they
should no longer seek to control the details of policy implementation, but to
superintend strategic planning inside a flexible and generally accepted frame-
work. Such a framework can still rest, but with the modifications indicated
above, on the traditional pillars of cultural policy — the promotion of creativ-
ity, diversity, identity and participation.
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12 Towards a new policy agenda

“When [ first attended the Council of Culture Ministers in 1993 [...]
people were saying that when economic growth came back we
could talk about cultural projects again. | said that it is precisely
when you have stagnation in the economy, when you can’t create
jobs in the old way, when people are being attacked by racism — that
is the time when you should be investing in culture because you are
then investing in tolerance, you’re investing in diversity, you're
investing in creativity and in imagination.”

Michael D. Higgins, Minister for Arts, Culture and Gaeltacht, Eire!

12.1  Cultural policy: an imprecise art

12.1.1 We are approaching the end of our journey, which opened with a
discussion of the four key principles which have guided cultural policy — sup-
port for cultural identity, for cultural diversity, for creativity and for participa-
tion in cultural life — and gave an account of how they been applied in the
post-war decades (Chapters 3 and 4). We went on to describe the changing
context in which cultural policies functioned (Chapters 5 to 8) and the trans-
formations which the arts and media have undergone (Chapter 9). Through
different scenarios, we continued our narrative into the future and attempt-
ed to chart some of the options and challenges facing policy makers (Chap-
ter 10). Our next step in Chapter 11 was to venture on the difficult task of
showing, in practical ways, how culture can impact on development. Even
here, we adhered to the four key principles as a framework for debate and in
the context of sustainable development.

12.1.2 However, as we wrote the report, it began to look as if the principles,
in the light of their patchy record, were not altogether reliable guides to
policy. How successfully have they been put into practice and how appropri-
ate are they to today’s circumstances? Important as they may be, they leave
an impression, in their basic formulation, that cultural planning is more
straightforward than it really is. In practice, policy makers are confronted with
a range of dilemmas and contradictions. If one desirable objective is to be
attained, it may be at the expense of another. Awkward choices have to be
made, not in the sense that they are necessarily contentious or unpopular —
but simply that there may be no ““correct” solution at all to any given prob-
lem.

12.1.3 The application of the four principles at national, regional and local
levels has met with mixed fortunes. There is no question that state-support-

1. Higgins, Michael D., quoted in Naughton, John, “A breath of fresh air”’, the Observer news-
paper, London, December 1995.
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ed culture has been a powerful promoter of cultural identity; Finland is a locus
classicus, having used the arts, and especially architecture, design, opera and
contemporary music, from the 1950s onwards in an ambitious project to
rebuild a national consciousness after the war. Similar attempts have been
made in more recent years by some of the new democracies, though lack of
resources and other factors appear to have rendered these less successful.
Resurgent regions and cities across the continent have invested heavily in cul-
ture and the heritage as an effective means of advancing their interests. But
it is not so certain that Europe-wide and national attempts to protect audio-
visual industries have attained their objects.

12.1.4 More to the point, events have moved on. Today’s new individual-
ism means that many people move at will among a wide variety of identities,
finding themselves more at ease with global culture than pleases national pol-
icy makers and, at the same time, but without any sense of contradiction,
delighting in the satisfactions of locality and regionality. An exclusive and
monolithic approach to cultural identity no longer reflects (if it ever really did)
the values of modern European society, which is more accurately seen as a
““culture of cultures”, both in terms of the composition of its population and
its openness to international influences.

12.1.5 The picture as regards cultural diversity is also uneven. While Scan-
dinavia has done a great deal to foster the cultural interests of its indigenous
minorities, the situation in central and eastern Europe is not nearly so posi-
tive. Policies of decentralisation and the protection of minorities, to the extent
that they exist, are not being implemented with conviction. In western
Europe, the encouragement of indigenous cultures is less of an issue (with
notable exceptions) than that of non-European cultures, where appropriate
policies have come late in the day and have tended to offer access to “white”
arts structures rather than to enable the creation of self-governing, fully
empowered non-European ones.

12.1.6 Moreover, there is a contradiction at the heart of the concept
of diversity and its celebration should mean more than the tolerant, or
even enthusiastic, acceptance of multicultural variousness. It is true that
communities have the right to express their own particularities without
discrimination and that much more remains to be done if that right is to
be freely expressed. But no community is an island; the gathering con-
sensus on individual rights — to democracy, freedom of expression and
equality of opportunity — necessarily takes precedence over cultural,
social and political traditions if they conflict with them. Diversity is a quality
which marks out individuals, as they engage with the multiple, often
conflicting values on offer in today’s moral markets and with the kaleidoscope
of information now available to most people, rather than it does groups.
The management of information and censorship has become a burning
guestion as some politicians and social groups seek to protect their tradition-
al moral standards in the face of the apparently indefeasible anarchy of
the Internet. Controls are inevitable and will attract popular consent, but must
be applied with a light touch if they are to have a chance of being imple-
mented.
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12.1.7 The proliferation of state-supported arts infrastructures has con-
tributed to an expansion of opportunity for artists (whether interpreters, such
as actors or singers, or original creators). The growth of mass electronic cul-
ture has brought similar benefits. However, in some countries support for the
production of new work in the subsidised sector is weak and certain groups
still suffer disadvantage (women in the performing and visual arts, for exam-
ple, or disabled people).

12.1.8 Creativity is not just the prerogative of the professional artist.
Through mechanical and electronic reproduction most Europeans live in a dai-
ly world permeated by cultural representations of one kind or another —
books, music, broadcasting, lifestyle-creating fashion and graphic design.
There has been a massive increase in the number of cultural producers. Pub-
lic policy makers are faced with a number of dilemmas: first, how to prioritise
effectively the arts and related activities in formal and adult education in a
way that would enable everyone to use mass culture creatively and to train
those who will enter the cultural professions; secondly, how to design new
communications infrastructures, both nationally and internationally, in a way
that ensures for all creators and independent audiovisual producers a fair
access to traditional “broadcast” and modern digitised and interactive *““nar-
rowcast” distribution, and to ensure the protection of their intellectual prop-
erty rights as well as the “nursing” of new generations of creative talent.

12.1.9 In addition, the act of consumption — not just of cultural, but of all
goods and services — is rightly seen to be more of an active than a passive
process. It often approaches being a creative act in itself. The encouragement
of participation was once understood only to entail people’s direct involve-
ment in the artistic process, conventionally defined, and the expansion of
audiences for the performing arts and for art exhibitions. However, new
methods are called for in today’s consumer society, dominated as it is by a
mass electronic media which is being transformed by the advent of interac-
tive digitised and computer-mediated communications and the multimedia .
This opens new avenues for popular participation, but also calls for new
methods for maintaining pluralism both in supply and demand. Inevitably, the
steady flow of new applications and products reinforces inequalities, which
public policy measures will need to address. Key issues for the future are uni-
versal access to the equipment and skills needed to make the most of the new
technologies and participation in what one might call the political life of cul-
ture, not only through elected representatives but by individuals and self-gov-
erning associations and interest groups; secondly, to involve young people in
the selective and reflective use of the information provided.

12.1.10 Public investment in the arts has not significantly extended the social
reach of consumers or participants, although it has increased their number in
absolute terms. However, the amateur arts continue to attract many millions
of practitioners without much state intervention, although the impact of mul-
timedia in the home seems likely to reduce involvement in such participatory
activities too (though it may lead to enhanced participation in new audiovi-
sual processes). The uneven spread of direct cultural participation is a serious
failure of public policy.
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12.1.11 Overarching and underpinning the principles is the issue of cultural
rights. The relentless escalation of ethnic conflicts, increased intolerance
and discrimination, the re-emergence of extremist political movements
and senseless terrorism, and the persecution of writers and intellectuals
reinforce the urgency of an effective policy response. Unfortunately it is
not at all clear that the labours of the international agencies to assert cultur-
al rights have been fruitful. Indeed it could be argued that national govern-
ments only act when they wish to do so and not in response to general reso-
lutions passed in Strasbourg or New York. True, progress has been made in
expanding the traditional concept of freedoms, including cultural rights, yet
this has little correspondence in political and legal practice. Unlike the exten-
sive corpus of conventions and agreements on human rights, cultural rights
are still in the casting mould. Cultural rights and the value commitments their
implementation presupposes have remained in the European realpolitik for
too long as empty words. The proposal of the World Report on Culture and
Development to create a system to monitor, implement and adjudicate on
cultural rights is admirable, though it will not be easy to deal with culture-
bound interpretations of cultural rights in different parts of the globe. From
the European perspective the development of effective instruments and bet-
ter co-ordination of the present valiant, but often disparate, efforts in this field
by the Council of Europe, Unesco, OSCE and the European Union calls for
address.

12.1.12 If we are to update or refine the four principles, it would be worth
bearing in mind the suggestions made in the previous chapter which sought
to explore the dynamics of the relation between culture and overall develop-
ment. That is, public policy should always give a high priority to the core areas
of artistic creativity; intersectoral policy co-ordination should be enhanced
with a view to maintaining cultural diversity in the long term; the promotion
of autonomous reflective action by artists, their communities and citizens in
favour of the living cultural environment and the advocacy of a new inte-
grated perception of the physical and cultural environment as a source of cre-
ativity and cultural action should be encouraged. In other words, closer atten-
tion should be paid to energising the interface between cultural (and
especially creative and artistic) activity and the larger world of social and eco-
nomic movements. We must refocus the four principles so that, rather than
being stand-alone aspirations, they are translated into the practical “politics™
of interdependence.

12.1.13 Although as ideals they are admirable and few would argue that they
are not worth pursuing, they do not explicitly recognise the intimate connec-
tions, charted by this report, between larger social, economic and political
activity and the arts and culture. This recognition should not be understood
to reduce the arts to a purely instrumental role. Indeed there is a need for a
consistent theory of cultural policy which accepts the limits to which the
instrumental uses of culture can be applied without endangering it. It is, in
fact, their intrinsic value as sources of creativity and intellectual resources that
allows them so powerful an effect on the world they recreate, comment on
or criticise.
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12.1.14 Unless and until this is recognised, it is questionable whether cultur-
al policies will be capable of addressing the major challenges which confront
policy makers as they plan for the next century, which include:

— reforming the governance of culture;
— achieving a social consensus;
— mobilising human resources;

— managing the cultural dimension and impact of the communica-
tions revolution;

— ensuring opportunities for creative employment;

—recognising the new dynamics of international exchange and coop-
eration;

— using culture as a lever for greater social cohesion in Europe.

12.1.15 Refocusing cultural policies. To begin to respond to these challenges
will call for a fundamental review of cultural policies at all levels. Yet all too
often, insufficient attention is paid by governments or their agencies to a clear
definition of basic policy premises, the grounds for public intervention and the
subsequent setting of clearly defined policy directions and strategies for their
implementation. Policies in some European countries may be characterised by
the absence of clearly articulated goals. They often give the impression of
being governed by custom and practice or are unnecessarily obtuse. Else-
where they may be locked into a rigid legislative straitjacket which discour-
ages flexibility and makes their reorientation more difficult. Sometimes cul-
tural responsibilities are insufficiently delineated between the different tiers of
policy making and policies are fragmented as a result, as well as artificially iso-
lated from other sectors (ironically, in one sense, the perfectly sound concept
of subsidiarity has tended to work against the best interests of culture by lim-
iting the introduction of systematic and integrated policy programmes and
measures).

12.1.16 In instances where goals are set, they are often less explicit than is
desirable or the means to their attainment are vague, the resources for their
realisation quite inadequate and mechanisms for evaluation weak. Where
policies do focus on means, they may be a substitute for real action. Some
countries focus on fulfilling short-term political goals, lacking deeper insights
into the complex and multiple role of the arts and culture in development.
Moreover, the imperative to achieve rapid solutions to issues has led to a sit-
uation where policies are not given enough time to be tested by the event
before they are changed.

12.1.17 Of course, cultural goals cannot be devised in isolation. They must

take into account the wider context in which they are set. They must address
the power of the media and communications industries, acknowledging the
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relative impotence of governments and supranational authorities to reverse
the general trend of development. They should come to terms with the wide-
spread questioning of what used to be common values in ways that will offer
an ethical framework and promote a consensus of tolerance. Media, heritage
and arts policies need to be considered in an integrated manner and be close-
ly linked to educational polices. This requires a fundamental re-examination
of delivery mechanisms, for although national and regional civil servants and
their international agency counterparts may labour with the utmost dedica-
tion, they often work in hierarchical departments and are neither encouraged
nor equipped to think and work in new horizontal or cross-departmental
ways.

12.1.18 Expressing the need in general terms for more rational, coherent and
comprehensive approaches to cultural policy making should not blind us to a
crucial issue: what policy makers at all levels consider to be the extent and
appropriate form of public intervention. This is a political decision. However,
ultimately it is political will that will determine objective setting, resource allo-
cation and the desired effects. Of course, this does not prevent the assess-
ment of the real impacts of policy and the extent to which it advances culture
and development.

12.1.19 It has been put to us that there is a crisis of policies in Europe today.
There may be some truth in this, but it may be equally, if not more, true that
there is a crisis of solutions. Politicians and policy makers are in a unique posi-
tion to provide a sense of direction and a vision for the future, elaborating
cultural values at a time of fundamental change. All too often, though, it is
vision which is lacking. In some instances there is also an absence of what
might be termed “collective memory™, the effect of which is a tendency to
“reinvent the wheel” or to “rediscover” and repackage failed policies of the
past as “new” ideas.

12.1.20 It is essential to address these issues and to build models for new,
more focused, and better co-ordinated policies, not least to respond to the
requests of the new democracies of central and eastern Europe, which are
searching for guidance on how best to reconstruct their cultural policy-mak-
ing and administrative structures. Policy makers would do well to remember
that this is a learning exercise for all countries.

12.2  New foundations for cultural policy

12.2.1 At the outset we indicated that the task force was under no illusion
about the difficult challenge it had been given. We were asked to produce an
analysis based on trend data which in many areas is not readily available. We
were asked to produce a policy-oriented report which would resolve policy
dilemmas that had frustrated policy makers for decades. We were asked to
look for European solutions when there is not a single Europe. But perhaps
the thinking at intergovernmental level is flawed. We can identify some broad
trends, but the impact these trends will have will differ from country to coun-
try. The way transformation processes are experienced and policy responses
developed will reflect national, regional and even local circumstances. It is
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much easier to speak of clusters of countries in Europe. There are disparities
between Nordic and Mediterranean countries and between eastern and west-
ern Europe, but even here it is easy to lapse into generalisations that recog-
nise the convergence of policy approaches — but not the differences that exist.
All we can do is identify some signposts derived from an analysis of the cur-
rent and potential situation of arts and development in their European and
global context.

12.2.2 The enduring vitality of the arts in Europe makes us more confident
of asserting that if we want artists and cultural institutions to stand at the
crossroads of a vibrant, culturally diverse life, we need a new development
paradigm that places culture at its heart. Cultural issues, as the World Com-
mission argued, must be realigned within the mainstream development dis-
course. This will entail a fundamental shift in the political and public con-
sciousness of what culture and development mean. It will necessitate the
mobilisation of the creative energies within society as a whole to gain the
political high ground. We can make a start by fully involving culture in the
planning process at different levels of government. Cultural policy makers
need to influence decisions taken nationally, regionally and locally in today’s
complex decision-making environment. A cultural planning approach would
enable policy makers to think strategically about the application of cultural
resources to a wide range of public authority responsibilities and thereby
exploit potential synergies and development opportunities. Inevitably, such
an approach would necessitate a reassessment of many of the assumptions
on which the policy process is driven currently. Of course, there is nothing
new in this idea. However, it is rarely acted on. Moreover, the debate on cul-
tural planning has primarily focused on its contribution to urban regeneration
at local level, whereas it is equally relevant, surely, to regional, national and
supranational policies. Cultural policies do not connect. Until they are inte-
grated, culture will continue to risk marginalisation.

12.2.3 An overall strategy for cultural development will necessarily be
couched in broad terms. Policy makers will need to translate it into specialist
plans for the individual art forms and heritage industries. The state of music,
drama, dance, museums, the visual arts and the rest varies from country to
country. It is beyond the scope of this report, which can attempt no more than
an overview of European culture, to accommodate these inevitable specifici-
ties in its pages, but the work needs to be done.

12.2.4 There is no question in our minds that public policies should con-
tribute to freedom of expression, not simply in theory but in daily life, in ways
that will guarantee and make feasible imaginative explorations of contempo-
rary social conditions, facilitate European diversity, create opportunities for
the media, arts and cultural institutions and individuals to express themselves
creatively and to participate openly and without hindrance in public debate.
Any policy framework, therefore, has to ensure that artists and their works
flourish as a dynamic, challenging and independent force in society, stimulat-
ing a lively interplay between the arts, sciences and technology and enabling
culture to set its mark on all sections of society. We cannot imagine a Europe
without culture and without the contribution of the artist.
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12.2.5 We welcome the approach used by the World Commission to broad-
en the policy debate on culture through an analysis of its relationship to devel-
opment. The title of our report reflects the fact that cultural policies in Europe
today and tomorrow need to be considered from a new point of departure.
We have attempted to analyse cultural policies to establish whether public
intervention, currently, is sufficiently responsive to cultural and developmen-
tal needs and trends. We have attempted to chart the context for cultural
development and to assess whether the widely accepted key principles of cul-
tural policies take sufficient account of sustainable development and whether
they will stand us in good stead for future years. We believe they can, but only
if they are refocussed to acknowledge their interconnectedness with other poli-
cy domains. Given the time and resources at our disposal we do not pretend
that our assessment is either comprehensive or infallible. Nevertheless, we
hope that this report, and the suggestions for a new policy agenda that fol-
low, will be a useful contribution to a debate that we believe should continue.

12.3  Cultural governance: in from the margins

12.3.1 Although culture appears to have been ascending the political agen-
da in some countries, cultural policy remains obstinately in the sphere of low
priority politics in others and this is often reflected both in the level of resources
it is accorded and in the status of the ministers, ministries and civil servants
who oversee it. To the extent that culture has gained in visibility in recent
years, itis due more to its perceived contribution to the economy and employ-
ment and to identity building or image creation than it is for its considerable
importance as a vector for human capital, creativity, empowerment and con-
fidence building. We need to adjust the balance and find an appropriate place
for the arts and culture in governance. This is not simply an issue of structur-
al mechanisms that are applied, but a fundamental review of the principles
that drive policies and the reformulation of objectives. Sustainable develop-
ment presupposes that optimal use and regeneration of intellectual resources
and human capital provided by the arts will be the focus of attention.

12.3.2 Repositioning culture at the heart of decision-making. Bearing in
mind the intricate inter-relationship between culture and other aspects of
social and economic life, we believe that ministers and policy makers will
remain largely powerless to influence cultural change until culture is reposi-
tioned at the heart of the decision-making process. This implies a fundamen-
tal shift in the prevailing priorities and ethos of political and administrative
practices. Nevertheless, in our view, practical arrangements for interminister-
ial and intersectoral collaboration will be necessary at all levels if governments
are to take account of the cultural implications of decisions and give some pri-
ority to the cultural dimension and quality of life. This becomes increasingly
important as the interfaces between the arts and culture and areas such as
communications expand the traditional scope of cultural policy. But this may
not be enough. There is also a need for “diagonal’ co-operation, especially
interactive planning processes involving artists and others.

12.3.3 Respecting subsidiarity and ensuring coherence in decision-making.
Acknowledging the need to take decisions as close as possible to those who
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will be affected by them, it is especially important that the principle of sub-
sidiarity gains more concrete recognition in defining the relationship between
national and supranational decision making on the one hand and national,
regional and local tiers of government on the other. Regional and local
authorities should be given the responsibility to establish comprehensive cul-
tural strategies linked to their programmes of planning, economic, social, and
educational development. However, as a matter of principle, the delegation
of cultural responsibilities by governments should be accompanied by the
transfer of appropriate financial resources. Obviously, care needs to be taken
to ensure coherence and balance between national priorities and regional and
local concerns. Where there are overlapping competencies, there may also be
advantage in national governments restricting themselves to a high level
strategic role. Moreover, national cultural strategies should only be prepared
after comprehensive discussion with lower tiers of government and the arts
communities. An important principle is at stake here. Subsidiarity is not con-
ceived as the administrative delegation of power only; it must also be seen as
a principle of self-determination, which presupposes the active participation
of citizens at all levels of decision making.

12.3.4 Monitoring culture and development. Cultural studies and informa-
tion systems for analysing and monitoring the development of the arts and
culture have traditionally suffered from self-imposed isolation. Culture was
seen as a unique sector, mainly supported by society and public authorities
for its intrinsic value. Recent studies have usefully emphasised the economic
importance of the arts, but there is now a danger that the pendulum has
swung too far in the other direction and the specificity, aesthetics and role of
the arts in society will be neglected. The way forward is to broaden our under-
standing of the function of the arts as a source of creativity, empowerment
and “human capital” and devise monitoring systems which more accurately
register this, so that it would be possible to achieve more effective targeting
of public financing and investment; at the same time we must not lose sight
of the fact that the arts and culture have their own values which do not always
serve other purposes. We recommend that European cultural research and
work on developing cultural indicators be intensified and that, in this con-
nection, the model offered by the UNDP Human development reports and
the experience gained from the European Programme of National Policy
Reviews — including those emerging from eastern and central Europe — be tak-
en into account. The World Commission’s proposals to produce an Annual
Report on Culture and Development (or one on a regular basis) may also
prove to be helpful in this respect.

12.3.5 The case for public expenditure. We recognise that public expendi-
ture budgets are likely to be under severe pressure for the foreseeable future.
However, we believe that cultural subsidies are socially and economically use-
ful and that spending levels should rise, or at least remain stable. Indeed, we
argue that culture is even more important at times of economic difficulty.
While we acknowledge the financial constraints under which governments
operate, it may be cheaper in the long run to invest in culture as a means of
underpinning the quality of life of Europe’s citizens than to have to spend
large amounts of money later to redress societal ills that flow from unem-
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ployment, urban and rural decline and social exclusion. Instead of “special”
pleading for culture in the competition for funds with other government
spending departments, we need a new climate of understanding in which cul-
tural goals are seen as an integral part of the common objectives of gover-
nance. At the same time, it behoves cultural decision makers and administra-
tors to make sure that such moneys as are available are carefully focused and
flexibly deployed to achieve maximum value for money. This suggests the
need for periodic review of cultural policies by governments to assess the
extent to which the objectives they have (or should have) set are being met.

12.3.6 Rebalancing support for institutional and non-institutional creativ-
ity. Support for culture is invariably wedded to history: the legacy of arts insti-
tutions and buildings which have been inherited by post-war governments or
encouraged and developed by them in the years since. The infrastructure of
buildings and building-based institutions now absorbs most of the resources
set aside by governments or their agencies for culture, and the ability of gov-
ernments to sustain this is seriously in question, not only in central and east-
ern Europe where the problems are acute, but in much of western Europe as
well. Inevitably, individual creativity and innovation suffers. Not all creativity
goes on in institutions, even though many creative people end up working
for them. If the intention is to leave a creative legacy for the future, govern-
ments would be wise to review the balance between resource allocations for
cultural institutions and the infrastructure and that for non-institutional cre-
ativity.

12.3.7 New sources of funding. The economic recession is making it more
difficult to obtain business sponsorship than a few years ago, although there
are some exceptions to the general picture. Other avenues will have to be
explored. Policy makers and administrators will have to think creatively about
fund raising. We consider that they could include: first, finding “new”” forms
of public support — for example, through hypothecated tourism taxes or
through “planning gain” (that is where public authorities give planning rights
for commercial building developments on condition that the developer offers
something in return, such as an art gallery, museum or theatre as part of a
shopping complex); secondly, through strategic alliances between the public
and private sectors (for example the shopping arcade/restaurant complex at
the Louvre Museum in Paris).

12.3.8 Peer group evaluation without circularity of advantage. The auton-
omy of culture, especially of artistic activity, is a precondition for creativity,
innovation and the steady growth of knowledge. Some countries administer
culture “at arm’s length” by delegating their authority to intermediary bod-
ies, such as arts councils, and many use peer groups of fellow artists and
experts to assess standards and results. In recent years this approach has been
guestioned. It has been pointed out to us that both the arm’s length principle
and peer group evaluation can be undermined by political or other pressures.
Such pressures are not confined to governments. Our attention has been
drawn to instances where groups of artists are considered to have “closed
off”” access to decision makers through a virtual monopoly of influence. Self-
perpetuating cliques are no less dangerous if they are made up of artists rather
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than bureaucrats subject to political pressure and lobbying. Nevertheless, for
all its faults, we believe that peer group assessment remains the best of the
available options to ensure well informed and artistically sound decisions.
However, governments, or their chosen intermediaries, should ensure that
decision making processes are regularly reviewed to ensure there is no circu-
larity of advantage. The post-communist countries would be wise to develop
their own arm’s length mechanisms to suit their own traditions and circum-
stances, rather than copy western models. However, it is important to under-
stand that arm’s length mechanisms presuppose active arts organisations and
associations, and policies in these countries need to focus on promoting their
creation.

12.3.9 Independence and accountability. We consider that arts institutions
should be given as much artistic, managerial and financial independence from
governmental control as is consistent with public accountability. Our atten-
tion has been drawn to instances where governments or funding authorities
exercise controls too rigidly, leaving little scope or incentive for arts institu-
tions to manage their affairs effectively as well as efficiently. Public account-
ability and control is best exercised ex ante and ex post rather than by inter-
vention in the details of day-to-day management. Aims and means should be
properly defined and agreed in advance between funding authorities and
subsidised organisations; evaluation criteria should be adopted, and the level
of public subsidy should be related to the extent to which the subsidised
organisations meet their objectives. We recognise that, to avoid goal conflicts,
a balance needs to be struck between artistic ambitions and the legitimate
demands of funders. The essential point is that the rules of accountability
should not dictate an organisation’s artistic objectives, but enable them to be
expressed freely.

12.3.10 A new basis for partnerships with commerce. The greater involve-
ment of the business sector in sponsoring the arts in recent years has provid-
ed a useful additional source of income for the cultural sector, though not one
that is likely to replace the need for public subventions. At the risk of appear-
ing to be patronising, there is some indication of attitudinal change in the
business sector, which perhaps reflects greater sensitivity and understanding
of the role industry and commerce can play in meeting cultural concerns and
community aspirations, rather than being driven solely by marketing oppor-
tunities. It is uncertain whether this heralds a significant shift in the relation-
ship between sponsor and recipient, but it is encouraging to note that while
circumstances have forced the arts sector in many parts of Europe to learn
business culture, industry and commerce may be beginning to recognise that
it, in turn, can learn from the creative skills of the cultural sector. This deserves
to be monitored.

12.4 A social and civil contract with Europe’s citizens

12.4.1 Civil society is an intrinsic component of today’s democratic, market-
driven societies. To prevent infringements of human rights, the balance
between the state and the individual needs to be carefully set and the role of
major corporations monitored and controlled; the laws and regulations which

275



In from the margins

define these matters are what we mean by a ““social contract™. Culture can
make a major contribution to a tolerant and diverse community, partly
through the intrinsic value of creative activity and partly through the inde-
pendent voluntary associations to which it gives rise and which are the build-
ing blocks of civil society.

12.4.2 Safeguarding cultural rights and freedoms. Xenophobia and intoler-
ance are the greatest threats to stability in Europe today and are likely to
remain so for the foreseeable future. The preconditions for a democratic and
civilised Europe in the twenty first century must include freedom to identify
with the cultural and linguistic communities of one’s choice, to have the free-
dom to engage in cultural activity and the right to be taught one’s own cul-
ture and language, while respecting the diversity of other cultures. Some of
these rights are already enshrined in conventions, but need to be fully applied.
There is also a strong case in our opinion for the addition of a protocol on the
recognition of cultural rights to the European Convention for the Protection
of Human Rights and Fundamental Freedoms. However, we recognise the
difficulties some governments have in agreeing standard-setting instruments
in this sector and for this reason we commend the work being undertaken on
preparing a European Declaration on Cultural Rights. The obligations of such
a declaration should be promoted and publicised widely by the Council of
Europe so that the people of Europe are fully aware of the principles to which
their governments subscribe and can judge how far they are transformed into
specific policies. Without concrete action such declarations are rendered
meaningless.

12.4.3 Ensuring linguistic diversity. The protection and promotion of
linguistic heritage is common to many cultural policies in Europe. Language
learning is an asset for professional development and international exchange,
and a key to achieving a social bond in multilingual communities and the
integration of migrants and refugees. The implications of language policies
can be found in most fields of arts production, including electronic commu-
nications. However, if only a few major languages are available through the
messages beamed by satellite, this will exclude a large number of Europeans
from access to the new communications technology. The role of language in
cultural policy should be fully recognised at supranational, national and
regional levels and action may need to be taken to further encourage high
quality translation; to use resources or policies in a way that promotes the cre-
ative arts; and to support the teaching of other languages. Governments
which have not already done so should seriously consider ratifying and
enforcing the European Charter for Regional or Minority Languages. Serious
consideration should also be given to the addition of a protocol that would
recognise the inherited languages of European communities of non-European
origin.

12.4.4 Model creative cities as liveable spaces. The arts can make a major
contribution to the urban environment through the provision of arts facilities
in deprived inner city areas and peripheral urban neighbourhoods and
through the application of sensitive architecture, design and lighting to cre-
ate a comfortable urban landscape on a human scale. Artists also have a cru-
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cial role to play both in fostering intercultural understanding and integrating
groups in society that are most at risk. Municipal authorities should incorpo-
rate the arts, media and heritage in their programmes of town planning,
transport, the environment, and economic, social and tourism development
and involve artists in decision-making processes from the earliest possible
stage. We would like to see “model creative cities” or “cities of culture”
appointed in different countries in which such initiatives are piloted and to
test integrated policies that derive from a cultural perspective on city devel-
opment.

12.4.5 The contribution of the arts to a secure environment. An environ-
ment that is cared for and respected is often a secure environment. Yet the
role of the arts in this respect is hardly acknowledged in Europe today. Gov-
ernments spend huge sums on providing security for citizens and their prop-
erty. We consider (but would like to have more evidence) that confidence-
building measures, such as opportunities to participate in culture, might help
to reduce this expenditure — for example, by transforming the environments
in which crime can breed (through the conversion of derelict buildings for cul-
tural use, enhanced street lighting, the provision of late night transport, etc.)
and helping to reduce the level of re-offending, especially by young people
caught up in criminal activity. Good practice would need to be monitored by
governments. In particular, the feasibility of obtaining financial contributions
towards the cost of model projects from domestic security budgets should be
actively explored.

12.4.6 Culture as an aspect of civil awareness. The need to make decision
makers in the public and private sector sensitive to the importance of culture
in society is self evident, yet policies pay far too little attention to working
towards a consensus beyond the cultural community. Culture has a major role
in encouraging a creative response to social and economic issues. We have
been attracted to models in a few countries which seek to influence and
encourage potential decision makers in mid-career outside the cultural sector,
through seminars and debates, to recognise the role of culture as a cohesive
force in society. We believe these to be worthy of emulation, and suggest that
the Council of Europe monitor such initiatives and promote them to national
governments.

12.4.7 Partnerships with the “third sector”. Voluntary associations and
foundations have an important role to play as intermediaries between gov-
ernment and the cultural sector. Government encouragement of their devel-
opment — through fiscal means and subsidy — would help to foster a thriving
civil society and would be an acknowledgement that the voluntary sector can
sometimes be a more appropriate vector for cultural action than governments
themselves.

12.4.8 Culture in rural areas. If contemporary rural life is to flourish, the
competing claims of people and the need to protect the natural habitat should
be brought into a harmonious and interactive balance. Policies in rural areas
should integrate plans for ecological conservation with those for the arts and
heritage and the arts should be used to help revive an interest in the coun-

277



In from the margins

tryside. Investment in cultural tourism in rural areas should be sensitive to
local ways of life and should only be formulated after consultation with rele-
vant communities. Artists and craftspeople have a cultural, social and eco-
nomic contribution to make and should be encouraged through support
mechanisms (such as money from European Union Structural Funds) to live
and work in the countryside. This will require the closer integration of cultur-
al decision makers in the use of structural funds. If local agencies, such as
schools, libraries, churches and voluntary associations, were linked to wider
national and regional cultures through the new communications technolo-
gies, a full range of cultural services would be readily available to those living
in marginalised rural areas and act as a brake on the exodus from the coun-
tryside, especially by young people.

12.5 Culture to mobilise human resources

12.5.1 Itis to Europe’s shame that the resources and talents of so many of
its citizens are not fully utilised : the growing band of elderly people; adults in
their forties and fifties who are made redundant and may never work again;
those facing social exclusion through disability, race, faith, gender or pover-
ty; those in institutional care (for example in hospitals), or in custody (for
example in prisons or reform centres); and, above all, young people. Innova-
tive ways should be found of enabling all of Europe’s citizens to engage with
culture, whether as active participants or as consumers. Much good work has
already been done, though much of it has been ad hoc, unco-ordinated and
unrecognised.

12.5.2 Towards a new social ethic. A culture of ignorance all too often
excludes whole sections of the community from cultural policies and the
opportunity to contribute to the cultural development of our societies. The
denial of opportunity impoverishes us all. It should be countered by the adop-
tion of policies of inclusion. A key priority for the future should be to identi-
fy and disseminate good practice as it occurs. A prerequisite is more informa-
tion and research and there is an important role here for the Council of
Europe, the European Union and Unesco in implementing or supporting ini-
tiatives that will facilitate this process and the sharing of transnational expe-
rience. But this will not be enough. The time has come for a new social ethic
to be established which would oblige cultural organisations, as part of their
conditions of subsidy, to adopt policies and codes of practice aimed at elimi-
nating exclusion, extending cultural democracy and participation, and pro-
moting equal opportunities for all. It is in the context of this new concordat
between the state, the citizen and the arts that the following proposals for
marginalised or disadvantaged groups are set.

i. Europe’s “third agers™. Cultural and leisure policies should cater
for the growing number of elderly people in Europe, whether they are inde-
pendent, dependent on family and friends or institutionalised in special
homes. This will be a major challenge in the years ahead and innovative ideas
are needed. “Reminiscence networks”, theatre with elderly people, creative
workshops in music and the visual arts all have their place. Policies must also
recognise that the tastes of older people are not static and homogeneous.
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Above all, cultural policies will need to reflect the fact that not all elderly peo-
ple want to be passive consumers and that they have much to give back to
society if given the chance.

ii. Minorities of non-European origin. Europe has become the
home of communities drawn from many of the world’s non-European cul-
tures — an unlooked for, and perhaps unmerited, benefit. But many are unable
either to gain equal access to European culture or to celebrate their own. Cul-
tural policies should aim to ensure equality of cultural opportunity; this means
opening up mainstream art forms and institutions to non-European artists and
audiences and also making sufficient funds available to allow them to estab-
lish and manage their own institutions and so celebrate and share their own
cultural forms on their own terms.

iii. Indigenous peoples and sense of place. The indigenous peoples
of Europe (and in this context we include the large number of Roma) have a
collective memory marked by hundreds of years of oppression. Fortunately in
contemporary Europe there has been greater acknowledgement of their right
to lead their lives and enjoy their cultures, stories and customs without harass-
ment by majority populations. There is increased recognition too that the atti-
tudes of indigenous and non-indigenous peoples towards custodianship of
the environment may differ and that this needs to be managed sensitively.
However, we have evidence that further progress in reaffirming the position
of indigenous peoples is being undermined, and that established mechanisms
— conventions, legislation, methods of representation and appeal — are being
severely tested. Although there have been studies and reviews of such mech-
anisms in the past, the authorities should re-examine their operation under
these new pressures, identify and monitor conflicts and utilise the informa-
tion obtained as a possible basis for problems with cultural rights in other con-
texts.

iv. The culture of poverty. Culture enables people to find reference
points in society, yet is completely overlooked in humanitarian aid. Food and
shelter are prerequisites for the large number of people living in poverty in
Europe today, but access to culture can contribute significantly to their psy-
chological well being and self-respect. We believe that links should be forged
between policy makers in the cultural sector on the one hand, and develop-
ment aid agencies and the social welfare sectors on the other, to provide
access to cultural experiences as confidence-building measures for the grow-
ing number of people in Europe marginalised by poverty.

v. Able people, disabled by society. Inclusive cultural policies
should reflect the need for disabled people to have access to the arts, whether
as consumers or practitioners. This is not simply an issue of the physical acces-
sibility of buildings — important as that is — but entails a wider appreciation by
cultural decision makers of the attitudinal barriers which the cultural sector,
as a microcosm of society in general, have tended to set in the way of dis-
abled people. Governments should put support mechanisms in place to
ensure talented young disabled people have access to training in artistic skills
and cultural management. Moreover, the emergence of “disability arts”, as a
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cultural form in its own right and with its own distinctive aesthetic, is still
insufficiently recognised in policies.

vi. Arts in health care. Governments should consider promoting and
supporting networks for the arts in hospitals and hospices (where they do not
already exist) to bring together artists, specialist arts organisations, medical
staff, arts therapists, etc. to share experiences, organise workshops and train-
ing and promote the inclusion of the arts as an integral component of health
care by demonstrating the valuable role the arts can play in the healing
process or in the welfare of terminally ill patients. To facilitate this govern-
ments will need to ensure co-operation between health authorities and cul-
tural agencies on issues such as resourcing.

vii. People in closed institutions. Prison authorities are becoming
aware of the value both educationally and (in broad terms) therapeutically of
the arts in penal institutions. Closed institutions should be encouraged to
incorporate access to culture and the arts in their regimes and prison author-
ities might usefully consider appointing individuals with responsibility for
developing and monitoring artwork in correctional establishments to assess
its impact on behaviour and rehabilitation. Governments and cultural agen-
cies should support the training of those who work with the arts in prison
environments.

viii. Inclusive policies for gays and lesbians. Although understanding
and tolerance of homosexuality has generally risen in the last quarter of a cen-
tury, there remain ingrained bastions of prejudice; indeed, homosexual acts
between consenting adults are still criminalised in some European countries
and the age of consent often varies for heterosexual and homosexual activi-
ty. The Aids crisis has simultaneously reinforced some people’s prejudices and
politicised the gay communities. In common with other minorities which face
discrimination, gays wish to celebrate the right to the free expression of their
sexuality through culture and inclusive policies should acknowledge this.

ix. Arts for those without work. The arts should be an element in the
social integration of unemployed people — for example, in retraining schemes.
Access to cultural institutions for unemployed people should be free or at con-
cessionary rates, and such institutions should make special efforts to promote
these opportunities.

12.5.3 Engaging with young people. Policy makers have found it difficult to
attract young people to traditional arts facilities. Some of the more success-
ful initiatives have been those which reach young people “where they are”.
We commend any innovative ways of engaging with young people; one pos-
sible example, is the idea of ““drop-in” arts opportunity shops where young
people can learn more about how to confront the arts. Such shops, strategi-
cally sited in shopping centres and malls (sometimes taking advantage of
short lease opportunities in commercial property) could provide a new way to
introduce the arts and creative activities to disaffected young people in urban
environments. More generally, public authorities should seek to make facili-
ties available for creation and performance which would enable young peo-
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ple to pursue their own cultural concerns independently (for example music
recording studios, access to the new technologies outside school and univer-
sity and rock and pop performance venues).

12.5.4 Equality in parity for women. Although women are generally well
represented in cultural employment, too few reach senior management posi-
tions despite their preponderance during training. This is partly because too
little account is given to the fact that personal and social gender expectations
differ. Cultural policies and employment and training practices should explic-
itly take these factors into account and cultural institutions in receipt of pub-
lic funds should be required to adopt appropriate development programmes
aimed at ensuring the greater involvement of women, whether as artists and
cultural producers or as managers. For example, thought should be given by
governments or other agencies on how opportunities for women artists could
be extended to enable them to exhibit their work in mainstream galleries or
for women composers to have their music performed. More broadly, greater
gender sensitivity by policy makers will not only improve the recognition and
status of women in the cultural sector, but enable society as a whole to ben-
efit from the female aesthetic.

12.5.5 Towards a culture-centred school environment. In many European
countries, the arts and creative activities have usually taken a subordinate
place in educational curricula, which have prioritised the transmission of
cognitive knowledge, with academic achievement as a focus. Since the
mid-1980s more emphasis has been placed in many countries on equipping
students for competitive jobs markets, and enhanced opportunities for
specialisation have pushed the arts and other creative activities into an
ever more peripheral position. We believe that a more holistic approach to
education is called for, which emphasises the stimulation of creativity, the
acquisition of interpersonal skills and a capacity to apply knowledge flexibly.
Early specialisation and streaming (for example separating the arts from sci-
ence subjects) should be avoided and a higher priority given to the creative
arts and the media in the curriculum. The arts are important both intrinsical-
ly and for their instrumental value in motivating students, deepening their
understanding of other disciplines and preparing them for adult life. But if we
are to heal the cleavage — both philosophical and organisational — which so
often divides the arts and education, we will need to take more radical
measures and transform schools into culture-centred environments. This
presupposes better facilities (including the new technologies) and direct links
to artists and arts institutions, so enabling schools to become focuses of
cultural life in their local communities. A feasibility study/studies by the Coun-
cil of Europe into the potential for such changes could be an important first
step.

12.5.6 Retraining the teachers. If the arts are to be embedded firmly into
the basic educational curricula and directed to the many rather than the few,
there will be inevitable consequences for teacher training. Teachers of the
arts, at whatever level, including the primary phase, need to be trained and
qualified in the particular arts discipline or disciplines they teach and to receive
adequate pedagogical training. This suggests that governments should
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undertake fundamental reviews of current training policies and practices,
including the need to secure the place of the arts in initial teacher education.

12.5.7 Community cultural service for young adults. We are convinced that
many young people of both sexes would be willing to contribute their ener-
gy and enthusiasm for the good of the community, but often the opportuni-
ties are not readily available. We consider that where military service for
young adults is compulsory, there should be an option to undertake volun-
teerism or community work with a strong cultural component; similar
arrangements could be on offer in other countries where there is no con-
scription. This approach could help to build inter-generational solidarity. Vol-
untary work in the arts and cultural development should be promoted not
only as a complement to welfare and education, but as a source of self-
expression and creative production.

12.6  The drive for creative employment

12.6.1 High levels of unemployment are leading public authorities across
Europe to devise new, strategic policies. The cultural sector cannot stand apart
from these developments, because its importance as a factor in social life is
growing and, from an economic point of view, culture is a potential niche
market for jobs.

12.6.2 Employment strategies for cultural industries. The cultural industries
are important generators of employment and, in recent years, the number of
small and often under-capitalised enterprises (SMEs), both creative and tech-
nological, has mushroomed, especially in the audiovisual and music indus-
tries. We have been impressed by the growth of ““cultural quarters™ in cities,
as identified, for example, in the Council of Europe’s Culture and Neighbour-
hoods project. We consider that there is a role for local and regional author-
ities, within a national framework, to establish development strategies for cul-
tural industries that build alliances between business and culture to their
mutual benefit. These strategies should promote productive relationships
between the cultural and corporate sectors and the cross fertilisation of skills
and resources, in particular the strengthening of business acumen, the pro-
motion of export marketing opportunities and integration of the arts and cul-
tural industries more closely with trade and business development. Practical
measures should be adopted, such as the use for cultural purposes of redun-
dant or empty premises. It is especially important to preserve and transform
traditional businesses (bookshops, record shops, independent cinemas, etc.)
whose disappearance impoverishes cities, as well as stimulating the develop-
ment of new ones (for example recording studios, crafts and design work-
shops, multimedia, etc.), which create employment for young cultural work-
ers. Care should be taken to shield artists and cultural workers from the worst
effects of the escalation of property prices that generally follows the creation
of cultural industry quarters.

12.6.3 An internal market for the cultural industries. Although there is evi-

dence of growing intra-European trade in cultural goods within the European
Economic Area, it seems that the cultural industries elsewhere in Europe (and
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smaller companies everywhere) remain at a disadvantage. We believe there
is a case for research into the feasibility of establishing a Europe-wide market
for the products of small and medium-sized cultural industries. It is also
important to encourage co-operation among the large European corporations
to enable them to compete effectively with their international rivals. We note
that all forecasts indicate that the telecommunications industries will be major
beneficiaries of the information and communications “revolution”. We
believe the European Union should explore the feasibility of levying a special
tax on telecommunications profits which could be reinvested in Europe’s
audiovisual products and developments. It could also look at ways in which
the Structural Funds budget could give greater priority to the development of
the cultural industries.

12.6.4 Partnerships between ministries of employment and culture. Strate-
gic relationships between government departments responsible for employ-
ment and cultural affairs seem to us essential if the full potential of cultural
jobs creation is to be realised, especially in the audiovisual industries. They
would enable long term planning of human resources (for example forecast-
ing manpower needs in relation both to the cultural sector directly and to
higher education and training). National and transnational ““observatories™
for cultural employment should be created (as is the case in France), which
would analyse and predict trends, changes in artistic and cultural production
and related forecasts of general movements in the economic climate. Gov-
ernments should also consider establishing specific cultural employment
strategies. There should be targeted job creation schemes in the cultural sec-
tor (for example services for the elderly, “animation” of the built heritage, cul-
tural tourism, heritage conservation, youth services, nursery schools, etc.).
They should be accompanied by training and retraining schemes and should
be open to unemployed people in general as well as those with specialised
arts and cultural skills. Studies by the international agencies of good practice
would be useful in focusing attention on the potential.

12.6.5 Creative approaches to unemployment budgets. State unemploy-
ment budgets should accommodate new policy approaches which take artists
into account: firstly, in countries where there are no benefits schemes for
artists, social security arrangements should be adapted to reflect the special
conditions of employment in the arts, notably its intermittence; secondly ben-
efits funds should be ““recycled” to stimulate employment — for example, by
helping arts and cultural institutions to create new jobs.

12.7  The communication society: creativity in a new creative age

12.7.1 The new technologies are transforming cultural production and con-
sumption and, in principle, are placing the sum of human knowledge at the
disposal of all, but the cultural content risks being as shallow as it is broad.
They have the potential radically to transform the dissemination of culture,
but, at the same time, they are challenging traditional attitudes to artistic cre-
ativity and the intellectual rights of creators, and risk bringing an underclass
into being, excluded from effective access to the new communications sys-
tems.
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12.7.2 lIslands of innovation. The institutional structure of the arts in
Europe is much less developed and co-ordinated than that of science and
technology. This disparity is probably one reason for the decline of fruitful
interaction between the two fields. Consequently, there is a need to re-estab-
lish relations between the arts and science and technology. The Council
for Cultural Co-operation of the Council of Europe has launched a pilot
programme — Culture, Communication and New Technologies — which aims
to define the role of the new technologies in defence of cultural diversity
and as tools for contemporary artistic production. It also seeks to promote
a richer dialogue between artists, scientists and cultural decision makers. If
not already planned, this important pilot project should be accompanied or
followed by another one mapping the European institutional situation in
selected artistic fields (for example theatre, visual arts, photography, con-
temporary music, modern dance) and identifying European “islands of inno-
vation” (that is institutions for advanced research or experiment) analogous
to those in the field of scientific research, technology and development. Com-
munication and co-operation between leading centres and institutions with-
in and between the “islands’ could then be explored. One possibility would
be to establish culture, science and technology centres, where artists,
researchers and product planners and designers could carry out joint experi-
mental projects.

12.7.3 Effective use of on-line nets in the arts. Many artists already rou-
tinely use the new information and communications technologies in their cre-
ative work and on-line nets provide an effective means of communication in
many aspects of their work — discussion, promotion, the recruitment of part-
ners for joint projects and the retrieval of professional information about
instruments, techniques, trends, etc. However, interest in, and the potential
for, exploiting these opportunities are unevenly distributed and some tradi-
tional stakeholders are left out of these developments. It is especially impor-
tant for cultural institutions, arts organisations and cultural networks to make
use of the new technologies and on-line nets to disseminate information in
traditional and multimedia forms. We believe that there is a need, first, for an
overall mapping of the situation, supported by the international agencies, and
then for systematic monitoring of the extent to which European artists use
the new technologies and on-line nets and any special needs there may for
investment, training, information systems or archive links. Many artists in
mid-career would benefit from an introduction to the new technologies and
the chance to work creatively with them and training opportunities should be
made available.

12.7.4 Equipping media consumers. There is a commonly held view that
young Europeans are growing up to be computer-literate and at home with
screen-based text and visual imagery. There is some truth in this, especially in
comparison with older generations, but in point of fact many young people
have little or no access to the new media or skills in its manipulation and inter-
pretation. Education in the uses of the new media seems to us not only a vital
task to combat the emergence of a permanently excluded information under-
class, but also is a precondition for creating a generation of critical and sophis-
ticated consumers. Governments should seek to make the new technologies

284



Towards a new policy agenda

available to all through education and vocational training. Choice is mean-
ingless if many young Europeans are not given the skills to use it.

12.7.5 Intellectual rights for the new information age. The European Union
Green Paper on Copyright and Related Rights in the Information Society is an
important initiative to assess the need for measures at Community level in
relation to digitalisation, on-line services and the acquisition and protection
of rights not covered by other European Commission directives on copyright.
The desirability of strengthening the intellectual property rights systems,
ensuring greater consistency between countries on “moral rights” and
extending authors’ rights legislation in and beyond EU countries to central
and eastern Europe seems self-evident in the light of new technological devel-
opments. We suggest that the competent administrative bodies should: con-
tinue the process of legal harmonisation of intellectual rights and establishing
internationally agreed conventions which set out clearly the principles of
international transmission and distribution; simplify administrative procedures
by increasing the role of representative collection societies while at the same
time ensuring their responsible management and transparency; and establish
the technical means to identify those who have rights in works and to con-
trol their use. Furthermore, we consider that, where they have not done so,
national governments should explore with collecting societies imaginative
ways in which a percentage of rights money could be reinvested in support
of contemporary creation. Artists would benefit from training which would
help them to master the new complexities of copyright.

12.7.6 Relocalising cultural consumption. The new information and com-
munications technologies are rapidly changing our perception of locale by
compressing distance and timescales. Yet while they provide a window on the
world, they also offer the potential to re-energise cultural production and
consumption at the local level. Cultural policies need to be devised to facili-
tate this process and reinforce a sense of place to counter centralising ten-
dencies.

12.8  Bridging the global gap

12.8.1 The political changes in central and eastern Europe, the impulse of
the Single Market, the communications revolution and a healthy curiosity in
cultures beyond Europe have combined to transform the dynamics of inter-
national cultural exchange. The intellectual frame of reference for many
artists dispensed with frontiers many years ago, of course, yet barriers remain:
the international policies of governments, lack of resources, insufficient
acknowledgement of the benefits of networking and transnational funding
programmes impede rather than promote exchange.

12.8.2 A sea of change in international cultural co-operation. The dynam-
ics of international cultural interaction and co-operation are undergoing fun-
damental change. Joint explorations and co-productions produce tangible
economic benefits including cost sharing and access to new international
markets, and these complement sound artistic justifications: the exchange of
creative ideas, the stimulation of creative growth and professional develop-
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ment, the enriching of audience experience and greater programme variety
at venues and festivals. These kinds of cultural exchange are occurring patch-
ily across the continent with the concomitant danger of a two-speed Europe
emerging in the arts. Moreover, it is doubtful whether cultural policies in most
European countries recognise this sea change in international practice. The
international cultural policies of most governments in Europe remain inextri-
cably linked to cultural diplomacy, more appropriate to a different age and
political climate. If real mobility of arts practitioners is to be achieved, we
believe governments will need to re-examine their international cultural poli-
cies to reflect more adequately contemporary arts practice and the new polit-
ical environment in Europe. The Council of Europe could promote a confer-
ence or seminar at which these issues could be debated.

12.8.3 Networking for all. The mushrooming of training, research and col-
laborative opportunities through international workshops and the growth of
transfrontier networking is one of the most highly valued activities of practi-
tioners. It is also consistently the most difficult to resource, whether at the
national, regional or local level. Insufficient recognition is given to networks
as catalysts for cultural action and carriers of a shared sense of values. If there
is one thing the intergovernmental and supranational agencies could do more
than anything else that would further the cause of international cultural co-
operation, it would be to develop strategic support mechanisms that would
facilitate contact between artists, administrators, curators, etc. Local and
regional authorities could help European networks with administration costs
by adopting a network for a period. At the same time, we believe that net-
working in Europe today has become somewhat incestuous. It is often the
same people who are most prominent, whether lobbying Strasbourg or Brus-
sels. This may be an inevitable consequence of their energy and commitment
to the cause of culture in Europe. But it may also reflect the lack of opportu-
nities and resources for others to participate in the process. Ways of broad-
ening access should be examined, including structures that are open and
assistance with travel for participants in central and eastern Europe.

12.8.4 The lottery of transnational funding. Moreover, cultural co-opera-
tion policies and initiatives at a national, supranational and intergovernmen-
tal level have failed to a great extent to meet the new demands for cultural
exchange that have emerged in Europe. The emphasis on project funding and
the relatively small amounts of money available, as illustrated by the Euro-
pean Union’s revised Kaleidoscope programme, unwittingly tend to have the
reverse effect to what was intended by prolonging the process of interna-
tional collaboration, making it difficult for partnerships to be developed and
sustained or creating projects driven by funding need rather than artistic
imperative. This suggests to us that the funding programmes of the suprana-
tional and intergovernmental agencies in Europe should be reoriented from
one-off projects towards schemes which promote the establishment of more
permanent cultural relationships between arts organisations in Europe and
which are based on clear and appropriate criteria.

12.8.5 The global and local squeeze. The globalisation of products, markets
and messages is creating disparities between nations. There is also a clearly
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identifiable resurgence of interest in local cultures and identities and policies
are needed to nurture and sustain this *““celebration of the local”’. At the same
time, this is leading to what is commonly referred to in Europe and beyond as
a “global-local squeeze” in which the cultural products and even policies of
nation states are put at risk. This squeeze has a number of potential conse-
guences; they include the possible decline of middle-scale cultural production
and performing arts institutions which are neither glamorous enough to have
a universal appeal nor sufficiently relevant to local aspirations; and a devel-
oping role for major cities. This could in turn affect employment opportuni-
ties, training needs and national arts policies, but at this stage we cannot be
sure exactly in what ways. We consider research needs to be conducted into
the potential implications of the global-local squeeze and suggest this be ini-
tiated with the support of the intergovernmental and supranational agencies.

12.9  European cultural cohesion

12.9.1 The Committee of Ministers of the Council of Europe, in their Reso-
lution 95 (38), stressed three strategic goals for cultural support at intergov-
ernmental level: fostering democratic values and human rights, building con-
fidence and mutual respect; and promoting awareness of the cultural
community of the new Europe and its diversity. These are the prerequisites for
cultural cohesion in Europe today and tomorrow. Of course, cohesion means
something more than co-operation, although the latter is an essential ingre-
dient of the former. It also means solidarity in a Europe that appears to be
ending the century much as it began it: in turmoil. It is sometimes feared that
closer European contact may threaten national cultural autonomy, but this is
by no means necessarily the case. Indeed global media developments are far
more likely to have an impact on national and regional cultural specificity. It
is perfectly possible, and indeed desirable, to find solutions to what are per-
ceived as European problems without limiting or infringing the principles of
subsidiarity and the specificities of national and regional cultures.

12.9.2 The promise of Maastricht. Article 128, which legitimises European
Union action in the cultural sector, has aroused a great deal of interest. How-
ever, although it promises much, on present experience it is delivering very
little. Clause 3, which encourages co-operation between the European Union
and other international organisations such as the Council of Europe, makes
all the right gestures, but the premises and means of co-operation have nev-
er been adequately defined. Clause 4 — arguably the most important part of
the article in that it requires the Community to take account of the cultural
impact of its actions — has not been put to the test at the time of our research.
However, we welcome the publication of the First report on the considera-
tion of cultural aspects of European Community action (COM (96) 160 final),
the long awaited draft European Commission Communication on the ways in
which Community policies and texts have taken account of culture, as a use-
ful attempt to marshal existing information and chart European Court of Jus-
tice decisions. The report’s acknowledgement that a great majority of the poli-
cies and actions implemented by the Community now include a cultural
dimension or have an impact on culture is important. That said, it is no more
than a first step and only deals in a tangential way with the question of mech-
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anisms to ensure compliance with the principle of Clause 4. This needs to be
addressed at the next stage. Moreover, we note that “new” programme areas
have encountered difficulty in achieving consensus within the Council of Min-
isters. Indeed, it seems to us that the spirit of the article’s provisions has not
been realised in practice. One of the reasons for this is the requirement for
unanimity in voting, which acts as a break on the article’s potential. We realise
that some governments would have difficulty in agreeing to any relaxation of
this requirement, not least on grounds of subsidiarity, but consider that unless
this is changed, there is a danger that the article will remain largely ineffectu-
al.

12.9.3 Asystematic approach to trend data and information collection. The
absence of reliable, comparable and comprehensive statistics and indicators
has been the greatest single obstacle in our survey of European culture and
development. It has prevented us from charting the intricate links between
culture and the wider social developments which this report has tried to iden-
tify, as well as being a general hindrance to European cultural exchange and
co-operation. Consequently, we feel the need to accelerate the process of cre-
ating a coherent framework and operating system for European cultural sta-
tistics. Although we understand that expert groups have done important
work to pave the way for such a system, it has been slow in becoming oper-
ational. We also fear that the conceptual frameworks suggested so far look
at cultural statistics from too narrow and traditional a perspective and that our
proposals (above) for the establishment of effective cultural indicators should
be taken into account. We recognise that the recent EU Council of Ministers’
Resolution on developing statistics on culture and economic development
provides a good starting point for co-ordinated work in this field and note
that much will depend on the enhanced efforts of Eurostat and its skills in co-
ordinating national statistics. The Council of Europe, which supported the
establishment of European and regional observatories and is continuing its
efforts to enhance the effectiveness of its own information, via attempts to
establish a European Resource Centre for Cultural Policies, and the accumu-
lated expertise of member states, has an interest in encouraging this co-oper-
ation as it will ultimately serve its programme objectives.

12.9.4 A new heritage ethics. A new ethical approach to Europe’s heritage
is called for, which balances an obligation to protect and conserve it while
recognising the social and economic benefits that may accrue from their care-
ful exploitation. Policies for the heritage need to be sustainable and multidis-
ciplinary. They need to acknowledge the role of the heritage in identity-build-
ing for Europe, nation states, area-based and minority cultures, and to
recognise that the destruction of any community’s heritage is a loss for us all.
Appropriate information and educational measures will be necessary to
enhance awareness and respect, and the Council of Europe could fulfil an
important role in identifying models of good practice.

12.9.5 Using new technologies to inculcate respect for Europe’s peoples
and heritage. We consider that it is vital to instill in young people an under-
standing that respect for other races, creeds, heritage and the environment is
a precondition for building a civilised and harmonious Europe. The new tech-
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nologies provide exciting opportunities for introducing young people to Euro-
pean values. For example the European Union and Council of Europe jointly
— with support from the private sector and foundations — could explore the
feasibility of financing the production and distribution of a series of CD-Roms
on culture and development for schools throughout Europe. The subjects cov-
ered could include culture and identity, culture and human rights, a multicul-
tural/multifaith Europe, culture and the environment, Europe’s cultural her-
itage, and the role of the artist in Europe today. Major European creators
could be involved in the production process. Not all schools in Europe have
access to multimedia technology. For this reason the role of private and vol-
untary sectors will be crucial in supporting the costs of distribution including
the donation of CD-Rom technology to schools in those countries — especial-
ly central and eastern Europe — which are unable to afford it.

12.9.6 A European “Open” University. Building on experience in several
countries of the Open University model, the Council of Europe and the Euro-
pean Union should explore the feasibility of establishing a Europewide further
education system for people of all ages, using the opportunities offered by
the new technologies. Initially, links would be established among the existing
Open Universities. The eventual aim should be to create a Europewide Open
University across the Continent. Such an initiative would stimulate mutual
understanding of the history, culture and science of Europe. A further possi-
bility would be to introduce the museums and archives of Europe into this net-
work. If they were all linked together in a system to which the general pub-
lic could subscribe, and backed by an intergovernmentally funded audiovisual
production company, much of human knowledge, both in textual and audio-
visual form, would become readily available to all. It could be an complement
to the cultural provision offered by commercial satellite broadcasters.

12.9.7 A European heritage “bank”. There is a catastrophic shortage of
resources at present in central and eastern Europe to deal with the huge prob-
lems of preserving the built and moveable cultural heritage — problems which
have been acerbated by destruction and theft. In parts of western Europe, the
scale of the conservation challenge is almost beyond the capacity of nation-
al governments to handle. Investment in the preservation and restoration of
historic monuments and the built heritage needs to be increased, whether
from public budgets or the private sector. We consider that one way forward
would be the creation of a European Heritage Bank, devoted to financing cap-
ital investments and providing loans — where possible in association with com-
merce and industry. This would help countries where the burden is greatest.
It would be financed by European institutions and deposits from its citizens
and by self-generated income.

12.9.8 Solidarity in Europe through joint action. In recent years the need to
reinforce the values of civil society in Europe has been emphasised in studies
and political discussion. The role of single-issue movements promoting inter-
national reform, environmental protection, feminism, civil rights and cultural
networks is crucial alongside the work of non-governmental organisations
and grass roots associations. Although they often share common or related
objectives, there is little co-operation among these bodies. Individually they
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are less effective than if they worked together. A recent meeting in New York
brought representatives of these movements and NGOs to discuss the possi-
bility of joint action and other kinds of collaboration. We believe that a simi-
lar gathering, focusing on the role of the arts and culture in the development
of European and global civil society, on cultural rights and on cultural ecolo-
gy should be organised under the auspices of the Council of Europe.

12.9.9 Solidarity in Europe through effective co-operation. Enhancing sol-
idarity and co-ordination of cultural action at grass roots level is also a neces-
sary condition for the construction of a new cultural organisational infra-
structure and the fostering of civil society in the new democracies of central
and eastern Europe. The Council of Europe’s Programme of National Cultur-
al Policy Reviews has revealed that the assistance given by western European
governments is fragmentary and often based on insufficient information and
expertise. The real problems and their cures can be addressed only by enhanc-
ing systematic interaction through improved cultural co-operation between
regions and municipalities, networking of experts, artistic exchange, promot-
ing new ideas and talents and a concerted effort on the part of all citizens’
organisations for the joint defence of the cultural environment.

12.9.10 Solidarity in Europe through reconstruction and reconciliation. The
Dayton Peace Accord notwithstanding, the war in Bosnia and Herzegovina is
not over, it has just been halted. The peace is fragile. Vukovar, Mostar and
Sarajevo are in ruins. The human cost is incalculable. Artists and cultural work-
ers should lend their support in any way they can to the Council of Europe,
the United Nations, Unesco, the European Union and aid agencies to recre-
ate a multicultural environment. Civil engineers and construction workers can
rebuild bridges, hospitals, schools and homes; perhaps only artists can rebuild
minds.

12.10 Numerical summary of recommendations by addressee

12.10.1 Note that the following lists are intended as a quick guide to recom-
mendations where courses of action are implied or addressed specifically to
particular institutions. They should not be regarded as the only recommen-
dations of relevance to the international agencies, national, regional and local
governments, etc. Many of the recommendations in Chapter 12 and the
comments in the preceding chapters provide opportunities for reflection and
action by all the institutions.

12.10.2 Principal recommendations addressed to the Council of Europe

12.3.2, 12.3.4, 124.2, 12.4.3, 12.4.6, 12.5.2, 125.5, 12.6.4,
12.7.2,12.7.3,12.8.2,12.8.3,12.8.4,12.8.5,12.9.3,12.9.4,12.9.5, 12.9.6,
12.9.7,12.9.8,12.9.9, 12.9.10.

12.10.3 Principal recommendations addressed to the European Union

12.3.3, 12.4.3, 12.4.8, 12.5.2, 12.6.3, 12.6.4, 12.7.3, 12.7.5,
12.8.3, 12.8.4, 12.8.5, 12.9.2, 12.9.3, 12.9.4, 129.5, 12.9.6, 12.9.7,
12.9.10.
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12.10.4 Principal recommendations addressed to Unesco

12.3.2, 12.3.4, 125.2, 12.6.4, 12.7.3, 12.8.3, 12.8.4, 12.8.5,
12.9.7,12.9.10.

12.10.5 Principal recommendations addressed to national governments

12.3.2, 12.3.3, 12.3.5, 12.3.6, 12.3.7, 12.3.8, 12.3.9, 12.4.2,
12.4.3, 12.45, 12.4.6, 12.4.7, .125.2, 125.3, 12.5.4, 12.5.5, 12.5.6,
12.5.7,12.6.2,12.6.3,12.6.4,12.6.5,12.7.4,12.7.5,12.8.2,12.8.5,12.9.2,
12.9.4.

12.10.6 Principal recommendations addressed to regional and local govern-
ments

12.3.2, 12.3.3, 12.3.5, 12.3.7, 12.3.9, 12.4.3, 12.4.4, 12.4.5,

12.4.8,12.5.2,12.5.3,12.5.4,12.5.5,12.5.6,12.6.2,12.7.4,12.7.6,12.8.3,
12.9.4,12.9.9.
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13 Follow up: the case for urgent action

13.1  This report complements Our creative diversity, the World Commis-
sion’s global survey of culture and development. Both of them are the work
of independent groups and, we believe, raise major issues that require urgent
address. They formulate problems and suggest ways of overcoming them. A
common theme is to see culture as an essential topic for global — and, so far
as the European Task Force is concerned, European — debate. The authors of
neither text are in a position to change anything directly. Rather, their inten-
tion is to stimulate discussion at both national and international levels that
might lead to some of the policy changes both reports consider desirable. If
the ideas set out in the two reports are to be realised in a coherent and com-
prehensive way, follow-up at international level will be of particular impor-
tance.

13.2  In from the margins is addressed to the Council of Europe and the
Culture Committee of the Council for Cultural Co-operation. It is a stand-
alone document on the situation as the task force sees it in Europe and, at the
same time, a continuation of a wider debate at a world level. Therefore, it
seems logical that some attempt be made to co-ordinate the follow-up of the
two reports in Europe. We hope this can be taken on board in joint discus-
sions between the Council of Europe and Unesco — as well as the United
Nations, which also has a stake in the World Commission Report. But the
European Union, which has supported the work of this report, must be
involved too, not least because it is in line with the spirit of international co-
operation expressed in Article 128 of the Maastricht Treaty.

13.3  The Director General of Unesco has sent the World Commission’s
report to all member governments to seek their responses and suggestions for
the future so far as national and regional authorities are concerned, as well as
the incorporation into Unesco’s own programmes and policies of ideas from
the report. He hopes for reactions not only to the ten proposed actions in the
International agenda, but also to other ideas and recommendations which
can be found in the main body of the text. The Director General has urged
governments to engage in a broad process of consultation themselves with
universities, non-governmental institutions, voluntary associations, private
foundations and other appropriate bodies together with eminent scholars,
artists and cultural figures. Although replies were sought by the end of August
1996, we are aware that many governments have asked for more time and
intend to present submissions by the end of 1996.

13.4  Such an extension would have the advantage of enabling simulta-
neous discussion of the two reports if the Council of Europe were minded to
send In from the margins to member governments on a similar consultative
mission. This is a course of action we commend to the Council of Europe. This
would be consistent with the original intentions of those who presented the
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proposal for a European report to the World Commission’s European hearing
in 1993, namely that it would support and complement the Commission’s
work from a European perspective. A summary of member state responses to
In from the margins would give a useful basis for further action both at
national and international levels and indicate the extent to which the task
force has correctly interpreted the complex European situation.

13.5  After consultation with governments, we suggest that follow-up
programmes could take the form of working groups, with representation
from member states and incorporating a wide range of expertise, which
would look in greater detail at the themes raised both by the World Com-
mission and the European Task Force. This would take account of the fact that
some of our suggestions extend into areas which are outside the competence
of the Culture Committee.

13.6  The Council of Europe is uniquely placed, within the framework of
the Council for Cultural Co-operation, to develop programmes where policy
ideas can be tested. Naturally, the extent to which it wishes to pursue some
of the suggestions in this report will depend on political consensus and the
resources at its disposal. So far we have deliberately refrained from com-
menting directly on the resource constraints within which the Cultural Com-
mittee and the Secretariat, in partnership with member governments and oth-
er agencies, operate. However, as an independent group of individuals who
have worked for national governments or their agencies and, in most cases,
as advisers to programme areas of the Council of Europe, we consider it
would be remiss of us not to make one comment. We find it both surprising
and depressing that the Council of Europe’s resources for work in the cultur-
al sector has diminished in real terms at a time when the breadth of its mem-
bership has significantly expanded. If the level of contributions by member
states reflects the extent of their commitment, it is difficult to avoid the
impression that there is a serious lack of confidence in some quarters in the
value of international co-operation in general and the Council of Europe’s
programmes in particular. We hope our impression is mistaken.

13.7  We understand that In from the margins is the first sectoral report
covering the entire continent on which the Council of Europe has engaged. It
provides one of the first opportunities for the Council of Europe to reflect on
the importance it attaches to culture since the signing of the European Cul-
tural Convention in 1954. More than that, it offers an opportunity to look at
culture in the context of other development areas with which the Council of
Europe is concerned. Such an opportunity may not arise again for years. We
hope that the Council of Europe will wish to give a lead to national govern-
ments when they consider, as we argue, placing greater weight on the cultur-
al dimension of their own work. In addition, the recommendations in Towards
a new policy agenda contain policy suggestions which we feel the Council of
Europe and other international bodies are best placed to undertake.

13.8  We have observed that over the years ministers responsible for cul-

ture have agreed a number of intergovernmental declarations and conven-
tions. However, while they contain many honourable ideas and good inten-
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tions, most of them have soon been forgotten and so have failed to achieve
what we assume to have been ministers’ intentions — to influence and
improve the quality of cultural life in Europe. To a large extent this has been
the result of a failure to work out concrete plans for implementation and fol-
low up.

13.9  The World Commission Report proposes (Action 10) that the follow
up should culminate in a World Summit at which heads of state agree a Cul-
tural Development Agenda, on the same lines as Agenda 21 for the Environ-
ment endorsed by heads of state at Rio de Janeiro in 1992 — a programme of
action which has been a success in the sense that debate on the issues con-
tinues in many countries at national and local levels. It is still unclear if the
idea of a world summit will be realised. However, the follow-up work on the
World Report has started. The Director General of Unesco — in consultation
with the Secretary General of the United Nations and the President of the
World Commission — has set up an international Culture and Development
Steering Committee to make recommendations as to practical measures to be
taken, on the basis of responses to the report by member states and other
partners, and to monitor the implementation of follow-up measures. One fol-
low-up measure, though, is already decided. The Swedish Government has
been invited to host an international conference on cultural policies in Stock-
holm in 1998 with the participation of ministers of culture and representatives
of the cultural and research worlds. The aim is to discuss and develop, with
the emphasis on policy action plans, questions of importance for national cul-
tural policy, international co-operation, and Unesco’s future tasks and co-
operation with the Council of Europe and the European Union on the basis
of the World Report and the reactions received to it.

13.10 As the European report and any follow-up work initiated by the
Council of Europe will be considered in the preparations for the Stockholm
conference, perhaps we might indicate, on the basis of our proposals for a
new policy agenda, some studies that the Council of Europe could consider
undertaking, either in partnership with other international bodies or of its own
volition:

— A comparative study on the extent of interministerial and intersec-
toral co-operation in Europe, which we argue in our report is a precondition
for bringing culture into the heart of decision making (12.3.2). Co-operation
with Unesco on such research would seem to be logical.

— Research into the changing nature of relationships between the
state, regions and local authorities vis-a-vis culture and how to ensure coher-
ence in strategic policies (12.3.3).

— Research on the development of cultural indicators as well as accel-
eration of the process of establishing a coherent framework for cultural sta-
tistics, preferably in conjunction with the European Union’s recent work in the
field of cultural statistics (EU Council Resolution of 20 November 1995 on
the promotion of statistics on culture and economic growth). We believe the
Council of Europe could make a useful contribution here, not least on policy
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input (with due respect to statisticians, cultural statistics should not be left to
them alone!) (12.3.4 and 12.9.3).

— Any follow up arising from the review being conducted by John
Myerscough on the programme of evaluations of national cultural policies
(12.3.4).

— A study/studies, co-financed by the European Union and Unesco,
on good practice in the development of cultural policies that are inclusive
rather than exclusive, to address the needs of those European citizens who
are currently marginalised in society (12.5.2).

— Studies and reflection on the implications of our call for a culture-
oriented school environment (12.5.5) and the ways and means such a process
of change might be achieved — perhaps such reflection could begin within the
framework of the Culture Committee’s exploratory programme on Culture,
Creativity and Artistic Education?

— Reflection on the potential implications of our suggestion for the
development of strategic relationships between government departments
responsible for employment and cultural affairs (12.6.3).

— Reflection and/or a conference on the need for a reassessment by
governments of their international cultural policies (12.8.2).

Of course, the foregoing represent suggestions only in relation to the prepa-
ration of an intergovernmental conference on cultural policies. We hope that
the Council of Europe will be so minded to consider the gamut of ideas put
forward by the task force in its new policy agenda, especially those sugges-
tions directed specifically to it.

13.11 This is not the report we wanted to write. It is the report we were
able to write, given the time, resources and information at our disposal. It
should be seen as the beginning of a process and others should be invited to
research issues we were not able to cover. However, the proposals in this
report are ambitious and the European Task Force is well aware that it could
take many years before governments feel able to accept the consequences of
the new qualitative approach to development and its cultural dimension
which it recommends. It has taken two decades or more for environmental
concerns to be accepted as key issues in the national and international
arenas. It may be that a widespread commitment to culture in development
will only be achieved on a similar timetable. Nevertheless, we hope for speed-
ier progress when we bear in mind the urgency of many of the issues which
both the European and the world reports have identified. If policy makers
agree the desirability of long term change, they would be well advised to start
the process now. We are not advocating change for change’s sake, and most
certainly caution against moves that will damage, albeit unintentionally, poli-
cies and practices that are valued. That is why it is crucial for policy makers to
have a clear long term vision of what is needed. But first there must be aware-
ness of the need for a new point of departure as we set our sights on bring-
ing culture in from the margins.
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Appendix I: Cultural statistics and indicators in Europe: a
search for a developmental perspective

1. Introduction

The Council of Europe, when defining the mandate of the European Task
Force, instructed it ““to contribute to the production of cultural policy indica-
tors matched to specific concerns of the developmental process, as a guide to
interventions by governments™.

To start with, the work of the task force focused on overall European cultur-
al development and utilised documentary information and background
papers. The purpose was to develop first a general analytical frame for the
main report and then proceed to fill it with more detailed and development-
oriented information. This latter work was to test also the quality, relevance
and applicability of the available cultural statistics and indicators.

The observations and illustrations of this appendix present the results of this
testing. They serve two purposes. They assess the quality and relevance of
the available European cultural statistics and indicators, and, at the same time,
present a series of tables and figures which illustrate and support the argu-
ments of the report.

Some preliminary considerations

While assessing and presenting cultural information in quantitative terms, we
must be aware of some important terminological distinctions. First, it is cus-
tomary to make a distinction between cultural statistics and data on the one
hand and indicators on the other. Statistics and data refer to “multi-purpose”
guantitative information; in the case of indicators the information has been
processed to correspond to the specific needs of the users.

Another distinction should be made between individual indicators extracted
out of statistics and survey data for specific evaluative or policy planning pur-
poses and systems of indicators used for continuous monitoring of develop-
ment in a given policy area.

A system of indicators can be conceived and maintained only if there is a cor-
responding system of analytically organised and systematically collected basic
statistics, where certain logical relations prevail between different categories.
A model for this is offered by the System of National Accounts (SNA), upon
which specific sets of economic indicators, for example the time series of the
UN, OECD, EU, World Bank and International Monetary Fund, are based. The
developers of cultural statistics and indicators have had as their ultimate goal
to develop a similar dual system for the cultural sector, that is first an analyt-
ically sound framework of statistics and then a system of indicators serving
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cultural policy decision-making. Because cultural policy problems are per-
ceived to centre around the issues of financing and economics, the systems
of cultural statistics and indicators are, at least partially, conceived as an
extension and specification of the SNA system (see for example Hofecker,
1995).

The international standardisation of economic statistics and indicators has
been motivated by the increasing mutual dependency of world economies.
However, these efforts and dominant systems of statistics and indicators have
in recent years become a target of criticism. They have been considered too
materialist and too oriented towards serving economic growth only. Alterna-
tive systems, like the Human Development Index (HDI) developed by the
United Nations Development Programme have been designed (United
Nations Development Programme, 1994, 1995). These efforts will be dis-
cussed and illustrated later.

There are two basic reasons to believe that the unification and standardisa-
tion of cultural statistics and systems of indicators will be extremely difficult
and, if objectives are set too high, perchance impossible. The crucial problem
is that the very concept of culture (especially when linked to art) is itself cul-
ture-bound both in respect of its scope and contents, and the same tends to
apply to cultural statistics and indicators. Decision-making systems and poli-
cy orientations also vary greatly from one country to another even within
western Europe, and so do the motives for developing cultural statistics and
indicators. All this results in a great number of concepts used and complexity
of categories which makes it difficult to develop consistent and comparable
systems.

Yet, if several countries pursue approximately the same set of clearly defined
cultural policy objectives, it is possible to aim at systematic comparisons with-
in a system of unified indicators. This has been the starting point for evalua-
tive comparisons, where the evaluating body defines the objectives. Thus, for
example, the Council of Europe’s Programme of National Cultural Policy
Reviews assumes that public cultural policies pursue — or are supposed to pur-
sue — three main objectives: promoting creativity, enhancing cultural democ-
racy, and enabling greater access to culture; and also presuppose that their
implementation is carried out effectively and efficiently. Yet, the very persons
responsible for this programme have pointed out the great variety of concrete
national cultural policy objectives and the need to understand their meanings
in their historical contexts (Mitchell, 1995). Furthermore, there has been a
clear conceptual gap between these objectives and the idea of sustainable
development — a gap that our report has not succeeded in bridging, but hope-
fully has made at least more comprehensible.

2. Present situation in Europe

Extensive work has been carried out under the auspices of Unesco, the Coun-
cil of Europe and other international organisations to establish an appropriate
international statistical framework for the arts and culture. The task force
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embraces the statement made by Harold Horowitz (1981) about the main cri-
teria for such a system:

i. In order to maintain comparability, clear limits must be defined as to
what extent statistical categories can be changed or redefined to coincide
with cultural practices and preferences of a given country;

il. In order to ensure that statistical categories are understandable and
check their reliability, they must be unified by a logically coherent set of rules
governing their mutual interrelations (cf. the above comments on accounting
for financial transfers);

iii. There must be clear rules of data collection in respect of relating sta-
tistics and indicators to the reality of cultural activities and practices on the
one hand and to the main categorisations (the “statistical framework’’) on the
other.

It is easy to agree from a purely technical perspective with these criteria. Yet
Horowitz probably underestimates the strength of ““[...] cultural practices and
preferences of a given country”. As will become clear later on, national inter-
ests tend to overrule the interest in international comparisons. But these vary-
ing interests are not the only reason for international incommensurability of
cultural statistics and indicators. Cultural policy objectives may vary, not only
between countries but even within the same country, where statistics and
indicators can also be collected and processed to serve different purposes. Dif-
ferent policy emphases lead to variations in what information is being col-
lected and how it is being interpreted. This point has been forcefully made by
Schuster (1990) in the case of performance indicators. These different
emphases do not necessarily bias the information presented, but only limit its
use. This becomes apparent when we examine the tables and figures of this
appendix, which are classified according to their policy orientations.

It seems that although all the above problems are recognised and controlled
as far as possible, it is still difficult to follow the rules suggested by Horowitz.
This becomes apparent when we examine the descriptions of national cultural
statistics presented at the European Union Meeting on European Cultural Sta-
tistics, Paris, 1995. Although progress has no doubt been made, the follow-
ing assessment of the present German situation is probably still valid in many
European countries.

“It can be said that the data material generally available in the areas
of the arts and culture is unsatisfactory. Although there is a multitude
of materials such as statistics, polls, studies, documentation, reports,
there is hardly any linkage between these materials. Moreover, they
are often based on different approaches, definitions and classifica-
tions. There is no general overview, so that the handling and practi-
cal use of these materials meet with difficulties [...]”

(Conference documents for the European Union Meeting on European Cul-
tural Statistics, 1995, Staatliche Bundesamt VII C, 2-3).
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Even in the case of the Netherlands, a country renowned for its effective use
of statistics and indicators, a systematic approach is but emerging:

“The cultural statistics do not yet form a system in the sense of a well
integrated whole of shared concepts and units of measurement. Yet,
the contours of such a system are developed and can be observed in
the year-book of cultural statistics that is published by Statistics
Netherlands.”

(Conference documents for the meeting on European Cultural Statistics...
1995, Statistics Netherlands).

The overall comparison of the situation in the EU member countries suggests
that efforts are still mainly national, aiming at informing public authorities,
media and the population at large by publishing statistical year-books, trend
reports, reports by committees and task forces. More modern approaches, the
barometer approach, on-line databases, etc., are still very few. The present
orientation in the United Kingdom displays most distinctly a wish to scrap the
traditional approach. This is reflected for example by the withdrawal of pub-
lic support from the publication of Cultural Trends and by the initiation of a
new and customer-focused system of statistics (Csardas) covering cultural
statistics, analysis, research and database services (Conference documents for
the European Union Meeting on European Cultural Statistics, 1995, United
Kingdom, Department of National Heritage, Annex).

In the country reports presented at the above meeting no special attention
was paid to the developmental role of the arts and culture. A note should
however be made of the British attempt to develop indicators to measure sus-
tainable development in the United Kingdom. The publication of the first set
of these indicators has been scheduled for the spring of 1996. The task force
has not therefore been able to ascertain whether the arts and culture are
included in some way in these indicators.

As to the basic conceptual approach, delineation and categorisation, the
European approaches to cultural statistics and indicators seem to linger some-
where between two poles: the attempts to establish a comprehensive statis-
tical scheme modelled after the Unesco Framework for Cultural Statistics
(FCS, Unesco, ST-83/WS/8, 193, STC/Q/833, 1984, CES/AC.44/11, 1986)
and developing well-focused sets of strategically important indicators for cul-
tural policy decision-making (cf. for example Girard, 1994). Yet, it is increas-
ingly recognised that it is well-nigh impossible to create and update compre-
hensive statistics along the lines of the Unesco FCS or to establish clear
guidelines for universally relevant systems of cultural indicators. On both
fronts, there is a need for a more selective and dynamic approach taking the
wider economic, social and political conditions of the arts and culture into
account.

The search for such an approach is reflected in enhanced interest in research

on the economics and management of the arts and culture. Besides academ-
ic studies we have such comprehensive efforts as those in Ireland and the
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United Kingdom to map out the contribution of the cultural sector to the
national economy (Employment and Economic Significance of the Cultural
Industries in Ireland, Coopers & Lybrand Corporate Finance, 1994, Contribu-
tions of the Cultural Sector in the United Kingdom Economy, Policy Studies
Institute, 1996). The conditioning of the management of cultural and arts
institutions by wider national and world development has been explored
through some comparative studies (cf. Dupuis, 1986) and comparisons
reported in the national reports of the European Programme of National Cul-
tural Policy Reviews of the Council of Europe (see Mitchell, 1995).

The increasing interest in the economic importance of the arts and culture has
gained strength also on a pan-European level. Here, the concerns have first
and foremost been with the development of European cultural industries,
modern communication infrastructure and cultural tourism, with the main
focuses on economic and employment effects and on the balance of payment
in the import/export of cultural goods and in tourism. These concerns and
focuses have found expression in the GATT negotiations and two European
Commission initiatives incorporated first in two reports, the “Pineiro Report”
and the “Bangemann report”, and then in subsequent EU documents and
political processes. They also seem to have inspired the recent EU Council res-
olution on developing cultural statistics (European Union, Council Resolution
95/C 372/01). At the time this report was nearing completion, an important
survey of cultural financing and infrastructure was being conducted in the EU
member countries. It was commissioned by the DG X of the European Com-
mission and the French and Spanish ministries of culture and was carried out
by Eries/Dafsa, but only very preliminary results have been presented to serve
as a basis for further analyses.

From the pan-European perspective, some statistics provided by Eurostat
(especially those on tourism, international trade in services) provide important
information on cultural development and cultural policies. Of even greater
importance for the present report have been the efforts of such bodies as
Screen Digest and the European Audiovisual Observatory to provide policy-
relevant statistics and indicators in the field of the media and audiovisual
industries.

Besides the economy, the political relevance of culture seems to play a major
role in the efforts of developing pan-European cultural statistics and indica-
tors. These interests are displayed in surveys and barometers mapping the
basic values, political orientations, and consumer behaviour of Europeans, for
which Euro-Barometer has provided an efficient instrument. It should be not-
ed that very few survey items relate directly to the role and development of
the European arts and culture. Yet, the items probing basic values reflect the
orientation of Europeans to civil society, cultural rights and intergenerational
solidarity issues which feature prominently in our report.

To conclude: although there has been a plethora of attempts to develop sys-
tems of cultural statistics in Europe, the results from the point of view of stan-
dardisation and comparability are still rather limited. A more dynamic
approach can be found in analyses of the economic impact of the arts and
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culture, but more comprehensive ideas of sustainable development have so
far made little headway — or actually none at all.

3. Major sources used

Recognising the importance of public financing as a major overall factor in
European cultural development, the task force commissioned at an early stage
of its work a statistical overview of the financing of the arts and culture in
Europe in the 1980s and 1990s (Hofecker, 1995). In order to obtain insights
into the global economic position of the European arts and culture, the Task
Force also commissioned a report on the role of European cultural industries
in the international flow of cultural goods and services (von Euler, 1995).

Furthermore, from the outset the task force was well aware of the valuable
information provided by the reports written within the framework of the
European Programme of National Cultural Policy Reviews. To start with, the
task force had at its disposal six reports, those of France, Sweden, Austria, the
Netherlands, Finland and Italy; later on it could begin to utilise information
provided by the national reports of Estonia and the Russian Federation. An
analytical starting point for utilising this information was provided by the doc-
ument “Cultural indicators: a few examples™, prepared by Augustin Girard
(Girard, 1992).

The task force also realised that it had to deal with complex policy problems
in two important policy areas: the economics of culture and the effects of new
applications of information and communication technologies on cultural
development. It was well aware that there would be little reliable compara-
tive European data in the former area, especially in respect of the manage-
ment of cultural institutions and the economic impact and importance of cul-
ture. The task force commissioned a background study on the economics of
culture (Dupuis, 1995), and background papers written by the members of
the task force tried to organise and systematise the available fragmentary sta-
tistics and data (Heiskanen, 1995).

The same strategy was used in acquiring and utilising statistics and data per-
taining to international trade in cultural goods and the development of infor-
mation and communication technologies (von Euler, 1995; Heiskanen, 1995).
The report on the flow of cultural goods and services provided a good start-
ing point for analyses; and later on information provided by the Eurostat
Panorama (1994, 27/1-21, based on information from Screen Digest) togeth-
er with the Statistical yearbooks (1994-95 and 1996) of the European Audio-
visual Observatory turned out to be excellent complementary sources.

At an early stage of its work, the task force noticed that a deeper under-
standing of European cultural development and successes and failures of
national cultural policies presupposed information on changes which are
presently taking place in three interrelated areas: ethical, moral and political
values, the cultural rights of minorities and the role of civil society. In this area,
gathering new primary data was impossible because of a lack of time and
resources. Instead, some secondary data from the European Values Study
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(1990-91) could be re-worked and utilised (Futuribles, Numéro spécial,
“L’évolution des valeurs....”, July-August 1995). Some data from the Euro-
barometer surveys pertaining to the changes in European values were also
used (Eurobarometer, 42, 1994, Rasanen 1996). Similarly, the surveys of
Eurostat contributed greatly to the analyses of value changes in Europe.

The recent issues of the Human development report by the United Nations
Development Programme (UNDP) proved to be an invaluable model for the
task force in its aspiration to open up a new European developmental per-
spective to cultural policy issues and evaluation (UNDP 1994, 1995). It was
obvious that this approach, emphasising the ability of nations to empower
and entitle their people, should be made central also in developing cultural
statistics and indicators. Yet, as our illustrations later on will indicate, there is
still a long road ahead before appropriate cultural components are identified
and incorporated in the systems of the human development reports.

Despite all these valuable sources, the task force had great difficulties in find-
ing comparative data and statistics in many important areas such as, for
example, artists’ economic status, non-profit financing and sponsorship, the
number of artistic and cultural institutions and networks of cultural services.
In these and many other areas it had to resort to a multitude of different mate-
rials such as articles and polls reported in journals and newspapers, various
studies, and the reports of ad hoc committees and task forces.

All'in all, the statistics and indicators reported here provide a comprehensive,
albeit fragmentary, overview of the recent development of the arts, culture
and value changes in Europe. It is to be hoped that they also help to illustrate
the main theme of the European report: the interaction between culture and
development. Because of the novelty of the developmental perspective, it is
no great surprise that it was well-nigh impossible to find direct statistical evi-
dence of the effects of economic and social policy measures on the arts and
on culture or measures for their direct “empowering” and “entitling” capac-
ity. This appendix attempts to indicate that a systematic presentation of cul-
tural statistics and indicators, starting with the problems of supply and
demand and ending with those of value changes can also address, as an inter-
linked whole, these fundamental issues.

4, Five perspectives to cultural statistics and indicators

The following analyses and illustrations of the available cultural statistics and
indicators are classified into five main groups ranging from established public
policy perspectives to more dynamic and development oriented approaches:

l. Public policy perspective: Statistics and indicators on financial
responsibility, cultural infrastructure and participation

Public financing: financial responsibility and sectoral priorities.
Statistics and indicators on private financing of the arts and culture.

The development of institutional infrastructure and participation.
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Il. Economics of culture perspective I: Statistics and indicators on prof-
itability and competitive edge

The economic profitability of cultural investments.
Private consumption of cultural goods and services.
The competitive edge of European cultural industries.

Tourism and culture.

M. Economics of culture perspective Il:; Statistics and indicators on sec-
toral importance, employment effects and developmental problems

The growth potential of different branches of cultural industries.
The employment effects of cultural industries and artistic activities.

Emigration, labour markets and gender inequality.

V. “Politics of culture™ perspective: Statistics and indicators on Euro-
pean values

Basic values and orientations to life and moral issues.

Identity and attitudes towards foreigners.

V. Policy perspective on human development: Statistics and indicators
on the role of culture as a means for empowering and entitling

Empowering people.
Entitling future generations.

The above order corresponds broadly to the overall logic of the report, which
starts with an analysis and assessment of the principles of traditional public
cultural policies (Chapters 2-4), indicates the interactive relation between
technological and economic factors and the development of the arts and cul-
ture (Chapters 5-9, condensed and projected to the future in Chapter 10),
and assesses in greater detail some major developmental impacts and ““the
empowering capacity” of the arts and culture in some major policy areas
(Chapter 11).

5. Public financing: financing responsibility and sectoral priorities

Tables 1 to 3 provide information on the level and sectoral priorities of pub-
lic financing in some European countries at the beginning of the 1990s. They
are based on the data from the survey carried out by Hofecker (1995).

The processing of the data revealed all too well-known problems of reliabili-
ty, validity and comparability. Although the data was obtained with a ques-
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tionnaire from more than thirty European countries, complete, reliable and
comparable figures were obtained for any given set of indicators for less than
half of them.

The main problem in maintaining comparability in respect of overall public
financing seems to have been that of delineating the *“cultural sector. It is
symptomatic that a recent Swedish government committee report on nation-
al cultural policy decided to use in its statistical analyses both a narrower and
a wider definition of culture, the former being rather exclusively arts-centred,
the latter including a wider range of youth activities and the system of adult
education. Some country responses in the present survey are obviously based
on a very wide definition. This seems, for example, to be the case with Ger-
many, where the figure for socio-cultural activities probably includes a wide
variety of municipal educational and leisure services — or — alternatively also
capital investments.

The survey respondents also seem to have been rather unsystematic in
accounting for financial transfers, especially central government subsidies
to regional and/or municipal governments. In the aggregate statistics,
transfers are usually attributed to the “original financier” (for example the
state); in the statistics on their final use (for example for the support of artists,
theatres, orchestras, libraries, etc.) they are presented as part of the total
expenditures of the “end user” (for example municipalities). Although
the mistake of counting transfers twice has probably been avoided in the
following tables, it seems by no means sure that in the case of all countries
they have been systematically attributed to ““the original financier”” (central
government) or “‘end-user” (regional/ municipal governments and institu-
tions).

The second problem of comparison is that of transforming national statistical
information into comparable policy indicators. The main technical problem
here is the standardisation of statistical figures in two respects: stabilising
nominal values’ fluctuation in time (controlling inflation and changes in rela-
tive costs) and relating them to such factors as the size of population, econ-
omy, and the size of public budgets.

Because our tables pertain only to two years, 1990 and 1992, no control of
inflation is provided. The figures can best be read by comparing absolute
growth of cultural financing (in Table 1) with the changes in its relative share
of total public budgets (Table 2). They reflect jointly the inflation rates and
elasticity/inelasticity of cultural expenditures to overall budget growth or
cuts. Examining the relative share alone easily leads to misinterpretations. Its
rise may reflect either the relative increase in public spending on the arts and
culture or overall budget cuts in the aggregate expenditures. The same, of
course, holds true if the gross domestic product (GDP) is used as the base of
standardising. Thus, for example, during the recession of the late 1980s and
the early 1990s, the share of cultural expenditure rose in some European
countries up to 1% of the GDP, because the GDP actually fell and stringency
measures in public financing made themselves felt in cultural budgets some
two to three years later.
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As to the changes in relative costs, they tend, according to the well-known
argument by Baumol, to rise faster in the performing arts (theatre, opera,
orchestras) than in other service sectors. Consequently, in order to maintain
the same level of activities, the relative share of public cultural expenditures
used for them should also grow. This is especially important when the expen-
diture figures of central and eastern European countries are interpreted. In
these countries, even a strong nominal rise of overall public cultural expendi-
tures and the maintenance of the relative share of public budgets (cf. the Bul-
garian figures) does not mean that the financial position of the artists and arts
institutions have remained the same: for example in the case of theatres and
libraries, maintenance of the old overall level has not been sufficient to beat
the costs of the new “market economy”” in respect of heating and renovation
of buildings or new costs of advertising and the rising costs of equipment,
material and technical services.

Per capita figures would provide the best indicators for cross-national
comparisons. This presupposes the use of the exchange rates, not only
nominally but in respect of purchase parity power. The problems of per
capita comparisons have been repeatedly pointed out, for example in
the context of the European Programme of National Cultural Policy Reviews
(see for example Cultural policy in Finland, 1994-95, 139). Because of the
extreme nominal fluctuations of exchange rates and the purchasing power of
European currencies in the early 1990s, no such comparison is attempted
here.

After all these precautions we can look at the substantive information pro-
vided by Tables 1 to 2. In western European countries, the changes in the
overall level of financing show stagnation, and, at worst, only a mild down-
ward turn, which in turn is much stronger in the case of central and eastern
European countries, where reductions are drastic when the special cost
increases are taken into account.

As to financing responsibility, there is a clear distinction between the federal
states (Austria, Germany and Switzerland) and other countries. In the former
group, the Lander/cantons are an important level of independent cultural pol-
icy decision-making, while in the latter, the regions seem to be a co-ordinat-
ing level of central government policies or a lever between central and local
level financing.

The figures pertaining to the central and eastern European countries re-
flect random administrative reforms searching for an organisational design,
balancing rights and obligations between different levels of government.
All in all, the data reflect the well-known problem of optimising the results
of public financing in respect of three objectives: maintaining cultural
diversity, enhancing equal access to culture and supporting regional cul-
tural activities and identities. In modern societies, this problem cannot
be solved by financial transfers alone; additional institutional solutions, for
example, new models of federalism/regionalism, effective planning, informa-
tion and networking and enhanced co-ordination of sectoral policies, are
needed.
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Table 3 uses the same survey data to illustrate cross-national variations in sec-
toral priorities in public financing of the arts and culture. Cultural expendi-
tures are classified into three categories: protection of material cultural her-
itage, support for libraries and socio-cultural activities and support for artistic
creativity, literature and the performing arts. The classification responds
roughly to three objectives of public cultural policies: enhancing identity, pro-
moting wider access to culture and supporting creativity. In this respect, the
categories, however, overlap: for example, support for regional and local per-
forming arts institutions often also contributes to regional identity and more
equal geographical access to culture.

Cultural policy planners often assume, at least implicitly, that the protection
of heritage and support for artistic work should be mainly the task of central
government and — in the case of truly federalist states — of Lander/cantons,
the promotion of wider access to the arts and culture being that of municipal
governments. There are some weak indications that this pattern may prevalil
in small welfare countries.

Table 3 shows no systematic patterns for overall preference of the “objec-
tives” implied by its three categories of activities. However, one can point out
interesting country profiles like that of Austria where, at all levels, more mon-
ey is spent on the arts than on heritage or participation, or such as Germany,
where interest in socio-cultural activities seems to be most prominent and the
Czech Republic, where the maintenance of heritage now seems to receive the
lion’s share of reduced public financing.

The lack of more distinctive patterns in the division of labour between differ-
ent levels of government can be due to some further technical weaknesses of
the data: some countries may have included capital costs, which others have
omitted. Sectoral financial data also reflect very strongly unique national geo-
graphical, geopolitical and historical features which cannot be easily con-
trolled and easily blur all common patterns. Such factors, for example, are the
size of geographical area and population, the distribution of cities, towns and
villages, and the type and amount of immovable heritage. The effects of such
factors on the financing structure can be illustrated by a comparison between
the Netherlands and Finland:

“Because of the population difference (14.9 million in the Netherlands, 5 mil-
lion in Finland in 1990) and geographical factors (Finland’s area is much larg-
er and more sparsely populated), Dutch per capita financing and expenditures
could be expected to be lower than those of Finland. The difference, howev-
er, between the aggregate expenditure per capita for the arts and culture was
rather small. If the wider concept of culture (including adult education cen-
tres in Finland, and similar facilities and activities in the Netherlands) is con-
sidered, the per capita expenditure in Finland was only some 3% higher. If
the wider concept is not used, the aggregate expenditure per capita is about
20% higher in Finland than in the Netherlands.

Aggregate comparisons are, however, rather meaningless, because the struc-
tures of financing in the two countries differ radically from each other. The

309



In from the margins

main difference is that about five times more money per capita is used for
cultural heritage in the Netherlands than in Finland. On the other hand,
the Finnish problems with geography and economies of scale are also clearly
apparent in some areas. Thus Finland used about 80% more money per
capita for its public library system than the Netherlands, and in the case of
the performing arts (theatre, opera, orchestras) the difference is even more
glaring: the Finnish per capita figure is three times larger than that of
the Netherlands. On the other hand, the per capita expenditures for the sup-
port of literature and book publishing are about equal, and the Dutch per
capita expenditure for the visual arts is about eight times higher than that of
Finland.” (Council of Europe, Cultural Policy in Finland, National Report,
1995).

Table 1: Public expenditure on the arts and culture in some European coun-
tries (in millions of local currency, current prices) in 1992, by tier of
government, and growth (%) in 1990-92
Source: Hofecker, 1995, tables 8.A.90, 8.A.92.

Tier Central Regions/ Municipal/ Total Growth (%) of
Country government Lander local self- the total
government 1990-92
Austria 7097 3797 2283 13172 19.7
Bulgaria 989 15 651 1655 233.0
Czech Republic 1991 * 3380 5371 -16.6
Denmark 2355 322 2675 5352 6.4
Finland 2975 * 2187 5162 8.3
Germany 4272 7274 13769 25315 15.9
Netherlands 880 180 1957 3017 19.4
Poland 1 168 439 1937 840 2416 628 5522 907 -1.5
Sweden 5370 916 6222 12 508 6.2
Switzerland 215 663 748 1626 5.0
* Insignificant public allocation or no allocation at all on this tier.
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Table 2: The share (%) of cultural expenditure in total public expenditure,
by spending tier of government, in some European countries in
1980, 1990 and 1992
Source: Hofecker, 1995, tables 8.A.80, 8.A.90, 8.A.92.

Tier Year Central/ Regional/ Municipal/ Total

Country federal Lander local
Austria 1980 1.03 1.73 0.68 1.07
1990 0.94 2.09 0.92 1.12
1992 0.98 2.02 0.87 1.12
Switzerland 1980 0.35 1.70 3.52 1.53
1990 0.63 2.56 4.61 2.28
1992 0.70 2.42 4.15 2.14
Germany 1980 0.66 1.97 5.97 2.47
1990 0.87 2.16 5.87 2.48
1992 0.70 2.20 5.77 .39
Finland 1980 n.a n.a n.a n.a
1990 1.31 * 2.54 1.67
1992 1.20 * 2.56 1.46
France 1980 (81) 1.07 0.25 6.86 1.95
1990 1.44 0.52 7.09 2.38
1992 n.a n.a. n.a n.a
Italy 1980 1.08 2.01 0.84 1.07
1990 0.99 2.68 1.10 1.12
1992 n.a n.a n.a n.a
Denmark 1980 n.a n.a. n.a n.a
1990 0.93 0.61 2.46 1.32
1992 0.90 0.67 2.43 1.27
Sweden 1980 .48 .08 41 .73
1990 1.09 0.71 2.32 1.41
1992 1.12 0.66 2.78 1.49
Bulgaria 1980 n.a n.a n.a. n.a.
1990 1.89 * 1.47 1.84
1992 2,52 * 1.23 1.79
Czech Republic 1980 0.89 * 5.04 74
1990 1.87 * 3.43 2.55
1992 0.83 * 4.41 1.69
Poland 1980 n.a n.a n.a n.a
1990 2.63 3.33 * 2.89
1992 0.38 2.62 3.72 1.24

Insignificant public allocation or no allocation at all on this tier.
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Table 3: Public expenditure (in thousands of local currency, current prices)
on the arts and culture in some European countries in 1992, by field
of activity and tier of government
Source: Hofecker, 1995, tables 10.A.90, 11.A.90, 12.A.90.

Country Tier A. Protec- B. Support C. Support Ratio B/A Ratio Ratio
tion of for public for litera- (partici- C/A C/B
heritage, libraries, ture, music, pation V. (art v. (art v.
museums, | socio-cultu- visual & heritage) heritage) partici-
archives ral activities performing pation)
arts
Austria Federal 1056 220 534 109 3592 956 0.5 3.4 6.7
Lander 808 595 847 454 947 913 1.0 1.2 1.1
Local 232784 716 970 1077 521 3.1 4.6 1.5
Bulgaria Central 44 000 24 000 7 000 0.5 5.3 6.1
Realonal * * * * * *
Local 89 587 318 734 41 391 3.6 0.5 0.1
Czech Central 1085 225 518 393 299 188 0.5 0.3 0.6
Republic | Reaional * * * * * *
Local 1119130 631 709 817 544 0.6 0.7 1.3
Den- Central 487 000 623 000 678 000 1.3 1.4 1.1
mark Regional 73 000 78 000 169 000 11 2.3 2.2
Local 260 000 2 086 000 310 000 8.0 1.2 0.1
Finland Central 181 368 1117 636 262 734 6.1 1.4 0.2
ReﬂIOnal * * * * * *
Local 241 400 502 455 861 915 2.1 3.6 1.7
Ger- Federal 88 642 3652 080 29 892 41.2 0.3 0.0
many Lander 1434374 | 3894347 1621 293 2.7 1.1 0.4
Local 1003 311 9631 129 2850 715 9.6 2.8 0.3
Nether- Central 340 000 78 000 381 000 0.2 1.1 4.9
lands Regional 51 000 75 000 28 000 1.5 0.5 0.4
Local 393 000 780 000 494 000 2.0 1.2 0.6
Poland Central 634 324 183 358 307 765 0.3 0.5 1.7
Reaional 461 168 644 875 861 697 1.4 1.9 1.3
Local 150 984 2191 485 73 760 145 0.5 0.0
Sweden Central 981 000 1 665 000 1643 000 1.7 1.6 1.0
Regional 160 200 414 800 292 000 2.6 1.8 0.7
Local * 5 255 000 967 000 * * 0.2
Switzer- Central 82938 13 957 * 0.2 * *
land Regional 174 742 87 096 214 313 0.5 1.2 2.5
Local 133511 107 301 263 373 0.8 1.9 25
* Insignificant public allocation or no allocation at all on this tier.
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6. Statistics and indicators on private financing of the arts and culture

Of course, we cannot equate the economic health of the arts and culture with
the level of public financing only. Even in the Nordic social welfare countries,
individuals and households provide as “consumers” at least twice as much
revenue to the arts and culture as they do as tax-payers; and thus the
marketplace has a central role as “a cultural policy decision-taker ** in shap-
ing prices and consumer interest. Since the mid-1980s, European cultural pol-
icy planning and debates have paid increasing attention to private and non-
profit funding of the arts and culture. The main issues have been the
legitimate role of private sponsorship and foundations and the appropriate
legislation encouraging private and non-profit financing. On a more techni-
cal level, the “innovative use of joint public-private financing and the chan-
nelling of copyright, neighbouring rights and droit de suite revenues have
been main concerns of policy planning and legislation (see for example
Mitchell, 1989).

No sources provide comprehensive comparative statistical information on pri-
vate and non-profit financing in Europe. We limit our illustrations here to a
comparison of the recent development of business sponsorship in two coun-
tries, the United Kingdom and Finland. More comprehensive comparisons can
be found in publications based on survey data, legal information and admin-
istrative documents (see for example Mitchell, 1989 or Circle, Budapest
Round Table, 1994).

In the United Kingdom, business support is a well-established form of financ-
ing with a wide corporate base. In Finland, the base is much narrower and
corporate financing has often been considered less wished-for and at best
only complementary to public funding. The two cases (see Tables 4a and 4b)
are chosen to illustrate first how deeply ingrained the concepts and modes of
corporate financing are in the national cultural and business environment, and
how impossible it is to try to carry out direct comparisons of the amounts of
financing. On the other hand, the two cases also illustrate that comparisons
are possible from a wider developmental perspective. First, the effects of the
economic stagnation of the early 1990s can be detected in both tables. In the
United Kingdom, it appears as the decrease of cash sponsorship, in Finland as
a practical collapse of all forms of business support. Second, if we have a clos-
er look at the Finnish data, we notice that direct sponsorship declined con-
siderably before the drastic stagnation of 1990-93. The decline of direct spon-
sorship in both countries may indicate a long term developmental trend: arts
sponsorship is increasingly considered by the business community less as an
effective means of image creation and more as a means of small-scale adver-
tising. It would be useful to carry out a comparative study of recent sponsor-
ship trends in both the arts and sport.
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Table 4a: Business support for the arts in the United Kingdom in 1991-92,
1993-94, by the type of support (current prices)
Source: ABSA, Business Support for the Arts ... Summary, London 1994, 3.

1993/1994 | Increase/decrease 1992/1993 1991/1992
9394/ 92-93

1. Sponsorship (*) £48 761 762 -2.15% £49 834 657 | £57 577 317
(% of total cash sponsorship) (86.49%) (86.38%) (88.26%)
2. Corporate sponsorship £7 616 936 -3.07% £7 858 415 £7 882 577
(% of total cash sponsorship) (13.51%) (13.62%) (12.04%)
1.+2.: Total cash sponsorship £56 378 698 -2.28% £57 693 072 | £65 459 894
3. Sponsorship  ““in kind £6 164 658 +98.25% £3109398 | £1 710900
4. Corporate donations £6 979 096 +50.90% £4 624 764 £7 456 478
;(:stal business support for the £69 522 452 +6.26% £65 427 234 | £74 627 272
NB: Soonsorship (*) includes event soonsorshin. soonsorship of canital proiects and awards

and prizes.

In the case of total cash sponsorship, the value of 1993/1994, £56 378 693, represents
a decrease of 3.91%. in real terms. on the previous vear's fiaure and the total busness
support, £69 522 452, represents an increase of 4.48%, in real terms, on the previous

year's figure.

Table 4b: Business support for the arts and culture in Finland in 1984, 1987,
1990 and 1993, by the type of support (thousands of FIM, in cur-
rent prices)*

Source: Pekka Oesch, 1995, English Summary, 14.

1984 1987 1990 1993

Type of support '000 FIM % ‘000 FIM % '000 FIM % '000 FIM %
Purchases of 14 768 51 16 809 32 25212 49 11 130 48
works of art
Sponsoring 7528 26 21622 41 12 008 24 5964 26
Donations 1410 5 3447 7 4685 9 2358 10
Other support 5338 18 10 760 20 9273 18 3615 16
Total 29 044 100 52 638 100 51179 100 23 068 100
* Based on a survey of a sample of approximately 300 of the largest financial, industrial

and service corporations in Finland.

7. The development of institutional infrastructure and participation

Statisticians and researchers have pointed out that the best and often the
only available measure of the effectiveness and efficiency of public financing
can be derived from the institutional activities the money creates or maintains.
Thus, for example, Augustin Girard (1992, 44-45) in his case study analyses
of France and Sweden compares the performing arts in terms of indexed
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time series of financing, institutional structure and levels of staff. He comes
to the conclusion that financing, especially in Sweden, has actually expand-
ed regional and local access to the performing arts (effectiveness) and this
has happened under rather strict cost control (efficiency). One retort, of
course, to these analyses is that the final measure of effectiveness and
efficiency is the use, which does not automatically ensue from a good in-
frastructure and expanded supply. Furthermore, data on infrastructure is
never sufficient alone: analyses of efficiency require parallel data on expendi-
ture and analyses of effectiveness require data on the use of facilities provid-
ed.

Irrespective of these counter-arguments, it is easy to agree that the level of
cultural infrastructure can be used, with certain reservations, as a measure of
“cultural development”. Unfortunately, comparative data on the extent of
national cultural infrastructure in Europe is practically non-existent. The Euro-
pean Programme of National Cultural Policy Reviews provides as yet only
eight case studies and various handbooks of cultural life provide some docu-
mentary data.

There is somewhat more information on regions and cities, and, for our illus-
trations here, we can avail ourselves of recent data collected in a mail ques-
tionnaire by the Helsinki City Information Management Centre in summer
1994. Because this data contains some information on the use of facilities,
some exploratory remarks about effectiveness and “development” can be
attempted. The main results of this survey are condensed in Table 5.

Even in this survey addressed to a rather homogeneous sample of European
cities, the definitional problems appear to rule supreme. It seems rather like-
ly that the persons who responded to the questionnaire on behalf of the cities
might have, despite all instructions, had rather different conceptions as to
what is to be counted as a “museum”, a ““cinema” or a “theatre”; this be-
comes obvious when one compares for example the number of cinemas in
Edinburgh and Frankfurt. It also seems that some responses pertain only to
the inner city area, while the others cover the wider metropolitan area includ-
ing suburbs and nearby autonomous townships.

A closer examination of the data revealed that in order to understand both
these definitional and real differences in infrastructure they must be related
to participation data. To do that, per inhabitant figures of cultural participa-
tion (use) were rank-ordered and the city rankings summed to make up one
indicator only (last column of Table 5). Although this type of condensation
often hides the diversity, it also helps, together with background data, to dis-
til some general patterns of supply and demand.

It is easy to see that quantitative measures of infrastructure (the number of
cultural workers or facilities) in Table 5 provide rather poor predictors of
inhabitants’ level of cultural participation. The discrepancy between the num-
ber of facilities and their use is most apparent in the case of the cities of east-
ern and central Europe (Budapest, Tallinn), while the facilities seem to be most
effective in the capitals of small welfare states (Edinburgh, Stockholm, Copen-
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hagen, Zurich). The table also reflects the effects of summer festivals and
events (for example in the case of Edinburgh) and several cities have certain-
ly benefited from their status as the “European City of Culture” (Antwerp
1993, Glasgow 1990, and Lisbon 1994). In more general terms, the table also
suggests that the competition between European cities for tourists and other
economic benefits of cultural investments is rather severe and has led, on the
one hand, to the modern-isation of cultural facilities and city image, but prob-
ably also to the subordination of artistic and cultural activities to serve eco-
nomic and political interests.

It can be argued that, because of totally different economies of scale, per capi-
ta measures do not do justice to big cities (Barcelona, Frankfurt, Vienna, Ham-
burg), where in addition a high proportion of refugees and immigrants may
affect the participation ratios. In general, the cultural administration and arts
institutions of the major cosmopolitan metropolises are probably more ori-
ented to providing cultural offerings to well-established audiences (educated
social strata, tourists) than to expand the participation to cover better the
whole population. This is also possible for them because of economies of
scale: in theory with an appropriate programme it is easier to fill the large
renowned theatres and concert halls with lesser per capita costs than in small-
er and more “provincial” cities.

Table 5: Cultural infrastructure and participation in some European cities in
the early 1990s

Source: Statistics from the City of Helsinki Information Management Centre, 1995, 7,

60-61, 66-69.
{PRIVAT }Cty Population Foreig- Shae Quiturd ANum- B.Num- CNum  D.Num-ber ENum- umof
nes ©oof workes berof berof berof of berof fourbest
a&s%o0f lebour employed  museuns libraries cinemes symphony theatres “user™
o foreem- bythe and rank and rank and rank orchestias and rank rankings
popu- ployed in cityper oderin oderin orderin and renk orderin of &-®
leion culiure, 1000in- percepita | per capita | percapita orderin per percapita and sub-
spors habitents Visits loans Visits cepitavisits Visits sequent
and re- ovedll
cegtion ranking
Antnep 462336 128 14 19 20) 336) 16@) 2@) 5(17) 16(5)
Bavdona 1643542 14 24 03 3514) | 83a5) | 6310) 1(10) 2416) | 49013)
Budapest 1995696 . 24 13 89(15) | 84@3) | 6146) -0 2513) | 57@4)
Bussds 951217 291 . . 396) Q) 70@) Q) Q) Q)
Copenhagen 467258 127 37 17 40(@) 224) 14@) 401) 1107) 22(6)
Dublin 478380 64 20 05 4@13) 270) 33(1) .@ 16(1) 13(3)
Edinburgh 418914 52 27 79 27Q) 23(1) 60) 2©) 70) 7(1)
Fankiurt 658815 283 . . 270) 2101 | 5604) Ne) 9(15) 4410)
Glasgow 662853 39 33 18 14@) 446) 60) 46) 20@7) 27@)
Harburg 1688785 142 23 26 4706) | 6000) | 96a5) 3(13) 400) 47(12)
Helsinki 508659 46 43 38 63(11) 56 @3) 42(12) 4@) 21(11) 32@)
Lisbon 663404 79 24 106 386) 19@) 23(11) 30) 18(18) 330)
Lipembourg 75833 451 16 . 3() 2(16) 30) 1() @) Q)
Milan 1383381 38 50 . 13(18) Ne) 107®) 4() 216) Ne)
Pregue 1217023 19 32 161 55(12) () () 36) 24(12) ()
Sodkholm 692954 182 51 12 40 () 43@7) 776) 2@) 370) 12(2)
Tallinn 442679 . 21 25 24a7) | 30a2) | 12as8) Ne) 1004) | e1a5)
Menna 1642391 179 04 04 90 ©) 62@14) | 97a7) 3(12) 13@0) | 45@1)
Zuiich 360898 268 22 27 39(10) 40@) 390) 4() 12@®) 14(4)
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Yet cultural investments, facilities, public subsidies and private sponsorship
reflect often also “the status interests” of metropolitan municipal authorities
and, in the case of metropolitan capitals, also those of a nation. The next two
tables bear witness to these interests. Table 6a reflects well the difference
between the financing structure of European and American institutions of the

performing arts.

Table 6a: Public subventions and private support to opera and ballet hous-
es in some world metropolises in 1989/90
Source: X. Dupuis, 1991, 8-11.

Opera/ballet Public Share of Donations Share of Total
subvention | total budget and spon- | total budget budget
*) (%) soring (*) (%) *)
- L'Opéra de Paris-Bastile 478 71.4 6.0 0.9 669
— Wiener Staatsoper 310 69.0 n.a n.a 450
— Bayerische Staatsoper 283 75.3 1.8 0.5 377
— Hamburgische Staatsoper 231 73.7 2.7 0.9 314
— Deutsche Oper Berlin 269 84.7 2.6 0.8 318
— Royal Opera House, 140 34.3 62.9 15.4 408
Covent Garden
— Teatro alla Scala, Milan 323 65.0 27 5.4 497
— Le Grand Théétre de Genéve n.a n.a n.a n.a 74
— Thééatre Royal de la 131 72.8 5.5 3.0 180
Monnaie, Brussels
— Metropolitan Opera, 13 2.1 267 42.8 623
New York
™*) In milion French francs.

Table 6b: The “Grands Projets™ of Paris in the 1980s and 1990s (contruc-
tion costs in thousands of millions of French francs)
Source: F. Benhamou, 1996, 60.

Building Architect Construction Year of
costs inauguration
— Musée d'Orsay Gae Aulenti 13 1986
— Parc de la Villette Bernard Tshumi 1.3 1986
— Musée des Sciences Adrien Fainsilber 54 1986
— Institut du monde arabe | Jean Nouvel 0.4 1987
— Opéra Bastille Carlos Ott 2.8 1989
— Arche de la Défense Paul Andreu, Otto von Spreckelsen 3.7 1989
— Ministére des Finances Paul Chemetov, Borja Huidobro 3.7 1989
— Cité de la Musique Christian de Portzamparc 11 1994
— Museum Paul Chemetov, Borja Huidobro 1.0 1994
— Grand Louvre leoh Ming Pei 5.7 1995
— Bibliothéque de France Dominique Perrault 7.8 1995
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In Table 7, a number of selected European countries have been organised
according to their rank order in consumption of “‘commercial culture” on the
one hand and the level of arts audiences and the use of cultural services on
the other. The information has been gathered from different sources and per-
tains to the situation of the late 1980s and the early 1990s. Due to the con-
ceptual and co-ordination problems already discussed and the failure of sta-
tistical offices to update data at regular intervals, the compilation of this
information was an exercise in the art rather than the science of statistics.

Table 7: Cultural consumption and participation in selected European coun-
tries (rank-order classification: 1=high, 2=medium, 3=low)
Source: European Audiovisual Observatory, 1995, 23, 32, 148; Cronholm, M., 1994;
Circle & the Council of Europe, 1993, 43-85.

Consumption of ~ ““commercial culture Level of audiences / Readership
1. 2. 3. 4. 5. 6. 7. 8. 9.
House- |[Watch- |House- | House- [SUM | Classic |Theatre | Mu- |Cine- | Libraries, | SUM
Country hold ingTV | holds [holdswith | of | music seums | ma | reading of
cultural with 2 video- 1-4 5-90
expen- VCRs games
diture

Austria 2 3 3 2 10 2 2 1 3 2 10
Switzerland 1 2 1 2 6 1 1 2 1 2 7
Germany 1 1 1 1 4 1 1 2 2 2 8
Denmark 1 2 1 2 6 1 2 2 2 1 8
Spain 3 1 1 1 6 . . . 1 . .
France 2 1 2 1 6 2 2 2 1 2 9
Finland 1 2 2 3 8 2 1 1 3 1 8
Greece 3 1 2 3 9 - - - 3 - -
Italy 1 1 2 3 7 3 3 2 2 3 13
Ireland 2 1 2 1 6 2 1 - 1 - -
Norway 2 3 2 2 9 2 2 2 1 2 9
Netherlands 1 1 1 2 5 1 2 2 3 2 10
Portugal 3 1 3 3 10 . 3 .
Sweden 2 3 2 2 9 2 1 1 2 1 7
United 1 1 1 1 4 2 2 2 2 3 11
Kingdom

The division line between these two types of activities in the table coincides
with the much-maligned dichotomy of ““mass culture™ versus ““high culture”.
In this respect, the two categories of the table are by no means mutually
exclusive. Cultural consumption for instance includes household expenditure
on theatre and concerts; and “cinema’ covers all attendance irrespective of
the type of film.

Typology 1 helps us to understand the core-substantive contents of the table.
Its simple classification clusters the countries in a meaningful way. The three
core “cultural industries™ countries (United Kingdom, France and Germany)
and the nodes of trans-border communication (Switzerland, Denmark,
Netherlands) are high in consumption, while the countries with extensive net-
works of cultural institutions (Switzerland, Germany and the Nordic countries)
have a high level of participation.
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Typology 1: Participation and cultural consumption: country clusters
Source: European Audiovisual Observatory, 1995, 23, 32, 148; Cronholm, M.,
1994; Circle & the Council of Europe, 1993, 43-85.

Level of “*high culture * participation

Levelof “commercial High (7-8) Medium (9-10) Low (11-13)
cultural consumption
High (4-6) 1. Switzerland, IV. France, VII. Italy,
Germany, Netherlands United Kingdom
Denmark
Medium (7-8) Il. Finland V. VIII.
Low (9-10) lll. Sweden VI. Austria, IX.
Norway

It should be pointed out that Table 7 is based on information from the end of
the 1980s, and the constellations depicted in Typology 1 have certainly radi-
cally changed during the first half of the 1990s. This has been the case with
the new democracies of eastern and central Europe, where economic prob-
lems and the onslaught of “commercial culture” have undermined earlier
active cultural participation. These countries could be located in Cells VI, VI
and IX of the typology. More recent statistics indicating a decline in cultural
participation and amateur art activities in younger age groups may bear wit-
ness that the pattern of high level participation of the Nordic countries is at
present also being eroded.

Irrespective of repeatedly expressed interest during the last two decades,
the progress towards establishing a standard system of data acquisition,
processing and systematisation on cultural participation has been slow.
National questionnaires used to collect data on arts interests and cultural
participation still vary greatly from one European country to another;
furthermore the suggested statistical frameworks do not seem to be able
to deal with the problem of relating audience statistics (for example record-
ed visits to libraries, concerts, theatres), statistics on household expendi-
tures (for example money spent on theatre and concert tickets) and survey
data on the participation of individuals, groups and the population at large
(obtained in a representative sample by “how often do you visit/go to...”
questions).

Radio and television also transmit the arts and culture to millions of listeners
and viewers. But it is a well-established fact that arts programmes cannot
compete on public broadcast channels with mass entertainment programmes
(see Table 8), and, in order to maintain audiences, special channels have been
established (for example Arte in television and classical music stations in radio
broadcasting).
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Table 8: Viewers of television arts programmes in the United Kingdom in
1993-94 (in millions)
Source: L. Weston, 1994, 8.

— South Bank Show (ITV) >2
— The Late Show (BBC2) 0.5
— Without Walls (Channel 4) 1.3
— The Royal Collection (Channel 4) 0.8
— Civilisation (BBC2):

* original showing in 1969 0.7

* repeat in 1983 1.2

*in 1993-94 0.7
— Omnibus (BBCI) 21
— Arena (BBC2) 0.9
— Sister Wendy's Grand Tour (BBC2) 21
— One Foot in the Past (BBC2) 2.0
— Bookmark (BBC2) 0.9
— Off the Wall (BBC2) 0.8
NB. At the same time, by comparison, BBC's twice-weekly serial ~ Eastenders gained an

audience of 20 million, and the Nine o'clock News 7 million viewers.

8 Economic profitability of cultural investments

Table 9 summarises the results of some of the most reliable studies which
have explored the “pure” economic profitability of investments in culture
(Malm, 1994). The studies cover a whole range of case illustrations ranging
from aggregate investments of a public sector as a whole (German theatre
sector) and a city (cultural institutions of the city of Bremen) to individual arts
institutions, to public support of events and festivals and finally to a com-
mercial gig (Bruce Springsteen’s Gala), with no public financial input. The
table presents only indicators of “the public balance sheet™, that is, the
absolute and relative economic returns (columns 4 and 5) of public invest-
ments.

If we deal with such simple statistics as aggregate investments by one sole
investor and with such indicators as direct absolute and relative tax returns,
the technical problems of reliability, validity and comparability remain man-
ageable. Yet, if there are many investors, that is, several different levels and
units of government and, especially, public-private joint financing, the prob-
lems of assessing each partner’s profits and overall profitability demands
much more sophisticated indicators. Furthermore, if the analyses of prof-
itability wish to take into account indirect profits — positive second order con-
sequences — there is a need for a totally new type of statistics and for a whole
host of new complex sets of indicators.
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Table 9: Case analyses of the economic profitability of public spending on
the performing arts and arts events (all figures in millions, in local
currency) *

Source: P. Malm, 1994. See this review paper for the assessment of the validity of the
original sources.

Sector/event Sales Tax effect Public Economic Relative
(Source of effects to (T) to public spending profitability: profitability:

information) local firms authorities PS) (EP =T-P9) (EP/PS)

1. German theatre sector . DM 42 DM 80 DM -38 -47%

(Hummel & Berger 1988)

2. Cultural institutions in DM 37.2 DM 4.35 DM 32.5 DM -28.15 -87%
Bremen, Germany
(Taubmann & Behrens
1986)

3. Music Centre of Arhus . Dkr 4.6 Dkr 6.65 Dkr -2.05 -31%
(Framke & Jensen 1987)

4. The Theatre of FIM2.17 FIM 1.01 FIM5.0 FIM 3.7 -74%

Rovaniemi
(Malmi 1994)

5. Edinburgh Opera £3.7 £0.15 £0.21 £ +0.06 +29%
Festival
(Vaughan 1983)

6. Savonlinna Opera FIM72.2 FIM 3.9 FM1.2 FIM+2.7 +225%

Festival 1992
(Piirainen 1993)

7. Sorinasteen-Gala Skr 8.9 Skr17.1 Skr O Skr17.1 about ®

in Goteborg
(Andersson 1985)

* Economic profitability refers to the profitability of the investment or spending to the
investor. Savings in social welfare costs are not taken into account. The investor/profit-
earner in the two first sectoral studies is the public sector asa whole, in the rest the local
municipality. The figures within parentheses are rough estimates.

As to the substantive contents, the message of the table is clear — and very
much according to the standard arguments of the economics of culture. Sup-
port for the arts and culture as a social infrastructure (presented by aggregate
sectoral indicators of the table) is expensive and non-profitable both for the
state and municipalities and the same can be said of supporting major insti-
tutions. Public investments in festivals and events by contrast are profitable
in general, and commercial cultural events bring returns without any specific
investments.

Malm (1994, 4) has suggested an equation, which lists the main components
which are needed for an all-encompassing combined indicator of the eco-
nomic and social profitability of an investment in the arts and culture. This
combined indicator should sum up the following five groups of component
indicators:
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1. public “fiscal”” net benefit

+ public tax benefits (direct, indirect and induced)
+ other public gains and costs (savings in welfare costs, etc.)
- public spending or investment

2. employee related net benefit

+ net wage effects to citizens due to the direct, indirect and induced employ-
ment effects

- value of free time which is lost due to employment effects

+ intrinsic rewards of employment

- loss of welfare benefits to the employed

3. property related net benefit

+ net benefit to the owners of companies and rented property
- economic loss to the renters

4, subjective consumer effects and externalities

+ subjective consumer effects (consumer surplus, etc.)
+ subjective externalities (pride, opportunity benefit, environmental costs)

5. strategic net benefit to public sector

+ strategic marketing effects to the State and communities
+ savings in outbound recruitment costs
+ implicit savings to sectoral organisations (education etc.)

unweighted social net benefits = absolute social profitability

If data for all the indicators of the equation could be gathered, the “pure”
economics of culture would take a long stride towards more general devel-
opmental analysis. For the time being, this is still a distant dream. Although
some case studies of cultural events or festivals have managed to find rea-
sonably valid indicators for several components of 2 and 5 above, cultural sta-
tistics at present can contribute precious little to the development of such rel-
evant combined indicators as the equation proposes — even less so if asked to
provide data for more comprehensive international comparisons or for time
series analyses of profitability and net benefit changes.

9. Private consumption of culture

The importance of cultural consumption and market revenues for financing
the arts and culture was already referred to above; and Table 7 and Typolo-
gy 1 provided a starting point for a more detailed analysis of the impact of
cultural consumption on lifestyles in different European countries. Tables 10,
11, 12a and 12b bear further witness to the fact that variations in cultural
consumption also provide important indicators of long term changes in
lifestyles — and reveal factors causing them.
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Table 10 includes a general category of “entertainment” and does not make
a distinction between expenditure on so-called “commercial” cultural con-
sumption and expenditure on the arts. Yet the high level of expenditure is
related to economic development — with the exception of small welfare coun-
tries where slower penetration of new media and more equal public art pro-
vision and facilities for amateur activities seem to have curbed the boost of
consumption of culture and “entertainment”’.

Table 10: Household expenditure on leisure, entertainment, private instruc-
tion and culture in the EEA countries in 1991 in ECU per inhabi-
tant
Source: European Audiovisual Observatory, Statistical yearbook, 1994-95, 23.

Country Total expenditure Leisure, entertainment, Share (%) of leisure,
private instruction and entertainment, teaching,
culture culture
Austria 8771 640 7.30
Belgium 9 936 652 6.56
Switzerland 11 463 1181 10.30
Germany 9494 855 9.01
Denmark 10 546 1079 10.23
Spain 7134 469 6.57
France 10 415 784 7.53
Finland 8 080 889 11.00
Greece 4058 230 5.67
Italy 10 063 916 9.10
Ireland 5453 605 11.09
Iceland 9851 1162 11.80
Luxembourg 11 503 480 4.17
Norway 7875 740 9.40
Netherlands 9159 965 10.54
Portugal (1986) 2162 124 5.74
Sweden 8 326 766 9.20
United Kingdom 8 326 864 9.87
Europe (average) 8 989 752 8.4
USA (1989) 12 364 1242 10.1
Japan 9941 1030 10.4

Table 11 gives some indications as to how this consumption boost is based on
the development of new applications of communication and information
technologies. The development has not been accumulative, that is a particu-
lar type of application may start to gain ground and undermine the popular-
ity of others. Thus new interactive multimedia and computer-mediated com-
munications have in the 1990s pushed aside console video games and the use
of VCR for postponed television watching and viewing of rented video films.
On the other hand, television, especially satellite/cable and pay-TV systems,
have maintained their position and secured growth for television advertising
revenues. All in all, the expenditure on audiovisual and multimedia goods and
services have been growing in the 1990s in the EU countries at a faster rate
than GDP and overall consumption expenditure.
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Table 11: Consumers’ direct and indirect expenditure for audiovisual and
multimedia goods and services in 1992-94 in the EU countries
(aggregate figures for 15 member countries, in millions of ecus, in
current prices)

Source: European Audiovisual Observatory, Statistical yearbook, 1996, 18.

Consumer items 1992 1993 1994 1994/1993
Film industry n.a n.a n.a n.a
Box-office 2576 2926 2989 2%
Grants n.a n.a n.a. n.a
Television n.a n.a n.a n.a
TV advertising expenditure 13 662 13183 15117 14.7%
Grants n.a n.a n.a. n.a
TV licence fees 6 854 7121 7 430 4.3%
Pay-TV subscriptions 2025 2379 2974 25.0%
Cable 2416 3032 3382 11.0%
TV-sets 10 844 10 086 10123 0.4%
Dishes and other TV equipment n.a n.a n.a n.a
Home video n.a n.a n.a n.a
Prerecorded cassettes 4066 4434 5040 13.7%
VCR 6811 5299 4 682 -11.6%
Blank tapes 2058 2140 1884 -12.0%
Camcorders 2821 2704 2 269 -16.1%
LaserDisc players 61 82 49 -40.2%
LaserDiscs 43 42 n.a n.a
Grants n.a n.a n.a n.a
Multimedia n.a n.a n.a. n.a
CD-l players 27 70 110 57.1%
CD-Is n.a n.a n.a n.a
Pcs 1741 2855 4830 69.2%
CD-Rom drives 15 59 134 127.1%
Multimedia software/CD-Roms n.a n.a n.a
Videogame consoles 1588 1047 505 -51.8%
Videogame cartridges n.a n.a n.a n.a
Grants n.a n.a n.a n.a
Total (without grants, multimedia and 57 607 57 459 61 939 8%
videogame software)
GDP 5 835 000 5716 000 | 5985 000 5%
Audiovisual expenditure/GDP 0.99 1.01 1.03

The two country cases of Tables 12a and 12b provide a closer look at con-
sumer expenditure on the arts and culture. The Italian figures indicate how
total the re-structuring of the field has been during the last fifteen years.
Although they include some items of electronic media (television, video), the
hardware purchases are excluded and the ratio of “art™ expenditure (in 1988)
is fairly low, only 0.7% of total consumer expenditure. This is in glaring con-
trast with the Italian figure of ““broader” cultural consumption, which three
years later (see Table 10) was thirteen times higher. Even taking the time dif-
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ference into account, the supremacy of audiovisual and multimedia goods
and services is now already a fact. The Finnish figures support this observa-
tion: the share of the arts in total consumer expenditure (1.1%, see the foot-
note of the table) is not much higher than in Italy, and the Finnish figure for
“broader” cultural consumption in Table 10 is eleven times higher.

Table 12a: Private expenditure on the arts in Italy in 1970 and 1988 (thou-
sands of millions of lire in current prices)
Source: G. Brosio & W. Santagata, 1992, 28.

Consumer items: 1970 1988 Ratio
Total % Total % 1988/1970
amounts amounts
Drama 7.9 1.7 141 3.0 17.8
Opera & ballet 3.7 0.8 78.9 1.7 21.3
Music 1.5 0.3 43.2 0.9 28.8
Pop music 3.1 0.7 115 2.5 37.1
Records 90 19.2 1000 21.4 111
Videocassettes 0 0.0 500 10.7 n.a
Books 38.6 8.2 492 10.5 12.7
TV licence fees. subscrintions 182 38.8 516 11.0 2.8
Movies 41.6 8.9 556 11.9 13.4
Art galleries & museums 0.9 0.2 36.9 0.8 41.0
Visual arts 100 21.3 1200 25.6 12.0
Total expenditure * 469.2 100.0 4679 100.0 10.0
* Expenditure on the arts as a proportion of total consumption expenditure in 1970, 1.4%
and in 1988, 0.7%.

Table 12b: Cultural and mass media expenditure of Finnish households in
1985 and 1990, FIM/household, in current prices
Source: Council of Europe, Cultural Policy in Finland, 1995, 43.

Consumer items: 1985 1990 Change (%)

Television sets, repairs, VCRSs, licence fees, cable charges 1171 1308 12
Record and CD -players, recorders, cassette players 559 539 4
Records, CDs and cassettes 120 113 6
Theatre, opera and concert tickets 81 151 86
Admission fees to museums (including art museums) 35 13 63
Cinema tickets 73 71 -3
Music lessons. instruments. etc. 238 257 8
Photography 324 473 46
Writing, drawing, amateur arts 147 184 25
Books, fiction 129 214 66
Books, non -fiction and others 207 302 46
Books, total 336 516 54
Newspapers, periodicals, comics, etc. 1144 1617 41

Total 4228 5242 24
NB. In 1990, expenditure on culture (all items) was about 4.6% of total consumption

expenditure, on the arts (excluding audiovisual equi pment, photography, newpapers and

periodicals) about 1.1%, or about the same asin 1985.
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The long-term downward trend in the relative share of the arts in total con-
sumption seems to contradict the general perception that the number of
artists and arts offerings expanded quickly in the 1970s and 1980s. The fact
is that other opportunities for culture and entertainment have expanded
much faster — especially when consumer expenditure on home entertainment
centres is taken into account. It must also be noted that the relative prices of
“live productions” have risen faster than those of “reproduced” culture. A
major difference in price dynamics is also that a new media usually generates
a new cycle of consumption, where the initial high price of successful prod-
ucts and services fall fast, but the increased volume of purchases maintains
their high share of total consumer expenditure — or even boosts it. The share
of live performances and divisible cultural products is maintained — or at least
kept reasonably high — by increase of relative price (of which Tables 12a and
12b give some indications).

If the above conjectures are right, original arts products and live performances
are increasingly surrounded by a vast ocean of products of culture and enter-
tainment industries, in which they themselves may appear in different repro-
duced forms. An important issue — or probably even the main issue — of cul-
tural development and cultural policies is how to prevent this particular island
of creativity being swallowed by the ocean. It is important to get to the heart
of this issue — as well as other issues pertaining to the changing nature of cul-
tural consumption — to go beyond conjectures. This, however, requires new
efforts and new approaches to statistics and indicators on cultural participa-
tion and consumption.

The position of the arts and culture have been often defended in economic
arguments going beyond those presented in the context of Table 9. In organ-
isational theory and evaluation studies, it is customary to make a distinction
between effectiveness and efficiency, between achieving the objectives and
achieving them with the least possible (or at least “reasonable’) cost. A sim-
ilar distinction prevails between profitability indicators discussed above and
the more general indicators used to assess the contribution of culture to over-
all national development.

There have been definite attempts to develop statistics and indicators for the
latter purpose. Thus in several European countries, copyright organisations
have financed studies assessing the contribution of the arts and culture to the
GDP as a percentage share of the total value added in order to prove the eco-
nomic significance of creative activities. Similarly, some pan-European organ-
isations have published trade statistics on cultural goods in order to prove the
need for subsidies or trade regulation. These analyses are certainly of value
for lobbying purposes; their value from any more comprehensive economic
and social perspective is less clear.

In some studies assessing the value-added contribution of the arts and relat-
ed activities, the share has been estimated as high as 3% of the GDP. These
high estimates are, however, a product of the very comprehensive definition
of *““copyright industries” including, for example, publishing and printing,
computer design and software, advertising design and planning, etc. If we
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include only the arts and closely related activities, the share drops to 0.80%
to 1.2% (Cultural Policy in Finland, National Report, 1995, 135; Scheucht &
Holzmdller, 1989, 64-66).

To conclude: there is a need to recognise the important role of the arts and
artistic creativity in the development of our societies. There is a need to devel-
op a statistical frame and a system of indicators to serve this purpose; objec-
tive research and analysis, however, serve these efforts better than limited
partisan interests.

10. The competitive edge of European culture industries

New media and globalisation processes have brought the issues of world
trade into the centre of cultural development and policy decision-making.
This is also reflected in a new interest in statistics and indicators on the inter-
national flows of cultural goods and services. In the 1970s, similar informa-
tion was gathered to prove the need to establish a new world information
order; the present statistics and indicators focus more on the relative com-
petitive edge of nations and/or world regions and/or trade blocs. Table 13
provides an illustrative compendium of these statistics and indicators; Table
14 complements this information on a company level.

Table 13: Indicators of the world and European trade on cultural goods in
the early 1990s
Sources: von Euler, 1995; Panorama, 1994, 27, 1-19; European Audiovisual Obser-
vatory, 1995, 61-65; D. Biltereyst, Cultural Policy, 2, 1, 3-24.

Traded cultural World trade indicators European world Intra-European trade
goods and trade indicators
and/or services indicators
Visual arts: Trade in visual artsin European imports: Of total European imports:
Paintings, draw- 1993: about 51% of the — intra-European imports
ings and pastels, total world imports world total about 60%o;
(comprise about about 5.0 thousand European exports: - imports from outsde
85% of the total milion US, exports about 59% of the countries about 40%
“visualart about 4.6 thousand world total Of total European exports:
trade), sculp- milion US dollars — intra-European exports
tures, engravings about 45%
lithograph and — export to outsde countries
prints 55%
Books: Trade in booksin 1993: European imports: Of total European imports:
All books in total world imports and about 50% of the — intra-European imports
printed form; exports both about 8.0 world total about 71%
trangation thousand milion US European exports: — imports from outsde
industry not dollars about 58.5% of the countries about 29%
included world total Of total European exports:
— intra-European exports 67%
— export to countries outside
Europe about 33%
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Traded cultural
goods and and/or
services

World trade indicators

European world
trade
indicators

Intra-European trade
indicators

Musical instru-
ments: Classical
instruments like
pianos, harpsich-
ords, harps, pipe
and reed organs,
etc.; electronic mu-
sical instruments

Trade in musical
instrument in 1993:
total world imports
about 20 thousand
milion US dollars,
exports about 21
thusand million US
dollars

European imports:
about 40% of the
world total
European exports:
about 26% of the
world total

Of total European imports:

- intra-European imports 33%

— imports from outside
countries 67%

Of total European exports:

— intra-European exports 63%

— export from countries
outside Europe 37%

An aggregate cate-
gory including radio
and TV, cable and
satellite distribu-
tion, film and pro-
gramme produc-
tion and distribu-
tion, phono-
gramme produc-
tion and distribu-
tion, video film and
games production
and distribution

is about 118 thousand
million US dollars (in
1993). In 1991 the
share of different
branches of the world-
wide sales of 100
biggest companies
was:
- broadcasting: 68%
— music: 4%
— cinema; cinema &
broadcasting;
multimedia: 28%

largest companies
world-wide in
1993:

—the EU: 33%
—the US: 36%
—Japan: 26%

— the rest: 5%

(see also Table 14
below)

Phonogrammes: Trade in European imports: | Of total European imports:
Records, CDs and phonogrammes: about 55% of the | — intra-European imports 35%
tapes, excluding total world imports world total — imports from outside
music videos 20.7 thousand million European exports: countries 65%
US dollars; exports 21 about 43% of the | Of total European exports:
thousand million US world total — intra-European exports 80%
dollars — export to the countries
outside Europe 20%
Phonogramme World trade on phono- | European imports: | No information about the
equipment: gramme equipment in about 30% of the breakdown to intra-European
Record/CD players, | 1993: total world ex- world total and outside trade
cassette players, ports and imports both | European exports:
etc.) about 25 thousand about 16% of the
million US dollars world total
Audiovisual ;?e;;rzsggvzzzo Geographical Geographical breakdown of
products and 9 ) ) breakdown of the the turnover of Europe's 100
L companies world-wide o
services: turnover of 50 largest audiovisual

companies:

— Germany: 26%

— United Kingdom: 25%
— France: 12%

— Netherlands: 9%

— Italy: 9%

— Luxembourg: 4%

— Spain: 4%

— the rest: 11%

Film and video
industry:

Part of the pre-
vious category:
production and
distribution of full
length feature films
produced and
distributed through
cinemas, home
video and television

Number of feature

films produced:

—the US: 450

—Japan: 238

— the EU of the 12: 433

— Western Europe of
the 19 countries:
546

— “Greater Europe” of
the 33 countries:
598

Audiovisual trade
balance (in million
US dollars)
between the EC
(12) and the US in
1992:
— Cinema: — 860
— Television: —1
716
—Video: — 1 153
Total: — 3729

Audiovisual intra-European
trade: about 150 million US
dollars (in 1992)
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Traded cultural World trade European world Intra-European trade indicators
goods and indicators trade
and/or services indicators
Television Level of saturation in Deficit of fiction Share of European programmes
programme established  “new” programme on selected European channels:
production: distribution: production in 1988 1992
Overlapping with Cable TV penetration, Europe in the — ARD: 80% 90%
the previous % of TV household: 1990s: —Sat 1: 44% 53%
category — USA (1994): 62.4 — Annual growth of -BBC1: 75% 2%
— Europe of the 16 demand: — Channel 4: 65% 67%
(1994): 4.3 35-40% - Danish BC: 86%  79%
— Annual growth of — Danish TV2: 62% 53%
Pay-TV subscriptions, proramme pro- — France 2: 74% 75%
% of TV households duction: 12-20% | - Canal Plus: 55% 58%
— USA (1991): 45.0 —Rai 1: 80% 73%
— Europe of the 16 — Canale 5: 30% 72%

(1994): 10.2

Average share of European

fiction on 9 public channels of

small European countries:
—in 1990: 39.4%

—in 1993: 42.1%

Table 14: Turnover (in 1994, in millions of US dollars) of the 15 leading
world communications companies with a significant role in audio-
visual production and distribution*
Source: European Audiovisual Observatory, Statistical yearbook 96: 52-57; Statis-
tics Finland, 1995, 2, 228.

Enterprise Country (A) Turnover (B) Turnover in The ratio
in audiovisual communica- (A/B)
industries tions** (%)
1 Time Warner/ us 12450 15163 821
Turner Broadcasting***
2. Walt Disney/ us 9131 10070 90.1
Capital Cities/ABC***
3. Sony Japan 7230 7815 925
4. Viacom/Paramount*** us 7378 9982 739
5. Bertelsmann Germany 3863 9429 410
6. News Corpora tion Austria 3802 8416 452
7. Seagram/MCA*** — Japan 6163 6293 979
Matsushita/MCA
8. Fujisankei Japan 4926 7849 62.6
9. NHK Japan 5744 5744 100
10. ARD Germany 5650 5650 100
11. Westinghouse/CBS Inc. us 4785 4785 100
12. PolyGram Netherlands 4725 4725 100
13. Dun & Bradstreet us 4180 4180 100
14. Kirch Gruppe Germany 4200 4200 100
15. Nintendo Japan 4183 4183 100
* More than 40% of the communications turnover.
el Including press and book publishing.
faiaiad Recent (1994-95) mergers/sales of companies taken into account by simply adding the
1994 turnovers of the merging/merged companies.

Most of the debates on the international trade in cultural goods in Europe —
especially within the European Union — have focused on the audiovisual sec-
tor, especially on feature film and television fiction programme production;
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and the lack of competitive edge of the European production and distribution
systems have been repeatedly pointed out. The three bottom rows of Table
13 provide information which is used to illustrate these problems.

They tell a well-known story. Major European audiovisual companies are
actually doing well economically according to the geographical breakdown of
the turnover of the fifty largest companies world-wide in 1993. European
guota regulations and the enhanced production efforts of public national
broadcasting companies have maintained the share of European programmes
relatively high, even in fiction. On the other hand, the diversification of dis-
tribution channels has created a deficit of audiovisual products (especially
films and TV fiction) which European production and distribution cannot fill
— at least not as effectively in terms of production costs and audience appeal
— as is done by US imports. Consequently, the total volume and value of
American imports and the European trade deficit has been growing steadily.

Further information on the successes and failures of European culture indus-
tries at corporate level is provided by Table 14. There are four European com-
panies among the top fifteen companies for audiovisual production and com-
munications services. It should be pointed out that none of these can yet be
compared with the US gigantic entertainment companies (like Walt Dis-
ney/Capital Cities or Time/Warner) or true multinational enterprises (for
example Rupert Murdoch’s News Corporation) in respect of global produc-
tion and distribution strategies or aggressiveness in policies for acquisition and
strategic alliances. Often the strategic alliance of the European companies,
like a recent one of the Kirch Gruppe with Viacom/Paramount have been ini-
tiated to fill the European programme deficit from American stocks of films
and other audiovisual products.

The information in Table 13 is, however, not limited to the story of the Euro-
pean audiovisual industries only. It sketches out the comparative profile of the
world and European cultural trade from a more comprehensive perspective.
Although the total value of audiovisual products overshadows all other sec-
tors of commercial cultural production and services, both in terms of turnover
and the value of international trade, the leading role of European products in
several other sectors should be noted. Such areas are for example visual arts
and books, and, to a minor extent, records (especially classical music) and
musical instruments (classical instruments). In general, the failures of Euro-
pean audiovisual production and services in the global marketplace are coun-
terbalanced by the strong European presence in literature, music and the visu-
al arts, and this should be taken into account in designing pan-European
cultural policies.

To conclude: as Tables 13 and 14 bear witness, there is no dearth of infor-
mation on world and European production and trade. Yet there is a lack of
systematic and regularly updated statistics and indicators for the whole range
of production and trade in the main areas listed in the first column of Table
13. Such information at corporate level as is provided by Table 14 is too gen-
eral to serve as a basis for the effective targeting of European policies relat-
ing to public subsidies and trade negotiations; and it should be complement-
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ed with more systematic information on the profitability of European firms in
different subsectors of cultural production, distribution and trade.

11. Tourism and culture

In addition to trade, many of the discussions and analyses of the overall eco-
nomic effects of the arts and culture have focused on a specific area: tourism.
From a narrower perspective, they have focused on “cultural tourism”, that
is, on the capacity of the arts and culture (especially heritage) to attract
tourists to countries and cities and thus advance economic growth. From a
broader perspective the focus has been on the one hand on the cultural
effects of tourism, and, even more broadly on cultural transformation caused
by the flow of tourists.

There are scarcely any reliable comparative statistics or indicators which
would really support discussions and analyses of cultural tourism from any of
these perspectives. However, Tables 15a and 15b can be used to illustrate
these perspectives and related policy issues.

Information in Table 15a has been used to suggest that the weight of world
tourism might be gradually moving from Europe to other regions of the world,
especially to the Far East. Yet, according to the forecast, the share for the
whole of Europe will decrease by less than 2% (from 40% to 38.4%) of the
world total by the year 2005. It goes without saying that European cultural
diversity and its cities with cultural monuments, art and architecture are still
the main attractions for tourists. The growth potentials in the new democra-
cies of central and eastern Europe are probably greater than the forecast sug-
gests.

Table 15a: Revenues from tourism (in thousands of millions of US dollars)
in different regions of the world in 1995; and a forecast for 2005
Source: The World Travel and Tourism Council, 1995, The World Travel and
Tourism Council, Reports, as presented by M. Pandya, 1995.

Revenues Share (%) Forecast for Forecast Share (%)
Region from trayel of the wprld the growth for the of the w_orld
and tourism total in 1995-2005 revenues total in
1995 1995 (%) in 2005 2005
— European Union 1008 29.9 37 1381 26.5
— Other western Eurone 138 4.1 45 200.1 3.8
— Ce ntral and eastern 205 6.0 106 422.3 8.1
Europe
— North America 956 28.4 30 1242.8 23.8
— Caribbean 28 0.8 36 38.1 0.7
— Latin America 125 3.8 60 200.0 3.8
— Africa 58 1.7 75 101.5 1.9
— Middle East 58 1.7 235 194.3 3.7
— China, South Asa 127 3.8 141 306.1 5.8
— Australia, Japan, 534 15.8 33 710.0 13.6
New Zealand
— Other Pacific 143 4.0 194 420.0 8.1
Total 3380 100 54.5 5216 99.9
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Table 15b can be used to identify the major problems of European tourism. If
we look at the national per capita figures, we notice that the highest ones
(figures in bold) are those of small countries at the nodal points of tourist traf-
fic (Luxembourg, Austria) or the ones with a special geographical or cultural
appeal (Greece, Portugal, Ireland, Iceland). It is not difficult to understand
that these countries — and their original patterns of culture — are also the most
vulnerable to mass tourism. The same problem is faced by many smaller Euro-
pean cities with special cultural appeal (Venice, Salzburg, Avignon, etc.).
Although these problems are well known, the negative effects of tourism on
culture and the cultural habitat are much less well documented than its pos-
itive economic returns.

Table 15b: Foreign tourists in western Europe in 1983-93 — Nights spent by
non-resident aliens in pay accommodations per 100 000 inhabi-
tants
Source: Eurostat, Yearbook, 1995, 398.

Country 1983 1984(1985(1986 1987 1988 |1989|1990]1991 1992 |1993| Rank
Belgium 91 95 | 100 | 99 102 107 | 123 | 129 | 122 128 | 129 13
Denmark 186 178 | 175 | 166 160 156 | 167 | 182 | 202 225 | n.a 9
Germany 35 43 46 46 48 49 54 55 58 59 53 17
Greece 277 332 | 359 | 356 358 348 | 344 | 365 | 301 365 | n.a 5
Spain 219 242 | 215|238 251 239|214 | 176 | 202 208 | 226 8
France 128 n.a | 148|145 171 125|146 | 152 | 150 161 | na 11
Ireland na na |na |na na na |na |na | na 609 |na 2
Italy 140 138 | 140 | 152 160 161 | 151 | 147 | 150 144 | 147 12
Luxembourg 630 598 | 598 | 576 585 572 | 653 | 636 | 660 594 | 637 3
Netherlands 86 96 96 96 . 86 96 110 | 114 119 | 112 14
Portugal 121 129 | 151 | 167 171 178 | 183 | 196 | 223 203 | 183 10
UK 257 274 | 295|279 313 303|326 342|314 na |na 6
Austria 835 839 | 831|822 833 850|916 | 914 | 935 925 | 883 1
Finland na na |na | 47 50 53 | 57 | 57 | 52 51 | 58 16
Iceland na na |na |193 215 211|232 | 259|261 256 | na 7
Sweden na na | 9 | 86 84 84 | 89 | 77 | 65 67 | 70 15
Switzerland 555 537 | 539 | 531 522 516 | 541 | 550 | 545 536 | n.a 4

12. The growth potential of culture industries

Although previous tables have illustrated the changes in European cultural
consumption and in the state of its culture industries, it is worthwhile looking
at the available information on the more specific sectoral dynamics shaping
their future.

First, Table 16a gives the 1993 situation in Europe with respect to the sectoral
distribution of the media and their uses. The weight of the table still lies in the
cells relating to the printed media and their use in advertising; the share of
radio and television is a modest 14%. The table also indicates that two new
areas, computer-mediated on-line services and digital off-line media have
made successful inroads into media markets, both having already a higher
turnover than the cinema or the phonogramme industry.
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Table 16a: European media markets — Estimated distribution of turnover by
the media and type of use
Source, Statistics Finland, Culture and the Media, 1995, 2, 227.

MEDIA Printed Radio |Cinema  On-ine Digital off-  Phono- Total %
Type of use media |and TV | and information | line media grammes
video service
Transactions 2 066 - - 350 - - 2416 1.3
Advertising 52576 (18139 | 568 4047 100 - 75430 404
Information 35700 95 - 2408 5646 - 43849 235
Education 4800 480 280 753 2 664 - 8977 4.8
Entertainment 35000 | 7437 | 4756 275 1230 7 351 56 049 30.0
Total 130 142 |26 151 | 5604 7832 9 640 7 351 186 720 100
% 69.7 14.0 3.0 4.2 5.2 3.9 100.0

Tables 16b, 16¢ and 16d give some recent growth figures for these areas.
Although high growth rates may be partially due to the escalation stage of
new successful applications, the figures open two interesting perspectives on
cultural development. First, the greatest growth potentials and the highest
growth rates of computer-mediated communication (exemplified by the
Internet) are in the post-communist and in the developing countries, where
it can obviously substitute for the lack of a more traditional communication
and educational infrastructure. Secondly, as Table 16d indicates, arts, human-
ities, language and linguistics are among the high growth potential areas for
CD-Rom and multimedia CD titles; and as Table 16¢ suggests, demand in
these areas will with all likelihood escalate in the future.

Table 16b: Expansion of computer-mediated communications: Increase (%)
of the number of Internet host computers in 1993-94 and by
world regions in the third quarter of 1994
Sources: Kelly, 1994: 597-598; Third World Network Features, presented in Spybe,
1996, 116-117.

Region August 1993 1 July 1994 1 Oct. 1994 Growth (%)
North America n.a 2172232 2678 288 23
Latin America and Caribbean n.a 16 619 22 535 36
Western Europe n.a 730 429 850 993 17
Eastern Europe and CIS n.a 27 800 32951 19
Middle East n.a 8871 10 383 17
Africa n.a 15595 21041 35
Asia n.a 111 278 127 569 15
South Pacific and Australia n.a 142 353 154 473 9

Totals about 3225177 3898 233 21

1 700 000

NB Numbers refer to points linked to Internet.
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Table 16c¢: The present and expected growth of the world-wide markets for
CD-Rom drives
Source: Computer News, Focus, 34, 1995, 112.

Year Number of installed CD-Rom drives Purchases of CD-Rom drives
(in millions) (in millions)

1994 33.2 22.6

1995 59.5 33.2

1996 86.3 40.8

1998 129.9 52.2

2000 161.1 61.1

Table 16d: Theme-by-theme breakdown of CD-Rom and Multimedia CD
titles published in Europe in 1993-94
Source: European Audiovisual Observatory, Statistical yearbook, 1994-95, 120.

Subject heading 1993 1993 1994 93/94
No. % No. % Increase %

General interest, entertainment and games 600 16.7 1043 19 73.8
Arts & humanities 447 12.4 724 13.2 61.9
Education, training & careers 424 11.8 631 115 48.8
Computers & computer programs 345 9.6 510 9.3 47.8
Advertising, design & marketing 280 7.8 429 7.8 53.2
Business & company information 265 7.4 426 7.7 60.7
Languages & linguistics 258 7.2 417 7.6 61.6
Crime, law & legidation 297 8.3 399 7.3 343
Science & technology 280 7.8 386 7 37.8
Maps, map data & geography 262 7.3 332 6 26.7
Government information & census data 266 7.4 320 5.8 20.3
Banking, finance & economics 249 6.9 302 5.5 21.3
Biomedicine, health & nursing 252 7 289 53 14.7
Earth science 188 5.2 270 4.9 43.6
Library & information science 194 5.4 240 4.4 23.7
News, media & publishing 171 4.8 237 4.3 38.6
Life sciences 146 4.1 202 3.7 38.3
Chemicals, drugs & pharmaceuticals 165 4.7 201 3.7 21.8
Transport & transportation systems 168 4.7 191 3.5 13.7
Social & political sciences 157 4.6 189 3.4 20.4
Directories 106 2.9 131 2.4 23.6
Agriculture, horticulture & fisheries 96 2.7 101 1.8 5.2
Architecture, construction & housing 86 2.4 81 1.5 -5.8
Military information & weapons 71 2 78 1.4 9.8
Intellectual property 46 13 50 0.9 8.7
Total of available titles 3597 5379
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The availability of statistical information in the complex and fast-growing
areas of the new media suggest that enterprises are responsive to the
needs of information and its advertising value. On the other hand, the
new media, especially the applications of computer-mediated communica-
tions, have already radically altered the dissemination of information on the
arts and culture and will continue to do that in the future. As an example one
can mention that, using the Netscape, one could (in 1995) find some 15 000
to 20 000 references on the Internet to sites containing information on the-
atre.

13. The employment effects of culture industries and artistic activities

The positive employment effects of culture industries and artistic and cultur-
al activities have in recent years been increasingly used in Europe to justify
their public subsidies as well as trade restrictions and quotas limiting the
import of foreign, especially American films, and television programmes.
Tables 17a, 17b and 19 provide examples of statistics and indicators gathered
with this motive; and Table 18, in turn, provides an American perspective for
assessing their own culture industries.

Table 17a: Employment/turnover coefficients for estimating employment
effects in the European Union at the beginning of the 1990s
(employment per turnover, in millions of ecus)

Source: European Audiovisual Observatory, 1995, 73.

Sector Coefficients
Television brodcasting 57
Feature film production 24.7
Production of commercials 114
Cinema 140
Video retail 199
Facilities & laboratories, film and TV 33
Actors, musicians, writers, film and TV 2.7
Consumer audiovisual hardware retail 126
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Table 17b: Estimates of employment effects of audiovisual industries in the
European Union (““Europe of the 12”) in 1985-88 and 1990-92,
by subsector
Source: European Audiovisual Observatory, 1995, 72.

Sub-sector 1985 1986 1987 1988 1990 1991 1992
- Broadcast 117384 | 121651 | 126752 | 133038 | 142097 | 148 126 | 154 474
- Feature film production 25171 | 17649 17568 | 20942 | 19958 | 20801 | 24435
— Film and TV distribution 2335 2318 2453 2932 3498 3756 4033
— Commercials production 12819 | 13965 13543 | 14614 | 15362 15753 | 16 069
— Corporate production 19 955 20854 21842 24323 26 335 25846 26 624
— Cable television companies 10392 | 11767 12 955 16 604 24317 28 649 32424
- Exhibition 36257 | 36769 34507 | 33375 | 34035 | 34173 | 33300
- Video retail 29390 | 37409 44323 | 54018 | 60133 | 65500 | 71007

— Facilities and laboratorie s 8025 6918 7372 9659 11121 11958 13007
— Actors, musicians, writers 17938 | 17805 18 845 22 469 26 828 28 852 30984

— Libraries 6 906 7004 6 753 6 357 6483 6 509 6343
- Production hardware

manufacture 7091 7 550 8165 9213 11253 12197 12 996
— Cable construction 13453 16 389 20548 25026 23765 26 001 23998
- Video manufacture and

duplication 10000 | 11640 1355 16556 | 18541 | 20334 | 22042
— Consumer hardware

manufacture 40450 | 43467 47224 | 52770 | 60102 | 62873 | 66000
— Consumer hardware retail 270263 | 276415 | 288531 | 303687 | 303362 | 306833 | 306 819
- Other 5748 6 056 6461 7191 7 946 8327 8633
Total employment 286572 | 294109 | 306913 | 338331 | 370167 | 389923 | 412700
“software”
Total employment 341257 | 355461 | 378025 | 407 252 | 417 023 | 428 238 | 431 855
“hardware”
Total employment: 633577 | 655626 | 691399 | 752774 | 795136 | 826488 | 853188
audiovisual sector(*)
Number of full-time 21,03 20,16 19,66 19,01 16,65 16,14 15,41
equivalent jobs per turnover
in million ecus

Total employment EUR 12 122803 | 121866 | 122177 | 123026 | 122482 | 123358 | 122123
(thousands)

Employment in audiovisual 0.52 0.54 0.57 0.61 0.65 0.67 0.70
sector as percentage of total
EUR 12 employment

Special studies have been used to establish the employment coefficient of dif-
ferent sectors of audiovisual culture industries (Table 17b) and they have been
used to calculate, on the basis of sectoral turnover estimates, the employment
figures of Table 17b. Although the coefficients seem to correspond to com-
mon sense observations (a high coefficient for feature film production, cine-
ma and video retail sales) the calculations give — as the compilers themselves
admit — surprisingly low employment figures. Thus European audiovisual
industries would have employed only about 833 000 persons, when Ameri-
can “programme industries”, as Table 18 indicates, employed at the same
time nearly 2 million persons.
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Table 18: Output value and employment effects of information, communi-
cations and culture industries in the USA in 1990-95
Source: Business Week, January 1995: 45-48, 57, 63.

Computer  Semicon- |Computer | Telecommu- |Programme (Health
hardware ductors | software nications industry care) =
Output value in
thousands of millions of
'94 US dollars 40.1 21.9 82.7 133.9 119.6 629.5
—in 1990 80.1 39.9 97.2 160.9 132.3 738.1
-in1995 99.1 82.2 17.5 20.1 10.6 17.1
growth %
Employment in millions
of workers:
—-in 1990 0.44 0.24 1.96 1.06 1.77 8.81
—-in 1995 0.35 0.24 2.58 0.99 2.01 10.50
growth % -20.5 0.0 31.6 6.6 13.9 17.3
Productivity in thousands
of '94 US dollars per
employee: 91.7 91.5 42.2 126.8 67.6 71.4
—-in 1990 231.7 167. 37.7 162.2 65.8 70.3
—-in1995 152.7 83.4 -10.7 279 2.7 -1.5
growth %
* “Health care ” included for the sake of comparison.

Table 18 and its turnover, productivity and employment figures for 1990 and
estimates for 1995 are based on American industrial statistics and they are
presented as a part of a more comprehensive analysis of twenty-five Ameri-
can key industries. The relationship between productivity and employment in
any given branch is, of course, reversed; and the statistics allow for easy
analysis of the dynamics of development. The falling tendency of productiv-
ity and increased employment can be noticed only in two branches, the com-
puter software industry and the programme industry, where products diver-
sify and production processes become increasingly complex and demand
repeated “user testing” before the products are launched on the market.

Coopers and Lybrand Corporate Financing has carried out in Ireland an exten-
sive, and at least procedurally, very reliable country analysis of employment
in the arts and culture industries (Table 19). The employment coefficients of
Table 17a have been calculated in the last column of the table; and they give
expected results. The most labour intensive branches are ““live dance and
movement”, “crafts”, “art centres”, “theatre, opera, mime and puppetry”
and “libraries”, and the Irish employment coefficient of the audiovisual media
coincides rather well with the aggregate European coefficients of Table 17a
and 17b. The high employment coefficients certainly indicate that the arts
and cultural services can provide jobs, even considerably better than labour
intensive audiovisual industries. However, they also remind us of the fact that
the provision of these jobs presupposes, at least in a small country, substan-
tial public subsidies.

337



In from the margins

Table 19: The arts and media activities in Ireland in 1993: Employment
effects, sectoral output values (in millions of Irish pounds) and
employment coefficients
Source: Coopers and Lybrand Corporate Finance, 1994, 7.

1. Employed 2. Freelance Total Total value
1+2
Field of activities Num- | Full- | Num- [ Full- Full- | Gross | Grants |Net Irish | Employ-
ber time ber time time Irish Irish £m ment
equi- equi- | equi- £m £m coeffi-
valent valent | valent cient*
a) Performing arts:
— Theatre, opera, puppetry 925 750 500 220 970 | 19.00 | 550 | 13.50 40.8
- Live dance and movement 55 55 100 20 75 0.26 0.21 0.05 227.3
— Live and recorded music 3475 | 2475 (13050 | 6550 | 9025 | 67.70 120 66.50 106.7
Sub-total 4455 | 3280 | 13650 | 6790 | 10070 | 86.96 | 6.91 | 80.05 92.6
b) Media:
— Film, TV,video, animation 1922 | 1922 | 1500 675 2597 |111.98 | 050 |111.48 186
— Radio broadcasting 1086 896 0 0 896 35.50 0 35.50 20.2
— Literature and book 190 190 320 140 330 8.90 0.85 8.05 29.7
publishing
Sub-total 3198 | 3008 | 1820 | 815 | 3823 |156.38 | 1.35 |155.03 19.6
¢) Combined arts:
- Arts festivals 300 115 250 10 125 4.00 0.60 3.40 23.0
— Arts centres 180 150 160 17 167 2.50 1.38 112 525
Sub-total 480 265 410 27 292 6.50 1.98 452 35.2
d) Visual arts and design:
— Visual arts, photography 0 0 1610 677 677 15.05 | 020 | 14.85 36.0
— Art galleries 310 235 0 0 235 7.00 0.90 6.10 28.2
— Applied design 2501 | 2501 120 60 2561 | 93.56 0 93.56 219
— Craft 1523 | 1269 0 0 1269 8.65 0.22 8.43 1175
Sub-total 4334 | 4005 | 1730 737 4742 12426 | 132 |[122.94 30.5
e) Heritage and libraries:
- Museums 850 560 0 0 560 | 17.00 | 11.90 | 5.10 26.3
— Heritage centres 1540 618 0 0 618 212.2 194 19.08 235
— Libraries 1411 | 1409 0 0 1409 | 29.15 | 28.23 0.92 38.7
Sub-total 3801 | 2587 0 0 2587 | 67.17 | 4207 | 251 30.8
TOTAL 16268 (13145 | 17610 | 8369 |21514 (44127 | 53.63 | 387.64 39.0
* For the calculation of the coefficient, see Table 17b above.

The statistics and indicators in Tables 17 to 19 provide ample opportunities
for policy relevant analyses and cross-national comparisons. From a develop-
mental perspective, they firstly share the weakness of economic profitability
and social net benefit analyses presented in the context of Table 9: data acqui-
sition is difficult, and if the perspective is opened to become more develop-
ment-oriented, presupposing trend and time series analyses, it becomes well-
nigh impossible. Secondly, the employment analyses and indicators tend to
treat different branches of the arts, cultural services and culture industries on
an equal footing, without paying attention to their mutual interrelations. Thus
writers maintain employment in publishing and printing industries, the work
of a successful director or a film star guarantees investments for further films,
etc. The existence of cumulative output value and employment chains from
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artistic creativity to cultural industrial production and various distribution
channels and windows are often pointed out, but less often studied — and
they unfortunately seem to be outside the present horizon of the developers
of cultural statistics and indicators.

14. Emigration, labour markets and gender inequality

The perspective of employment can easily be expanded into a wider one, that
of human capital, or intellectual resources, which might be a more appropri-
ate term in the case of the arts and culture. Tables 20, 21 and 22 provide some
— rather randomly chosen — illustrations for this area. Table 20 certainly has
some instant information value from the perspective of development in the
post-communist societies. The loss, in terms of actual “permanent” emigra-
tion, of artists and cultural workers from the Russian Federation to other
countries is at present somewhat more than a thousand adult members of the
labour force annually. These figures hide the fact that about five times that
many artists and cultural workers leave Russia for a temporary stay abroad
(study, grants, longer temporary appointment, etc.) and about 25-30% of
these persons emigrate or obtain the status of resident alien abroad, bringing
the annual loss up to 2 400 to 2 600. The immediate policy concern seems to
be how to improve the lot of artists in post-communist societies to stop this
“brain drain”” — which, of course, is a more drastic problem in science and
technology.

The brain drain perspective is that of ““a donor country” and the migration
flow looks different from the perspective of the main receiving countries, in
this case Germany, Israel and the United States. Although the arrival of immi-
grants may temporarily upset artists’ labour markets, it also implies a *“free”
input of well-trained and creative talents into these societies. It is also a well-
known fact that, from the perspective of the donor country, emigrant colonies
of artists can provide a good basis for effective and profitable cultural
exchange relations with the receiving country. From a more general perspec-
tive, artists’ migration processes often give rise to interculturalism and new
melange.

The problem of providing comparative statistical information on the eco-
nomic and social status of artists has been discussed in several international
meetings. International surveys have provided fairly solid comparative docu-
mentary information, but rather few examples of statistics or policy relevant
indicators (see for example Finnish National Commission for Unesco, 1992).
In 1991, the International Labour Organisation (ILO) tried to create compar-
ative survey data for its tripartite meeting on the conditions and employment
of performers. Table 21 presents the only valid comparative information on
European performing artists the survey did produce.
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Table 20: Emigration flow (persons in adult labour force) from Russia by
sector and destination in 1992 and 1993
Source: Margareta Strepetove, 1995: 3.

Sectors *
Destination Total 1. 2. 3. 4. 5. 6. 7. % art,
flow Industry, | Agricul- Ser- Science, Health, Art, Other | culture
etc. ture, etc. vices |education | welfare  culture
To all countries:
1992 58 730 16 164 8763 4623 4572 4110 1053 |19 472 1.8
1993 67 775 19 668 9813 4765 5876 4180 1135 |22 341 1.7
To eastern
Europe, total:
1992 454 78 3 37 31 13 16 276 35
1993 355 67 3 17 38 30 9 231 25
To the deve-
loped countries,
total:
1992 58 276 16 086 8733 4586 4541 4097 1037 |19 196 1.8
1993 67 385 19601 9810 4748 5838 4150 1123 |22 110 1.7
Of the deve-
loped countries,
to Germany:
1992 34202 10610 8 455 2854 2765 2245 479 6 793 14
1993 43 457 13 866 9 358 3162 3536 2508 542 |10 485 1.7
Of the deve-
loped countries,
to Israel:
1992 13972 3355 171 1217 1163 1299 392 6 375 2.8
1993 12635 3408 297 1069 1116 902 270 5573 2.1
Of the deve-
loped countries,
to the US:
1992 7 964 1569 82 341 477 445 138 | 4912 1.7
1993 9 076 1804 88 393 939 589 270 | 4993 3.0
Of the deve-
loped countries,
to Greece:
1992 848 357 18 107 43 65 6 252 0.7
1993 743 258 49 61 74 58 7 286 0.9
Of the deve-
loped countries,
to Australia:
1992 514 83 2 21 50 17 9 332 1.8
1993 335 59 0 12 48 28 6 182 1.8
* Sectors in complete: 1) Industry, power engineering, transport, cornmunications, logistics,

construction; 2) Agriculture, forestry, procurement. 3) Trade, public catering, municipal
infrastructure, insurance, management; 4) Science, public education; 5) Health, welfare, physical
culture; 6) Art, culture; 7) Other.

Table 21 conveys a rather limited amount of information about the econom-
ic position of artists. It tells the well-known story of the glaring differences in
performers’ earnings between western Europe and the post-communist

340



Appendix I: Cultural statistics and indicators in Europe

countries, which certainly do contribute to the emigration flows depicted in
our previous table. It raises, however, two more important general issues: how
should these differences in wages and other compensations for creative work
be managed; and what role do they play in cultural and overall development?
From the point of view of equality the answer to the first question is simple:
equal renumeration should be paid for equal work.

Table 21: Monthly average earnings of a full-time rank-and-file musician in
a provincial symphony orchestra (or nearest equivalent) in Europe
and some other countries in 1991
Source: International Labour Organisation, TMP, 1992.

Country Earnings in Equivalent
national currency in US dollars
Austria * 20 186 - 34356 1602-2727
Belgium 70953 1918
Czechoslovakia 3300 107
Denmark 14 000 - 21 000 2017 - 3026
Finland 10 000 2347
France 12 000 1967
Germany * 3437-4720 1909 - 2622
Hungary ** 9 000 - 20 000 122 - 270
Italy 2000 000 1498
Luxembourg 102 917 2781
Poland *** 1150 000 100
Romania 4000 66
Spain 230 000 2035
Sweden **** 15 263 2348
Switzerland * 4856 - 5879 3132-3793
USSR 360 199
United Kingdom 949 1548
Australia * 2069 - 25631 1592 - 1972
Japan 270 000 1957
United States 2032-4160 2032-4160
* Depending on years of service
*x Depending on years of service and the status of the orchestra
Frx After ten years' service
fahaiaed Minimum salaries in “average” orchestras

The natural retort is that special excellence should also receive its due com-
pensation; defining both the “excellence” and the “due’ is more than diffi-
cult and should probably be left to be decided by the natural law of demand
and supply — and the skills of arts managers and the staff of culture industry
firms whose task it is to find bankable talents. Yet, it is also a well-known fact
that there is a need for initial investments in artists’ training by public author-
ities, and only nations with good “nurseries™ for creativity can produce tal-
ents of international renown.

The second question raises the issue of how regional and international differ-

ences in artists’ earnings shape the geographical distribution of talents and
how this in turn influences cultural development in general. Some tentative
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answers were given above in the discussion of the emigration of artists; more
specific answers would require statistics and other information which as yet
does not exist.

Figure 1 raises a parallel issue of gender equality in artists’ career patterns. It
illustrates with German data the well-known fact that the relative share of
women decreases in the higher echelons of artistic work. From the point of
view of equality we have an univocal answer: the opportunities for advance-
ment and to receive benefits such as grants should be the same irrespective
of gender; and if it cannot be otherwise guaranteed, quotas and positive dis-
crimination should be used to make the playing ground more even. From the
long term, developmental point of view this answer raises many additional
issues pertaining to motivation of female artists, the maintenance of the spe-
cial nature of female aesthetics. Much work has been carried out to provide
statistical descriptions and evidence for gender inequality; more work would
be needed to assess the actual long term effects of gender inequality on cre-
ativity and related cultural development.

Figure 1: Career pattern of female artists: the “pyramid of success” in Ger-
many in 1995
Source: Zentrum fir Kulturforschung (Hg./Ed.), Frauen im Kultur— und Mediabetrieb
II., English summary, 198.
5%
of the
professors

at academies of
art are female

12% of the works in
the federal collection of art
are by women

12% of the heads of art museums are female |

| 14% of the works at the documenta 9 were by women |

| 23% of the main awards for fine art went to women |

| 389% female proportion in independent fine art |

| 43% female proportion of those employed in  applied fine art ‘

| 44% of promotion awards in the segment of fine art went to women |

| 53% of fine art students are female |

15. Basic values and orientations to life and moral issues

Itis generally claimed that the creativity and special qualities of European cul-
ture are based on diversity. In more concrete terms, this diversity is defined as
the presence of a great variety of linguistic, ethnic and religious differences,
and differences in mores, lifestyles and cultural practices between different
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European nations, regions, cities and local communities. This definition tends
to omit deeper differences and similarities in European value systems, which
divide and unite Europe. In recent years these differences have been mapped
by several European value surveys. Most thorough mapping and analysis has
been carried out under the auspices of the European value studies research
group (surveys of 1981 and 1990), although similar studies in more limited
value areas have been carried out under the auspices of Eurobarometer.

European values analyses — and related analyses of cultural differences — have
probed European values along two axes: traditionalism versus modernity and
social integration versus disintegration. The former axis pertains to differences
in respect of morals, religious affiliation and beliefs, values relating to family
life and sexuality; the latter axis to work satisfaction, reliance on norms or
individual contacts in human relations, approval of deviant and minority
groups, etc. Table 22, which ranks some European countries along the dimen-
sions of “traditional double morals”” and modern “liberal values”, offers an
illustration of these analyses. By examining the simultaneous presence/
absence of these values, Typology 2 clusters the same countries into country
groups, which suggests that a profound interaction prevails between values,
culture and social and political systems.

Table 22: Rank order of selected European countries along four value dimen-
sions. Ranking according to the share (%) of approving respons-
es in national samples to value items in a 1990 European survey*
Source: Schweisguth, E., 1995, 131-166.

Rankorderofadoublemoralin: Rankorder of iberalism in:

Country 1)sxual 2)citizen's Sum 3)chid 4)sexual Sum

life duties 1-2 rearing behaviour 34

Belgium 6 2 8 10 10 12
Denmark 12 13 25 1 3 6
France 5 1 6 12 6 18
Germany 2 3 15 3 8
lceland 11 10 21 4 2 6
Ihand 9 9 18 8 13 21
Italy 8 8 16 9 9 18
Netherlands 3 6 9 6 7
Norway 13 12 25 2 9
Portugal 7 4 11 13 12 25
Spain 1 5 6 7 11 18
Sweden 10 11 21 5 4 9
United Kingdom 4 7 11 11 8 19

* Respondentswere asked whether they approved of:

1) prostitution,adultery;

2) cheating in taxes,taking undue welfare payments,not paying due fees,if possble;
3) non-authoritarian education for creativity and imagination;
4)sexualrightsforhomosexuals, freedom to abort, divorce.
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Typology 2: The basic values of Europeans: country clusters

Source: Schweisguth, E., 1995, 131-166.

Level of defending liberal values
Level of forfeiting social code High (5-10) Medium (11-20) Low (21 +)
High (5-10) Netherlands France
Germany Belgium
Spain
Great Britain
Medium (11-20) Italy Ireland
Portugal
Low (21+) Denmark
Iceland
Norway
Sweden

The results of value studies are usually interpreted from the point of view of
economic development and political unity: traditional values are seen as a hin-
drance to economic growth, socially integrative values as a source of nation-
al and European cohesion. Typology 2 suggests that “positive” and ““nega-
tive” values can prevail simultaneously —at least in such aggregate
communities as a nation, but probably also on an individual and group level.
It also raises the questions of the developmental effects of the tensions
between apparently conflicting values. Are these tensions only disruptive, or
can they also function as a dynamic force? Has not the dilemma of religious
salvation been identified as a ““spiritual basis™ of capitalism, and have not
unsolvable moral problems provided the main themes for European drama
and literature? It is, of course, too much to be asked for the compilers of sta-
tistics and indicators to provide information for the analysis of such profound
issues. On the other hand, value studies remind them of the dangers of tak-
ing such values as “modernity” and “integration” for granted.

16. Identity and attitudes towards foreigners

The following illustrations also address value issues, yet this time within the
more restricted areas of identity formation and attitudes towards foreigners.
Table 23 probes the relationship between national/European identity and atti-
tudes towards foreigners. There seems to be no systematic relationship
between the attitudes towards foreigners and the strength of either European
or national identity. As for example the comparison between Ireland and
Greece, or Belgium and Luxembourg bears witness, totally opposite attitudes
towards foreigners may prevail in countries with a similar aggregate identity
structure.

The absence of a clear pattern in Table 23 suggests that attitudes may actu-
ally be determined by the situation, that is, the presence/absence of a signif-
icant community of foreigners. This idea is tested in Table 24 which also pro-
vides factual information on the number of non-EC aliens in thirteen European
countries. The actual situation seems to predict attitudes somewhat better
than felt identities, although there are also clear exceptions (Spain, Portugal).
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Table 23: National/European affiliation and attitudes towards foreigners in
13 European countries in 1994:
Responses to survey questions: 1) What do you feel is your affili-
ation now and in the near future? (rows) 2) How do you feel about
the number of foreigners in your country? (columns)
Source: Eurobarometer 42 (1994), Rasanen, llkka, 1996, 88.

Country Too many Plenty, but not Not too Column
too many many

All 13 countries  (weighted

average)

Only national affiliation a7 28 30 37%
National and European 43 54 52 49%
European and national 6 12 11 9%
Only European 4 6 8 6%
Row 43% 42% 15% 100%
France

Only French 31 11 19 23%
French and European 49 62 41 53%
European and French 8 18 20 12%
Only European 12 9 20 11%
Row 57% 37% 6% 100%
Belgium

Only Belgian 39 17 18* 31%
Belgian and European 43 48 33 44%
European and Belgian 11 20 24 14%
Only European 7 15 24 11%
Row 61% 34% 5% 100%

The Netherlands

Only Dutch 44 23 19 33%
Dutch and European 45 60 56 52%
European and Dutch 8 11 10 9%
Only European 3 6 16 6%
Row 49% 41% 10% 100%
Germany

Only German 47 21 21 32%
German and European 43 49 39 46%
European and German 6 19 24 14%
Only European 4 10 16 8%
Row 41% 51% 8% 100%
Italy

Only Italian 34 19 18 26%
Italian and European 56 60 54 57%
European and lItalian 7 15 19 12%
Only European 3 6 10 5%
Row 49% 43% 8% 100%
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Table 23 continued...

Country Too many Plenty, but not Not too many Column
too many

Luxembourg
Only Luxemburgish 36 11 15* 17%
Luxemburgean and European 49 58 41 55%
European and Luxemburgish 9 17 22* 15%
Only European 6 14 22* 13%
Row 23% 71% 6% 100%
Denmark
Only Danish 61 43 26 48%
Danish and European 34 51 55 45%
European and Danish 2* 4 11 4%
Only European 1 2 7 3%
Row 40% 44% 15% 100%
Ireland
Only Irish 60 37 37 39%
Irish and European 35 54 54 53%
European and Irish 4* 6 6 6%
Only European 1* 2 3 3%
Row 8% 40% 52% 100%
United Kingdom
Only British 68 41 22 51%
British and European 23 44 47 35%
European and British 4 9 17 8%
Only European 5 6 13 6%
Row 46% 43% 12% 100%
Greece
Only Greek 45 43 40 45%
Greek and European 49 49 50 49%
European and British 4 3 10* 4%
Only European 2 4 0* 2%
Row 65% 33% 12% 100%
Spain
Only Spanish 43 33 32 35%
Spanish and European 49 57 55 54%
European and Spanish 3 7 4 5%
Only European 5 3 10 5%
Row 28% 47% 25% 100%
Portugal
Only Portuguese 57 36 34 43%
Portuguese and European 36 57 59 50%
European and Portuguese 3 4 5 4%
Only European 3 3 2 3%
Row 34% 39% 27% 100%
Norway
Only Norwegian 58 37 23 45%
Norwegian and European 37 55 64 48%
European and Norwegian 4 6 12 6%
Only European 0* 2* 2% 1%
Row 48% 40% 12% 100%
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Table 24: The size of Muslim population and number of registered non-EC
aliens in thirteen European countries in 1990 (in thousands) and
attitude towards foreigners in 1994
Source: Chesnais, 1995, 283.

Country Size of Number of Registered % of 1994 survey
Muslim registered non-EC aliens, respondents con-
population non-EC aliens % of sidering number of
population foreigners too high
Germany (West) 2 000 3400 5.3 41
France 2200 2300 39 57
United Kingdom 1300 1400 2.2 49
Italy 700 1000 17 49
Netherlands 500 600 25 49
Spain 400 400 1.0 28
Belgium 400 380 3.8 61
Portugal 100 150 1.5 34
Greece 700 120 1.2 65
Denmark 100 110 24 40
Ireland n.a. 20 0.6 8
Luxembourg n.a. 10 2.6 23
EC total 8 400 9890 3.0 43
Estimated number of illegal aliens in the Mediterranean countries: Italy: 700 000,
Spain: 105 000, Greece: 220 000, Portugal: 70 000-100 000.

Our illustrations suggest that the issue of a “fortress” — either national or
European — against foreigners is a complex one, which in the long run may
undermine both national and European cohesion. Although more general
information in terms of statistics and surveys is needed, special attention
should be paid to such deviant cases as were noted above, and the cultural
conditions which give rise to them.

17. Empowering people

Analyses in the previous section have approached the search for a develop-
mental perspective to cultural statistics and indicators in some major sectors
in an indirect fashion: looking at how present viable statistical and survey
information could be expanded to deal better with developmental issues. We
may next address the issue from a more general perspective and ask whether
it is feasible to try to develop statistics and indicators which would measure
directly the impact of the arts and culture on development.

The best starting point for answering this question is provided by the Human
Development index (HDI) contrived by the United Nations Development Pro-
gramme. This Index contains three major components, life expectancy (rep-
resenting a long and healthy life), educational attainment (representing
knowledge) and real GDP per capita in purchasing power parity (taken into
account only to a certain ““reasonably high” level, representing a decent stan-
dard of living). As the designers of the index state, it measures the capacity a
given society provides to its citizens to avail themselves of opportunities
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offered. The index has also been modified to account for inequalities due to
social strata and gender.

Tables 25a and 25b illustrate the type of comparative analysis which can be
carried out with the Human Development Index. For instance, they suggest
that a major gap is opening between the main western industrialised coun-
tries and post-communist countries in the areas of health and education,
while the latter still have an advantage in these areas with respect to the less
developed countries.

Table 25a: Differences in human development: A comparison of three post-
communist countries with five leading countries in respect of
HDI components and indicators in 1992*
Source: United Nations Development Programme, Human development report
1995; see especially pages 14 and 74.

Canada  USA Japan | Nether- Finland | Czech |Russian | Lithu-
lands Repub. | Feder. ania

World ranking in HDI (among 1 2 3 4 5 38 52 71
174 nations)
Life expectancy at birth 77.4 76.0 79.5 77.4 75.7 71.3 67.6 70.4
Adult literacy ratio 99.0 99.0 99.0 99.0 99.0 99.0 98.7 98.4
Gross education enrolment 100 95 77 88 96 68 69 67
ratio
Real per capita GDP, (PPP$) 20520 237602052017 780 16270 | 7690 | 6 140 3700
Adjusted real per capita GDP 5359 5374 | 5359 | 5343 5337 | 5221 | 5184 | 3700
Life expectancy index 0.87 0.85 0.91 0.87 0.85 0.77 0.71 0.76
Education index 0.99 0.98 0.92 0.95 0,98 0.89 0.89 0.88
GDP index 0.98 0.99 0.98 0.98 0.98 0.96 0.95 0.67
Human Development Index 0.950 0.937 | 0.937 | 0.936 0.934 | 0.872 | 0.849 | 0.769
GDP per capita (PPP$) rank 7 -1 5 16 19 8 0 11
minus HDI rank **
Gender-related development 0.891 0.901 | 0.896 | 0.851 0.918 | 0.858 | 0.822 0.750
index (GDI) ***
World ranking in GDI (among 9 5 8 20 2 15 29 44
130 nations)
* The main indicator Human Development Index (HDI) is a composite index containing three

components: life expectancy (representing long and healthy life), educational attainment
(representing knowledge) and real GDP per capita in purchasing power parity dollars (PP$),
(representing a decent standard of living).

*x Apostive figure shows that the HDI rank is better than the real GDP per capita (PPP$)
rank, a negative is the opposie.
bokoiel The gender related development index adjusts the HDI for gender equality by penalising for

lower life expectancy, educational attainment and income for women.
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Table 25b: Differences in human development: A comparison of four less
developed countries with five leading countries in respect of HDI
components and indicators in 1992 *
Source: United Nations Development Programme, Human development report
1995; see especially pages 14 and 74.

for lower life expectancy, educational attainment and income for women.

Canada | USA | Japan |Nether-|Finland | Bots- | Nigeria |Bangla- | Sierra
lands wana desh [Leone

World ranking in HDI 1 2 3 4 5 74 141 145 173
(among 174 nations)
Life expectancy at 7.4 76.0 79.5 7.4 75.7 64.9 50.4 55.6 | 39.0
birth
Adult literacy ratio 99.0 99.0 99.0 99.0 99.0 67.2 52.5 364 | 287
Gross education 100 95 7 88 96 71 51 38 28
enrolment ratio
Real per capita GDP, 20,520 | 23,760 | 20,520 | 17,780 | 16,270 | 5,120 | 1,560 | 1,230 | 880
(PPPS$)
Adjusted real per 5359 | 5374 | 5359 | 5343 | 5337 | 5120 | 1,560 | 1,230 | 880
capita GDP
Life expectancy index 0.87 0.85 0.91 0.87 0.85 | 0.67 0.42 051 | 0.23
Education index 0.99 0.98 0.92 0.95 0,98 0.68 0.52 0.37 | 0.28
GDP index 0.98 0.99 0.98 0.98 0.98 0.94 0.27 0.21 | 0.15
Human development 0.950 | 0.937 | 0.937 | 0.936 | 0.934 | 0.763 | 0.406 | 0.364 |0.221
index
GDP per capita 7 -1 5 16 19 -7 -6 -5 -20
(PPP$) rank minus
HDI rank **
Gender-related 0.891 | 0.901 | 0.896 | 0.851 | 0.918 | 0.696 | 0.383 | 0.334 |0.195
development index
(GDl) Ak
World ranking in GDI 9 5 8 20 2 55 100 108 129
(among 130 nations)
* The main indicator Human Development Index (HDI) is a composite index containing

three components: life expectancy (representing long and healthy life), educational
attainment (representing knowledge) and real GDP per capita in purchasing po  wer parity
dollars, (representing a decent standard of living).

*x A positive figure shows that the HDI rank is better than the real GDP per capita (PPP$)
rank, a negative is the opposite.
Fxx The gender related development index adjusts the HDI for gender equality by penalising
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It would be possible — and it also has been suggested — that culture could be
introduced into the HDI as an additional component, measuring cultural rights
and people’s ability to understand and appreciate aesthetic values. Although
this certainly would be possible, the problems of designing indicators for this
component of “capacity for culture” and giving it an appropriate weight in
respect of other components may open up most of the problems discussed
earlier in this paper. Another problem is that, as our illustrations of participa-
tion and gender differences show, such indicators may measure ““theoretical
cultural capacity” only, rather than the opportunities available to use it.

These critical comments by no means belittle the value of the HDI measures
or their contribution to developmental debates. They certainly set a standard
which should be observed in developing cultural statistics and indicators from
a developmental perspective.

18. Entitling future generations

We may end our foray into the complex world of cultural statistics and indi-
cators by examining a crucial issue for all world regions and cultures: educa-
tion and other transfers of values from one generation to another.

Recent policy debates have emphasised intergenerational solidarity in the
provision of arts and the legacy values of works of art and cultural products,
in other words, the cultural heritage that present generations accumulate and
preserve for future generations. This is a major issue certainly in develop-
mental debates concerning the effects of the arts and culture. However, we
may have a look at the reverse side of the same coin and ask to what extent
and how present generations prepare their children and youth to receive her-
itage and, in turn, to maintain it and add to its value.

Table 26 reports some main findings of the Eurostat survey of 1994 probing
the educational attitudes of European citizens (a sample in different countries
of citizens aged 16 or older). The country differences are surprisingly small,
and the “main qualities” people wish to encourage in children are (in order
of importance): sense of responsibility, tolerance and respect for others, good
manners, and self-reliance. After these serious traits, “love of life”” occupies a
respectable fifth position, but the “artistic”” qualities, imagination and cre-
ativity, taste for life’s pleasures and appreciation of beauty, are placed in bot-
tom ranks.

The survey may illustrate the concept of education in Europe: to develop
good knowledgeable citizens. On the other hand, it also reflects a fact sup-
ported by any examination of school curricula: the arts and culture occupy
formally an important position, they are emphasised as sources of innovations
and flexible human capital, but they are as actual activities left to the care of
voluntary interests of children and their parents. While developing cultural
statistics and indicators it would be important to provide information on to
what extent attitudes, educational practices and actual interests in artistic
activities do correlate, and also how all these components separately and
jointly contribute to balanced cultural and overall development.
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Table 26: Qualities considered to be encouraged in children: results of a
1993 European survey
Source: Eurostat Yearbook, 1995, 156.

Belgium | Den- |Germany | Germany | Germany [ Greece | Spain | Europe of
mark | (West) (East) (both the 12
W&E) (rank order)

Good manners 42 31 31 35 32 59 42 40 (3)
Self-reliance 19 59 60 71 62 16 15 29 (4)
Hard work 9 1 5 7 5 10 14 11 (8)
Sense of 52 59 60 53 59 48 64 56 (1)
responsibility
Imagination and 9 23 15 14 15 12 12 11 (8)
creativity
Tolerance and 47 59 45 29 42 21 56 50 (2)
respect for others
Sense of thrift 15 4 13 21 15 8 14 11 (8)
Determination 22 11 6 9 7 27 8 13 (6)
and perseverance
Religious faith 6 3 8 3 7 22 10 10 (11)
Generosity 6 1 3 1 2 2 10 8 (13)
Obedience 15 6 8 10 9 16 12 13 (6)
Love of life 22 36 34 30 33 26 26 28 (5)
Courage 12 3 5 5 5 15 4 9 (12)
Taste of life's 10 1 5 5 5 6 6 5 (14)
pleasures
Appreciation of 2 1 5 6 5 1 1 2 (15)
beauty

Table 26 continued...

France [Ireland Italy Luxem- |Nether- | Portugal United Europe of
burg Kingdom
lands the 12
Good manners 32 54 43 49 50 48 50 40
Self-reliance 32 19 18 19 17 14 16 29
Hard work 14 17 11 7 7 37 14 11
Sense of 48 51 64 56 61 53 48 56
responsibility
Imagination and 14 8 5 11 6 10 10 11
creativity
Tolerance and 53 54 46 51 52 42 62 50
respect for others
Sense of thrift 8 6 15 16 5 15 3 11
Determination 20 14 12 18 23 10 15 13
and perseverance
Religious faith 6 19 17 5 10 11 9 10
Generosity 14 7 12 7 1 12 9 8
Obedience 17 12 10 12 13 17 18 13
Love of life 27 19 26 30 38 13 27 28
Courage 19 7 11 9 2 6 6 9
Taste of life's 7 2 4 2 7 3 2 5
pleasures
Appreciation of 2 3 1 1 1 0 3 2
beauty
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19. Conclusions

This assessment started by pointing out some clear deficiencies in the “state
of the art™ in developing cultural statistics and systems of indicators. We con-
cluded that although there has been a plethora of attempts to develop sys-
tems of cultural statistics in Europe, the results from the point of view of stan-
dardisation and comparability are rather limited. A more dynamic approach
can be found in analyses of the economic impacts of the arts and culture, but
more comprehensive ideas of sustainable development have so far made lit-
tle headway, or actually none at all.

In the preceding thirteen sections we have step by step gradually opened up
our review and assessment towards a more developmental approach and, at
the same time, conceptualised some major issues facing both cultural policy
decision makers and developers of cultural statistics and indicators. This strat-
egy — which has also served to provide illustrations for the arguments of the
European report — may not have been as constructive as it should; and cer-
tainly no synthesis or systematic frame has emerged as a result of the analy-
ses and illustrations. The two lessons they may offer are that developers of
cultural statistics and indicators should be fully aware of what interests their
work serves, and one of these interests — if not the main one — should be that
of sustainable development both in Europe and in the world.
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Appendix II: Some case studies and examples of cultural pro-
jects engaging with development issues

1. Introduction

During the course of its investigation the attention of the European Task Force
was drawn to a number of imaginative examples of cultural initiatives which
are engaging with development issues. There is much cultural activity in
Europe today, some of it quite remarkable and the task force would have pre-
ferred to have provided illustrations from each of the member states that have
signed the European Cultural Convention. As this was impossible, we have
selected a handful of examples instead.

Some of the case studies that follow are original, but not unique — similar
activities are springing up in various parts of Europe. Others are unique, but
perhaps the concepts they employ are not entirely original. A few were at ear-
ly stages of development. All of them fulfil at least one of the four key prin-
ciples — creativity, identity, diversity and participation — which have occupied
us in this report. We have grouped them here broadly in accordance with the
extent to which they have the potential to meet one of the three major
aspects of culture in sustainable development that are identified in our report
(2.4.5):

— their contribution to the accumulation of knowledge and under-
standing;

— their economic and social outcomes;

— their function as human capital and as a means of empowerment
and entitlement.

Of course, several of the examples fulfil more than one of these criteria.
We believe these brief case studies, and countless examples like them in

Europe, speak more eloquently of the importance of culture in Europe today
than we could hope to in our report.

2. The contribution of culture to the sum of knowledge and under-
standing

2.1 Alliances between the arts and technological research and develop-
ment

2.1.1 The desk top crucible for creativity. Every month a growing num-
ber of interactive designers, film animators, film makers, artists, writers, lec-
turers, computer scientists and creative people in other disciplines rendezvous
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at the Scientific Societies Lecture Theatre in London’s West End. They are
members of The Hub Club, a forum initiated by the Arts Council of England
to promote the creative use of desktop computers and the production of
interactive media. The Hub Club is a meeting place for people and ideas. A
debate on film looked at the creation of interactive computer games (the UK
is a leader in this sector with about 40% of the world market in research and
development in new games), on the premise that if games can be combined
with film to produce a satisfactory interactive experience there would be
opportunities for artists to play a major role within a new medium. Another
debate focused on digital media as a growing “cottage” (that is local) indus-
try. The quality of interactive pieces was so high the Arts Council of England
has initiated a commissioning scheme called Emotional Computing” to
attract new work for floppy disk. Launched in 1995 as a pilot scheme, there
are now similar clubs in five other English cities and it is expected to develop
nationally and internationally.

2.1.2  Cybercafé culture. If the Hub Club idea does prove successful, could
it emulate the extraordinary success of the “cybercafés” that have sprung up
across the globe? Since London’s Cyberia opened as Europe’s first “cyber-
café” (the title is a generic term for any establishment that sells food and drink
as well as providing access for customers to computers and the Internet),
about five new ““cybercafés” have opened in Europe every month.! Not all of
them are like “Cyberia”, which has many personal computers tied to an inter-
net service provider with a private digital circuit and which offers training ses-
sions and seminars. Some ““cybercafés’, for example in the village bar in Duis-
burg, Germany, or bars in Pavia, near Milan, Italy, are far more modest in
scope, having simply installed one or two computers and a modem. Accord-
ing to Mark Dziecielewski, compiler of the Cybercafé Guide on the World
Wide Web, there were only two Internet cafés listed outside the USA in 1994.
By September 1995 there were more than sixty in Europe, in cities such as
Barcelona, Copenhagen, Dublin, Hamburg and Helsinki. At Stenungsund in
Sweden there is an Internet café combined with a personal computer muse-
um. The Pompidou Centre in Paris has opened a “cybercafé” with fifteen ter-
minals and video conferencing facilities, designed as a creative art centre to
help traditional artists experience digital technology. It could be a model that
demonstrates that the more successful ““cybercafés” are those where there is
already an exciting cultural environment.

2.1.3 Art and technology: mutual impacts on creativity and production.
The Sibelius Academy Computer Music Studio (Sacmus), under the auspices
of the Department of Composition and Music Theory, promotes the role of
electro-acoustic music in the teaching of the academy and computer music
activities in its research programmes. The studio was also established to
become a nodal point in national and international co-operation between
musical creation and technological research. It co-operates with the Acoustics
Laboratory of the Helsinki University of Technology in the field of modern

1. The task force is indebted to the European newspaper and May, John, whose article “Key-
boards with your coffee”, published in the issue of 28 September-4 October 1995, was drawn
on for this paragraph.
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computer-based acoustics technology, and it has close ties with Ircam (Insti-
tut de Recherche et de Coordination Acoustique-Musique), Paris, which func-
tions as a major force in Europe in developing modern electronic music.

The main areas of research and development of the Acoustics Laboratory are
physical modelling (of acoustic instruments) and related model-based sound
synthesis and virtual acoustics. In both areas its research benefits teaching
within the Department of Composition and Music Theory of the Sibelius
Academy and the work of personnel at Sacmus. The Laboratory also co-oper-
ates closely with the Luterie Department of the lkaalinen Institute of Arts and
Crafts. Its work in the long run will provide a new impetus to acoustic and
electronic instrument production, virtual music production and concert hall
designs in Finland and internationally. Co-operation between art and tech-
nology in this case has evolved in two ways: starting from the acoustics of
classic music instruments and instrumentation to contemporary artistic cre-
ation (theory of modern music composition) it extends to computer-aided
technological research; secondly, from trans-national experimental artistic co-
operation to international enhancing of technological know-how.

The example of Sacmus and the Acoustics Laboratory at Helsinki University
could provide an important model for the future of European creativity and
cultural production, in that it acknowledges that units of art and technology
need to enhance their interaction and mutual impacts on new creative initia-
tives. At the same time, the model also demonstrates the importance of main-
taining links to traditional arts and crafts.

2.1.4 Interactive multimedia approaches to dance teaching and choreog-
raphy. The development of video as a basis for innovative dance teaching, for
choreographic notation of dance movements, and as an archive record of per-
formance is now widespread in Europe — so much so, in fact, that video dance
has become an art form in itself and international video dance festivals are
held in several countries to demonstrate the creative use of video. New inter-
active multimedia techniques provide opportunities to take this educational
process further. One of the interesting initiatives is spearheaded by Bedford
Interactive, an independent company, run by a computer specialist, software
consultant and dance teacher. It has invented a range of specially designed
interactive tools, ultimately to provide users of multimedia/CDi resource
packs with flexible creative and comprehensively layered dance/movement
teaching and learning activities. Its development of multimedia techniques,
together with maximum video control, provides teachers and learners with
exciting new resources, for example its research includes work on a parame-
tered figure — a technology for creating movement which can be edited from
a live video source.

Bedford Interactive is developing new strategies for teaching and learning
movement-based activities. An important characteristic of its resource-based
teaching approach is the use of dance professionals as exemplars. This
ensures the artistic and aesthetic quality in the composition and performance.
The company is engaged in research of resource-based teaching through
interactive video to explore how tasks at different levels provide starting
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points for the student’s own learning about dance — style, form, expression,
accompaniment, stage, costume, lighting design and performance.

2.2 Culture, quality of life and the environment

2.2.1  Common Ground: an uncommon organisation. Common Ground is
working to encourage new ways of looking at the world and so enthuse peo-
ple into recalling ““the richness of the commonplace and the value of the
everyday, to savour the symbolisms with which we have endowed nature, to
revalue our emotional engagement with places and all that they mean to us
and to go on to become actively involved in their care”.1 Considered by some
to be the most original environmental organisation in the United Kingdom, it
directs its attention to the complex inter-relationship of natural history, archi-
tecture, art, social history, legend and literature. In its work, whether projects,
books or exhibitions, Common Ground has sought to bring arts and conser-
vation together in new ways and to make people aware of their relationship
to their surroundings.

In Knowing Your Place, Common Ground commissioned artists of national
reputation to produce work which could excite people imaginatively with
ideas for expressing their attachment to place. The exhibition that resulted
was conceived as part of Common Ground’s Parish Maps Project, which
sought to encourage people to chart the things which they value in their envi-
ronment as a starting point for conservation action. Since its launch, hundreds
of local maps have been produced by women’s groups, schools, local civic
societies and parish councils in many forms (posters, newspapers, books,
music and jigsaws) and many practical conservation initiatives have been
started.

In 1990, Common Ground, conceived the idea of Apple Day as a celebration
and warning of the variety that is being lost, not simply of apples, but in the
richness and diversity of landscape, place and culture as well. In a large mar-
guee erected in the Covent Garden Piazza in London, it mounted photo-
graphic exhibitions of orchards, together with a display of more than 100 vari-
eties of apple from all over the UK.

Trees and woodlands have been an important symbol of the organisation. In
conjunction with the South Bank Centre, in London, Common Ground com-
missioned twenty-eight artists to explore the contemporary relevance of the
Tree of Life in an exhibition that attracted 30 000 people and then toured
nationwide. A joint exhibition with the Crafts Council, called Out of the
Wood, included works of sculpture, ceramics, glass, photography, silverware,
ironwork, neon, jewellery and applique all inspired by trees. Its Country Seats
project, organised in association with the Woodland Trust, encouraged the
creation by sculptors of unusual and original seats in woodland sites to broad-
en public appreciation of the value of trees. In this, as with other projects
involving writers and artists, the aim has been to demonstrate that the indi-

1. This case study draws on King, Angela & Clifford, Sue, An introduction to the deeds and
thoughts of Common Ground, published by Common Ground, London.
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vidual’s relationship with the environment and the natural world are an essen-
tial part of their imaginative, social and cultural life.

2.2.2  An environmentally friendly festival. An environmental project on
a different scale can be found in Stockholm in August each year when, for ten
days, the centre of the city is transformed by the Stockholm Water Festival.
Numerous stages, open air restaurants and shops appear in front of the Roy-
al Castle, the Parliament building and the Royal Opera, where normally there
is traffic. Eight stages present rock, pop, folk, jazz and opera in 1996 and one
of these stages, floating in the sea, also acted as the rendezvous for the World
Firework Championships. What is especially notable about the Festival, which
attracts more than one million people, is its emphasis on the environment. An
International Water Prize is awarded annually for contributions to the bene-
fit of the world’s water resources and for undertaking water environment
projects in the Baltic Sea area. There is a water research corner and a muse-
um corner focusing on environmental issues and thirty of Stockholm’s best re-
staurants open annexes at the festival using recyclable, disposable dishes, etc.

2.2.3  Pleasing to the eye? Art in public spaces. The neglect of the urban
and city space is not only an affront to the eyes it is an affront to the dignity
of Europe’s citizens. It is also, perhaps, the most telling indictment of the fail-
ures of both planning and the absence of planning at local level in post war
Europe. As more and more people crowd together in cities (two-thirds of the
world’s population will live in cities by the year 2000)! it is hardly surprising
that the concrete jungle of buildings, hostile in scale and design, and urban
dereliction should breed resentment and hostility in those who have to live in
them.

It need not be like this. Sensitive planning and design and creative partner-
ships with artists, including the commissioning of art in public spaces, is begin-
ning to transform some of the worst city environments. Of course art in pub-
lic spaces is not a new phenomenon. Many countries and cities have “percent
for art” schemes, whereby a proportion — usually, 1% or 1.5% of the total
costs of a project for a public sector building — is set aside for artistic embell-
ishment. This has not in itself always produced “good” or critically acclaimed
art. Neither has it necessarily engaged with the public. What is new, perhaps,
is the realisation that such initiatives require inter-disciplinary and creative co-
operation between local politicians, planners, developers, architects, artists,
crafts people and arts funding agencies to maximise the aesthetic impact on
the built environment. In this way artworks are not so much seen as decora-
tion, but as integral elements in creating living public spaces that are enjoyed
by their users.

In the United Kingdom the task of the Public Art Commissions Agency is to
respond to opportunities for artists to make work that can be fully integrated
within a public context, whether architectural, urban or landscape. It operates
nationally and internationally, employing both established and younger artists
and architects on commissions of both temporary and permanent works of

1. Figure quoted at the Habitat Il conference on cities held in Istanbul, 1996.
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art and craft, exhibitions, workshops, conferences and educational activities.
The agency is an independent non-profit making company that advises gov-
ernment departments and other statutory bodies, professional organisations,
local authorities and the private sector. Art is the agency’s inspiration and its
starting point, whether the project is urban or rural, in the health sector or
housing, transport or communications. It has been the catalyst for a range of
exciting visual artwork that has enhanced the townscape and rural environ-
ment.

2.2.4  Art underground. Of course, public art does not have to be above
ground or adorning public and private sector buildings. The Stockholm Metro
has one of the largest monumental art projects in Europe.! In the last forty
years, fifty-eight artists have contributed to the artistic adornment of fifty-
eight different underground stations. The aim has been to give an artistic
quality to an environment through which a great number of people pass —in
an ordinary weekday about 700 000 passengers. The artists have been cho-
sen through competitions and some of the most important Swedish visual
artists have contributed. They have been given the responsibility to create the
whole station environment and entrance and not simply elements within the
building. Thus, details such as name plates, waste-paper baskets, fire-alarm
boxes are all subject to the artist’s imagination and it is this which gives each
station a unique profile. All types of artistic techniques have been used. Spe-
cial effects have been achieved through keeping or using the rock through
which the metro has been cut. The adornment is often connected with the
place of the station and is used in many cases to dramatic effect. Thus, the
subway stations function as a huge permanent art exhibition. Even if many
of them represent an advanced form of modern art, they have been highly
appreciated by public.

The whole project was based on a political decision in 1956 by the Stockholm
City Council and has been realised through co-operation between politicians,
directors of the metro, engineers, artists and construction workers.

3. The contribution of culture to economic and social outcomes

3.1 Arts as a factor in urban regeneration and job creation

3.1.1 Building on consensus. The Temple Bar urban pilot project is a cata-
lyst that has transformed a once derelict part of Dublin into one of the city’s
most prominent features, an area of unique character and creative atmos-
phere where people live, work and go. Less than ten years ago this medieval
part of the centre of Dublin was condemned to be redeveloped as a transport
centre for the national transport system.2 It would have become a lifeless part
of the city, only acting as a transit point for citizens and, with the large move-

1. The task force is grateful to Soderstrom, Goéran, whose book, Art goes underground: art in the
Stockholm Metro, published in Stockholm in 1988, was a major source of this text.

2. This case study is based on the Recite Bulletin number 11 produced by DGXVI (the Directorate
General for Regional Policy and Cohesion of the European Commission) and notes by Munnel-
ly, Adrian.
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ment of buses and other vehicles, a source of pollution with noise, visual
intrusion and exhaust fumes. That this area was saved for the people of
Dublin is a significant achievement on the part of Government both nation-
al, local and at supranational level in the European Union.

Launched in 1991, the objective of the Temple Bar scheme was to provide a
public infrastructure for the area to open up access to pedestrians and
improve tourist flows and to stimulate private sector interest and increase
confidence in the long term viability of the area. A special development pro-
gramme was established to develop Temple Bar as Dublin’s cultural quarter.
This programme has a number of features which include: a flexible framework
plan establishing an overall architectural scheme for the area; the establish-
ment of a dedicated company to develop the area — Temple Bar Properties
Limited; close consultation with the residents and users of the area; and mixed
use of the area — cultural, residential and commercial developments.

A clear objective of the project was to create employment. Ireland has a high
percentage of unemployed people in its economy, particularly young people.
Culture was seen as playing a crucial role in generating jobs and twelve cul-
tural projects have been established or are being developed: the Irish Film
Centre; Temple Bar Gallery and Studios; a print studio and galleries; Temple
Bar Music Centre; a multi media centre for the arts; a children’s cultural cen-
tre, a National Photographic Archive and School of Photography, a contem-
porary gallery of photography; contemporary applied design centre; a con-
temporary arts centre; a Viking Exhibition Centre and Archaeology Project.

Some ecu 120 million was secured for the Temple Bar development pro-
gramme from national and European Union sources (Article 10, Recite, etc.).
Private sector investment added a further ecu 70 million. The project repre-
sents a successful mixing and matching of culture and commerce. In four
years approximately 1 200 jobs have been created in the cultural and service
sectors, seventy-two new businesses have located in the Temple Bar area and
150 people have been trained in the cultural and environmental fields. More-
over, by acquiring studios and letting them to artists, the authorities have
attempted to ensure that artists were not driven out as property prices
increased due to the enhanced image of the area.

3.1.2 A sweet approach to remedying inner city decay. The job creation
potential of another arts and media quarter — this time in Birmingham - is
equally marked. However, what makes The Custard Factory especially
remarkable is that it is the vision largely of one man, Benny Gray, an aero-
nautical engineer, musician, journalist and entrepreneur. The Custard Facto-
ry, so named because it was the site of a famous manufacturer of custard
powder, is bringing about one of the largest single concentrations of creative
activity in Europe, providing work space for approximately one thousand
artists, crafts people, designers, film makers, musicians, dancers, actors, pub-
lishers. Moreover, one of the project aims is to provide space which is afford-
able for young adults at an early stage of their careers and, in this way, stem
the annual talent exodus of arts and media graduates. Already in place are
some two hundred artists’ studios, art galleries, dance studios, restaurants,
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shops and performance spaces in what was, previously a blighted inner city
area. Soon there will be a jazz club, cinema, recording studios, a piazza, stu-
dent flats, 15 000 square feet of arts and media exhibition space, and more
studio work spaces and restaurants.

3.2 Culture and industry in strategic policy partnerships

3.2.1 Horizontal co-operation through private and public alliances. It is
often remarked that there is no cultural policy at a national level in the Fed-
eral Republic of Germany, as this falls within the jurisdiction of the Lander
(regions). Nevertheless, the federal political institutions have often expressed
the need for concerted national efforts in the cultural sector. Several non-gov-
ernmental initiatives, for example Deutscher Kulturrat (German Arts Council),
have compensated for the limited jurisdiction of the federal government in
the field of culture. The Cultural Circle for Economic Life operating within the
framework of the Federation of German industry support for culture, is a
recent addition to this group. It has established an alliance with a range of
non-governmental organisations such as Deutscher Kulturrat (German Arts
Council), Deutscher Musikrat (German Music Council), Deutscher Buhnen-
verein (German Theatre Association), Bundesverband Bildenderkiinstler (As-
sociation of German Visual Artists); Deutscher Museumverband (German
Museums Association) and the Arbeitskreis Deutscher Kunsthandelsverbande
(Working Group of German Art Trade Associations), to provide a concerted
public/private national voice on cultural issues. Their platform, Aktionskreis
Kultur (Cultural Action Circle), was established in November 1994 to air con-
cerns about uncertainties in public expenditure for culture to all levels of gov-
ernment — national, Lander and local — as well as the private and independent
sector.

One of the first fruits of this collaboration is Kulturférderung in Gemeinsamer
Verantwortung — Weisbuch des Aktionskreise Kultur (Cultural Funding as a
Common Responsibility — White Paper of the Cultural Action Circle). This pro-
vides an action agenda identifying problems and proposing legislative and
policy actions to safeguard culture. The recommendations include:

— improving public financing of the arts and culture by integrating
different types of financing, by greater funding flexibility and improved man-
agement;

— the reform of the tax laws to encourage more corporate sponsor-
ship;

— a reduced tax on visual arts and relaxation of the tax system to
enable works of living artists to be purchased;

— improved copyright legislation;
— enhancing the position of artists within the social security system;

— suggestions for improving the position of the performing arts,
especially the network of theatres.
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The White Paper also emphasises the need for a new cultural policy orienta-
tion suggesting the importance of improved vertical co-operation between
the levels of government, and horizontal co-operation through innovative
public/private partnerships.

The Cultural Action Circle and its main host organisation, the Cultural Circle
of the Economic Life, are by no means exceptional in Europe. In many
European countries new forms of joint public-private co-operation have been
initiated to enhance the financial and social position of the arts and culture.
Yet, the German case introduced an important model of co-operation in three
respects: first, its activities were started under the auspices of the influential
corporate interest group, the Federal Association of German Industries;
second, its platform and agenda were defined by the representatives of the
main national non-governmental organisations in the arts and culture; and,
third, its initial proposals form a coherent programme of financing and leg-
islative reforms addressed to public authorities and presupposes their com-
prehensive co-operative action in solving major national cultural policy prob-
lems. It remains to be seen what the concrete results will be, but the activities
of the Cultural Circle and the Cultural Action Circle have certainly enhanced
the visibility of the arts and culture in the German overall national political
agenda.

3.3 Culture, identity, memory and place

3.3.1 LIFE enhancing. A city is not characterised solely by its architecture
and its surface appearance, but in a much deeper sense by the life experiences
of people who have lived there and others who are living there now. With this
in mind Eva Rotter, Managing Director of the Remise cultural centre in Vien-
na — a former tramway depot that has been used for cultural events since
1991 - set up LIFE stations, a topographical and acoustic installation, in July
1995.

This project consisted of interviews with people who are living in Vienna’s
Second District, Leopoldstadt, or who had lived there before. This is a district
with a very high proportion of foreigners. The majority of the Jewish popula-
tion lives in this part of town and many recent immigrants from Russia,
Turkey, the former Yugoslavia, Iran, etc. have settled there (of the 94 000
inhabitants, 22 400 are people from other countries). The development of the
life of the city can be presented according to the various waves of immigra-
tion. The Second District is a truly European microcosm.

LIFE stations presented an extraordinary collage of impressions and experi-
ences of the lives, living conditions and environment of ten individuals from
the perspective of their different national and cultural backgrounds and
belonging to different age groups. Coming from different countries — Austria,
India, Bosnia, Turkey, Lithuania, Ukraine and Egypt — they enabled the audi-
ence who came to the installation to enter the inner circle of their personal
memories. The different accents and the choice of vocabulary of the inter-
viewees yield a semantic and emotional map of the district.
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In the context of problematic current trends like the rise of religious funda-
mentalism, racism and xenophobia, continuing high levels of unemployment,
the emergence of an “underclass” of a poorly adjusted foreign workforce in
large European cities and the increasing distrust of the political process, par-
ticularly among young people, the importance of projects such as LIFE sta-
tions cannot be overstated. Any city lives with the recollection of past times
and the transitoriness of life can be preserved with memories that can be com-
municated to future generations.

4, The role of culture as human capital and as a means of empower-
ment and entitlement

4.1 Young people, creativity and participation

4.1.1 Making space for the arts. How do you introduce young people to
the arts and encourage them to be creative in a school environment, espe-
cially in poor or rural areas where there may be few facilities? One policy
response is the PAIDEIA programme launched by Clube Portugues de Artes e
Ideias, with the support of the Portuguese Secretary of State for Youth and
Secretary of State for Elementary and Secondary Education. Every year, four
tents, each 10 x 18 metres, are toured to cities and towns in Portugal, togeth-
er with equipment specially conceived for the project. Staff are in charge of
the co-ordination of the tents, accompanying them during the whole journey.
In this way the project provides a rare opportunity for young people to have
direct contact with professional artists of different disciplines, such as visual
arts, dance, music, theatre and video and with the spaces created for them.
For a period of eight to ten working days, the tents are set up in the school
yards, as few of the schools have suitable spaces for cultural activities.

The principal ambition of PAIDEIA is: to contribute to making the arts a com-
ponent of the day to day life of students; to introduce them to the contem-
porary arts and artists; to encourage young people to participate in creative
activity; to stimulate critical judgement; and to enhance policies to create new
audiences for the arts. At the same time, the intention is to encourage provin-
cial or country towns to be independent and active in the process of devel-
oping creativity in school life. In 1994 the PAIDEIA programme was present-
ed in twenty-four high schools for 30 000 students. A year later this was
extended to fifty-six schools and 80 000 students.

One of the major difficulties, of course, is how the enthusiasm and expecta-
tion generated among the students can be sustained once the mobile cultur-
al spaces move on to the next town. Although teachers are encouraged to
build on the interest created, the ability to have a longer term impact on
young people without resources for follow up is questionable and something
the organisers recognise they need to address.

4.1.2  “Culture is about having a future”. Young people face an uncertain
future in Europe today, not least because of structural unemployment. The
lack of opportunities for them to express their hopes, anxieties and opinions
in meaningful ways also leads to alienation. The Phoenix Project is an intrigu-

368



Appendix II: Some case studies and examples

ing attempt to confront the lack of engagement between different peoples,
cultures and groups in society by facilitating a dialogue between young peo-
ple and artists, intellectuals, scientists and decision makers on problems
younger generations face, such as the future of work and productive use of
time. Initiated by Trans Europe Halles, a European network of twenty-six
independent cultural centres, the Phoenix Project brings together constituen-
cies of people whose paths rarely cross, in an attempt to create sustainable
relationships and to explore the possibilities of change through the arts.

The first action research initiative, for example, takes place in Copenhagen in
October 1996, during the Danish capital’s celebrations as European City of
Culture, when some 250 participants from all over Europe gather to exchange
experiences and ideas with the local community on what they see as their
future in a society that provides less and less opportunities for work. The sub-
text of the project is that, for young people, “culture is about having a
future”. A range of complementary projects are taking place in Trans Europe
Halles network centres across Europe. At the Noorderlight, Tilburg, in the
Netherlands, for example, a multidisciplinary artwork by dancers, musicians
and video makers on the theme “Working overtime at the factory” will be
created through workshops with students, teachers, factory workers and
unemployed people. The City Art Centre, Dublin, is investigating the ques-
tion “What’s Work?” through the arts and changing nature of work practices
in the South Inner City quarter of the Irish capital. “Time Sailors™ is a work-
shop organised at the Wuk, Vienna, with a group of unemployed young peo-
ple and senior citizens to promote intergenerational understanding. A musi-
cal environment, including mime and visual arts, based on the history of work
and use of time is being created at The Junction, Cambridge, and in May 1997
in Retina, Ljubljana in Slovenia, within the framework of the City’s European
Cultural Month celebrations, a project on “TV — the drug of the nation will
examine the function of television and its multiple effects on society.

The aims of the Phoenix project are ambitious and include: the use of arts and
artists as a catalyst to facilitate a genuine exchange of views and experiences
on the problems facing young people; the provision of impulses for new ideas
and actions in support of social integration; the encouragement of openness
towards other peoples and cultures among young people; the enrichment of
young people’s own culture and the promotion of solidarity and tolerance; the
creation of artistic projects at cultural centres across Europe involving young
people that will lead, among other things, to new approaches to working with
disadvantaged young people. The Phoenix project involves not only the cul-
tural centres of Trans Europe Halles, but also a range of European cultural net-
works and co-operation with the Fondation pour le Progrés de 'Homme — the
Paris-based group of philosophers and intellectuals — and Europe 99, Paris, a
group involved in theoretical research headed by Edgar Morin.

4.2 Culture and intergenerational solidarity

4.2.1 Shared experience. Elderly people have often lost employment,
income, respect and authority. Contact with the arts can help to restore some
self-respect and interest in life. For twenty years or more there have been
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interesting arts initiatives in Europe to engage with elderly people, but all too
often this has been ad hoc and conducted in a vacuum. It is true there have
been attempts to chart this activity at national level — for example the
Carnegie Inquiry into the Third Age conducted in the UK in the early 1990s
—but much activity goes unrecorded and, until recent years, little attempt was
made to share this experience transnationally. The European Network on Old-
er People and the Arts and European Reminiscence Network are two relatively
recent attempts to address this.

The European Network on Older People and the Arts derives its existence
from Eurolink Age — a network of organisations and individuals, which exists
to promote the interests of older people in the European Union and to assess
the implications of an ageing population — and ActiVAge — a programme
organised by Eurolink Age and which co-ordinates four networks promoting
the participation of older people, including one on older people and the arts.
Three countries — France, Ireland and the UK — provided the founding mem-
bership of the network and they have been joined by arts organisations and
artists in Belgium, Germany, Italy, Netherlands and Spain. The network was
effectively launched as a result of a European meeting on the issue of older
people and the arts, which took place in September 1993 as part of Eurolink
Age’s contribution to the European Year of Older People and Solidarity
between Generations. A follow-up conference was held at the Irish Museum
of Modern Art in Dublin two years later. The network’s aims are: to promote
the contribution of older people to contemporary European culture; to visit
and learn from models of good and innovative practice; to encourage part-
nerships between professional artists and arts organisations and older people;
to facilitate transnational projects; and to establish national structures to sup-
port this work.

The European Reminiscence Network was established by Age Exchange The-
atre Trust (UK) and others to increase the profile of reminiscence (that is rec-
ollection and memory) as a method of understanding, educating and stimu-
lating creativity. It aims to link and share information with people working in
the field of reminiscence in Europe through the development of a comput-
erised database of projects, groups and individuals active in this area in health,
social services, education, theatre and museums; publishing a journal featur-
ing projects, courses and meetings in different countries; offering training for
older people and for the professionals who work with them, in acquiring a
range of new skills and approaches to reminiscence, and touring programmes
of reminiscence theatre with older people, professionals and children.
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In October 1993, the Culture Committee of the Council for Cultural Co-
operation endorsed a proposal put forward by its chairman at the time,
Hans Sand, and the Director of Education, Culture and Sport of the
Council of Europe, Raymond Weber, to prepare a report on culture and devel-
opment in Europe as a contribution to the World Report on Culture and
Development. The proposal was presented to, and welcomed by, the World
Commission during its hearing for the European region in Stockholm in June
1993.

An allocation was set aside from the Culture Committee’s budget, enhanced
by contributions from member states, the European Union and from the
World Commission on Culture and Development.

The Secretariat of the Council of Europe was ultimately responsible
for the production of the report and it appointed Rod Fisher, Secretary
General of the Circle network and Director of the International Arts Bureau
in the United Kingdom, to manage the process and to co-ordinate a
European Task Force. The task force comprised Eduard Delgado, Director
of Observatory Interarts for Urban and Regional Cultural Policies, Barce-
lona, Spain, and President of Circle; Professor llkka Heiskanen of the
University of Helsinki, Department of Political Science, Finland; Profes-
sor Carl-Johan Kleberg, then Deputy Director of the National Council for
Cultural Affairs, Sweden; and Professor Kirill Razlogov, Director of the
Institute of Cultural Research, Moscow, and professor of film studies at
the All-Russian Institute for Film Art, Russian Federation. They were
joined subsequently by Jacques Renard, Deputy Director of the Private Office
of Mr Jack Lang when he was Minister for Culture in France. Ritva Mitchell,
Programme Adviser in the Cultural Policy and Action Division of the Council
of Europe, played a full part in the deliberations of the task force, which was
assisted at the Council of Europe by Evelyne Porri and Caitlin Taylor. The task
force received additional assistance for part of the time from Danielle Cliche,
then on secondment from the Strategic Research and Analysis Division of the
Department of Canadian Heritage, and Isabelle Schwarz, who had worked at
the French Ministry of Culture and was also assisting the World Commission.
Professor Anthony Everitt, a journalist and cultural commentator, Visiting Pro-
fessor in the Visual and Performing Arts at Nottingham Trent University and
former Secretary General of the Arts Council of Great Britain, drafted and
edited the final report.

Difficulties in raising the necessary financial resources meant that the
task force began work in the summer of 1994, much later than expected. In
view of the shortage of time and resources to conduct original research, the
task force drew on a wide range of other experience to inform its work:
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— background papers commissioned from the following experts:

Professor Patrick Boylan, then Head of the Department of Arts Poli-
cy and Management, City University, London and Vice-President of the Inter-
national Council of Museums;

Dr Franco Bianchini, Senior Lecturer, De Monfort University, Leicester

Suzanne Capiau, lawyer, Brussels;

Dr Eric Corijn, Brussels University;

Xavier Dupuis, Senior Research Officer, CRNS, University of Paris/
Panthéon Sorbonne;

Dr Otto Hofecker, Institute for Cultural Management, Vienna;

Dr Kazimierz Krzysztofek, Professor of Sociology, and Deputy Direc-
tor, Institute of Culture, Warsaw;

Charles Landry, Director of Comedia, UK;

Dr Hans Mommaas, Senior Lecturer, Tilburg University, the Nether-
lands;

Dr Ken Robinson, Professor of Arts Education, University of War-
wick, Coventry;

Dr Joost Smiers, Utrecht School of the Arts, the Netherlands; and
My von Euler, consultant on statistical research, Paris;

— documentation from relevant conferences and seminars and other
literature;

— a round table encounter, organised by the Council of Europe,
between the task force and artists and intellectuals on the future of the arts
and artistic work in Europe, held in Strasbourg in February 1995;

—a “brainstorming” session linked to a European round table organ-
ised by the Circle network and the Region of Catalonia, held in Barcelona in
April 1995;

—an informal meeting, organised by the Council of Europe, of Euro-
pean Ministers for Culture, held in Bratislava in June 1995;

—a conference convened by the Russian Ministry of Culture and the
World Commission on Culture and Development, the Council of Europe and
the task force, on “Culture and development in the countries in transition”,
held in Moscow in June 1995.
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The task force is grateful to all those individuals who offered views and regrets
that it was not possible to consult as widely as the exercise really demanded.

A list of those attending these events follows (with a few minor exceptions,
the spelling is in accordance with that in the official documentation).

Theodoor Adams, Ministry of Education, Culture and Science, the Nether-
lands; Joan Guitart i Agell, Generalitat de Catalynia, Spain; Ylljet Alicka, Min-
istry of Culture, Youth and Sports, Albania; Dimitry Alissov, Russian Institute
for Cultural Research, Siberian branch; Viceng Altaid, Krtu Centre de Noves
Tendénces, Catalonia, Spain.

Els Baeten, Vlaams Theater Instituut, Belgium; Naima Balic, Ministry of Cul-
ture and Education, Croatia; Marat Baltabaev, Republican Scientific Centre for
Cultural Problems, Kazakhstan; Claude Barbey, Département fédéral des
Affaires Etrangéres, Switzerland; Franco Bianchini, De Monfort University,
Leicester, United Kingdom; Xavier Ballbé, Centre Europeu del Patrimoni, Cat-
alonia, Spain; Carla Bodo, Instituto di Studi per la Programmazione Econom-
ica, Italy; Lluis Bonet, Universitat de Barcelona, Spain; Marie Bonnel, Associ-
ation Francaise d’Action Artistique, France; Zoltan Borha, Ministry of Culture
and Education, Hungary; Cristian Botez, Embassy of Romania to the Russian
Federation; Anatoli Boutevich, Minister for Culture and for Print, Belarus;
Alexei Bouzbetsky, Ministry of Culture, Russian Federation; Patrick Boylan,
City University, London, United Kingdom; Teresa Bruguera, Departament de
Cultura, Catalonia, Spain; Vito Bruno, Ministero per i Beni Culturali e Ambi-
entali, Italy; Polad Bul-Bul Ogly, Minister for Culture, Azerbaijan; Nuria Bulta,
Universitat Pompeu Fabra, Catalonia, Spain; Roger Butt, Department of
Canadian Heritage.

Pere Canturri Montanya, Ministére de la Culture et des Affaires Sociales,
Andorre; Dusan Caplovic, Slovak Republic; lon Caramitru, actor and theatre
director, President of UNITER, Romania; Raimon Carrasco, Departament de
Cultura, Catalonia, Spain; Xavier Castanyé, economist, Catalonia, Spain;
Andrej Cervenak, Slovenia; Yevgeny Chelyshev, Russian Academy of Science;
Mihail Cibotaru, Ministry of Culture, Moldova; Soren Clausen, Kulturminis-
teriet, Denmark; Jovan Cirilov, Belgrade, Serbia; Vesna Copic, Ministry of Cul-
ture, Slovenia; Eric Corijn, Free University of Brussels, Belgium; Daniel Courbe,
Ministéere de la Culture et des Affaires Sociales, Belgium; Joan Culla, Univer-
sitat de Barcelona, Catalonia, Spain; Jan Cuper, Slovak Republic.

Christiane Daleiden, Ministére des Affaires Culturelles, Luxembourg; Ladislav
Deak, Slovak Republic; Pavol Dinka, Slovak Republic; Alexei Djukov, Com-
mission of the Russian Federation at Unesco; Milena Dragicevi¢-Sesi¢, Bel-
rade University, Serbia; Janis Dripe, Minister for Culture, Latvia; Hans van
Dulken, Boeksmanstichting, the Netherlands.

Sveinn Einarsson, Ministry of Culture and Education, Iceland; Epp Eelmaa,
Ministry of Culture and Education, Estonia; Cemal Erbay, Embassy of Turkey
to the Slovak Republic; Frangois Euve, Roman Catholic priest, Russian Feder-
ation.

373



In from the margins

Yoro Fall, World Commission for Culture and Development; Bruno Favel,
Ministéere de la Culture, France; Jerkus Ferko, Slovak Republic; Milan Ferko,
Slovak Republic; Marion Fischer, Centrum fur Kulturforschung, Germany;
Gabor Fodor, Ministry of Culture and Education, Hungary; Don Foresta, mul-
ti-media artist, France; Enric Fossas, Universitat Autonoma de Barcelona, Cat-
alonia, Spain; Pier Benedetto Francese, Ministero per i Beni Culturali e Ambi-
entali, Italy.

Josep Gifreu, Universitat Pompeu Fabra, Catalonia, Spain; Yevgeny Gon-
charenko, Union of Evangelical Christian Baptists in Russia; Sigve Gramstad,
Ministry of Cultural Affairs, Norway; Joan Granados, formerly of Corporacié
Catalana de Radio i Televisié; Jean-Pierre Greff, Ecole Nationale des Arts
Décoratifs, Strasbourg, France; Etienne Grosjean, Ministere de la Culture et
des Affaires Sociales de la Communauté Francaise de Belgique.

Marjutka Hafner, Ministry of Culture, Slovenia; Henk M. Heikamp, Ministry
of Education, Culture and Science, the Netherlands; Héléne Herschel, Min-
istere de la Culture, France; Anton Hlinka, Slovak Republic; Otto Hoffecker,
Institut fur Kultur Management, Austria; Ivan Hudec, Minister of Culture, Slo-
vak Republic.

Yuri Ivanov, Russian Institute for Cultural Research; Bourou Izaeva, Ministry
of Culture, Kirghizstan.

Waclaw Janas, Ministry of Culture and Art, Poland; Gavin Jantjes, painter,
United Kingdom; Valery Jeredhy, TRITE Studio, Russian Federation; Philip
Johnsson, Ministry of Cultural Affairs, Sweden.

Galina Kachenya, Regional Programme of Cultural Development, Chelyabin-
sk, Russian Federation; Janna Khamdokhova, Ministry of Culture, Kabardino-
Balkaria Russian Federation; Arnold Kind, Minister for Culture, Liechtenstein;
Risto Kiveld, Department for Cultural Affairs, Finland; Dragan Klaic, Theater
Instituut Nederland, the Netherlands; Anto Knezevic, Croatian Information
and Culture Institute; Alexei Komec, Ministry of Culture, Russian Federation;
Andrei Konchalovsky, Russian film maker; Georgi Konstantinov, Deputy Min-
ister for Culture, Bulgaria; Vitaly Krikounenko, Embassy of the Ukraine to the
Russian Federation; Kazimierz Krzysztofek, Instytut Kultury, Warsaw, Poland;
Michael Kustow, television producer, United Kingdom.

Marta Lacambra, Generalitat de Catalunia, Spain; Teodor Laco, Ministry of
Culture, Youth and Sports, Albania; Ourania Lampsidou, Ministry of Culture,
Greece; Antoni Laporte, economist, Catalonia, Spain; Turea Larissa, Ministry
of Culture, Moldova; Egil Lejon, Slovak Republic; Nadja Leriche, Emplois Cul-
turels Internationaux, France; Peter Leuprecht, Council of Europe; Dimitry
Levchuk, Russian Fund for Culture; André Loechel, art historian, France.

Luis Machado, Embassy of Portugal to the Czech Republic; Drahoslav Macha-
la, Slovak Republic; Jiri Malenovsky, Président du Comité des Délégués des
Ministres du Conseil de I'Europe; Eli Malka, Union des Théatres de I'Europe,
Paris, France; Isidor Mari, Departament de Cultura, Catalonia, Spain; Josef
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Markus, Slovak Republic; Aleksandr Marshak, S.Marshak Fund, Russian Fed-
eration; Javier Llovera Massana, Ministére des Affaires Sociales et de la Cul-
ture, Andorre; Sever Mesca, Ministry of Culture, Romania; Pavol Mestan, Slo-
vak Republic; Matko Mestrovic, University of Zagreb, Croatia; Margaretha
Mickwitz, Ministry of Education, Finland; Seadata Midzic, Vice-Minister for
Culture, Croatia; Joseph Mifsud, Ministry for Youth and the Arts, Malta; Niki-
ta Mikhalkov, Russian Fund for Culture; Vladimir Minac, Ministry of Culture,
Slovak Republic; Eduard Miralles, Universitat de Barcelona, Catalonia, Spain;
Ifrim Mircea, National Commission for Unesco, Romania; Josep Missé, Depar-
tament de Cultura, Catalonia, Spain; Jaromira Mizerova, Ministry of Culture,
Czech Republic; Maciej Mrozowski, Institute of Culture, Poland; Adrian
Munnelly, Arts Council of Ireland.

Jesper de Neergaard, artist, Denmark; Mr Nekolny, Ministry of Culture, Czech
Republic; Marc Nicolas, Ministry of Culture, France; Anna Niewiadomska,
Ministry of Culture and Art, Poland; Oskar Novotny, Comenius University,
Bratislava, Slovak Republic.

Ms B. Ona, artist, Austria; Tanja Orel-Sturm, Chairwoman, CDCC, Council of
Europe and the Ministry of Foreign Affairs, Slovenia; Jose Osterman, State
Secretary, Ministry of Culture, Slovenia.

Viktoria Paloczy, Ministry of Culture and Education, Hungary; Joy Parry,
Department of National Heritage, United Kingdom; Jan Pauliny, Slovak
Republic; Javier Pérez de Cuellar, World Commission for Culture and Devel-
opment; Zrinja Perusko Culek, Institute of Development and International
Relations, Croatia; Marta Pessarrodona, Comissié Internacional de Difusi6 de
la Cultura, Catalonia, Spain; Oriol Pi de Cabanyes, Institucié de les Lletres
Catalanes, Spain; Marie Ponchelet, craftsperson, France; Jordi Porta, Fun-
dacio Jaume Bofill, Catalonia, Spain; Michal Prokop, Vice-Minister for Cul-
ture, Czech Republic; Christos Psilogenis, Ambassador of Cyprus to Hungary.

Yudhishthir Raj Isar, World Commission for Culture and Development;
Andrew Ramsay, Department of National Heritage, United Kingdom; Veroni-
ka Ratzenbock, Osterr. Kulturdokumentation, Austria; Tatiana Razmoustova,
Russian Institute for Cultural Research; Miquel Reniu, Departament de Cul-
tura, Catalonia, Spain; Josep Ribera, Fundacié CIDOB, Spain; Michel Ricard,
Ministere de la Culture, France; Norbert Riedl, Chairman, Culture Committee,
Council of Europe and the Bundesministerium fir Wissenschaft, Verkehr und
Kunst, Austria; Eija Ristimaki, Arts Council of Finland; Ken Robinson, Univer-
sity of Warwick, United Kingdom; M. Angels Roque, Institut Catala d’Estud-
is Mediaterranis, Spain; Alexander Rubinstein, All Union Arts Research Insti-
tute, Moscow, Russian Federation; Arne Ruth, Dagens Nyheter, Sweden.

Margarita Saenz de la Calzado, Ministry of Culture, Spain; Igumen Kirill,
(Sakharov), Russian Federation; Nikolai Sakharov, State Duma of the Russian
Federation; Valenti Sallas, COPEC, Catalonia, Spain; Hans Sand, Permanent
Representation of Sweden to the European Union; Maite Sauquillo, Departa-
ment de Cultura, Catalonia, Spain; Christian Schmid, Conférence Suisse des
Directeurs Cantonaux de I'Instruction Publique, Switzerland; Konstantin
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Selestovic, Ministry of Culture, Belarus; Jaume Serrats, Promocié Cultural,
Catalonia, Spain; Olga Sevan, Russian Institute for Cultural Research; Pyotr
Shtchedrovitsky, Russian Institute for Cultural Research; Mikhail Shvydkoi,
Vice-Minister for Culture, Russian Federation; Sergei Shyshkin, Institute of
Economic Problems of Transition, Russian Federation; Vladimir Skok, World
Commission for Culture and Development; Alexander Slafkovsky, City Coun-
cil of Liptovsky Mikulas, Slovak Republic; Dusan Slobodnik, Slovak Republic;
Adrian van der Staay, Social and Cultural Planning Bureau, the Netherlands;
Joost Smiers, Utrecht School of the Arts, Centre for Arts and Media Manage-
ment, The Netherlands; Alfred Smudits, International Research Institute for
Media Communication and Cultural Development, Austria; Jan Stevcek, Slo-
vak Republic; Pavol Stevcek, Ministry of Culture, Slovak Republic; Viera
Straznicka, Permanent Representative of the Slovak Republic to the Council
of Europe; David Streiff, Département Fédéral de I'Intérieur, Switzerland;
Maxim Strikha, Ministry of Culture, Ukraine; Moquel Strubell, Institut de Soci-
olingliistica Catalana, Spain; Joan Subirats, Universitat Autdonoma de
Barcelona, Catalonia, Spain; Nada Svob-Dokic, Institute for Development and
International Relations, Croatia.

Hans Temnitschka, Bundesministerium fir Wissenschaft, Verkehr und Kunst,
Austria; Louise Terrillon-Mackay, Ministére du Patrimoine canadien; Walther
Tjon Pian Gi, theatre/dance director, the Netherlands; Vladimir Tsybik-
dorzhiyev, Asian Buddhists’ Conference for Peace, Buryatia, Russian Federa-
tion; Erkki-Sven Tudr, composer, Estonia.

Mihai Ungheanu, Secretary of State, Ministry of Culture, Romania.

Anis Vafa, Russian Academy of Science; Anna VaSova, director, Czech Televi-
sion; Estanislau Vidal-Folch, Departament de Cultura, Catalonia, Spain; Joan
Vidal i Gayola, Centre de Cultura Popular i Tradicional Catalana, Spain; Favi-
la Vieira, Ambassador of Portugal to the Czech Republic; Margit Vildlyng,
Ministry of Culture, Denmark; Via Virtmane, Ministry of Culture, Latvia; lvan
Vitanyi, Culture and Education Committee, Hungarian Parliament.

Raymond Weber, Council of Europe; Niki van der Wielen, Boekmanstichting,
the Netherlands; Andreas Wiesand, Zentrum fur Kulturforschung, Germany;
Andrea Willi, Ministry of Culture, Liechtenstein; Edith Wolf-Perez, Osterre-
ichische Kultur-dokumentation Int. Archiv fir Kulturanalysen, Austria.

Aleksandr Yakovlev, ORT, President of Council, Russian Federation; Mr
Yakovyna, Ministry of Culture, Ukraine.

Peter van Zaan, Ministry of Culture, Denmark; Mr Zalman, Ministry of Cul-
ture, Czech Republic; Reiner Zimmerman, Sachsisches Staatsministerium fur
Wissenschaft und Kunst, Germany; Sergei Zujev, Russian Institute for Cultur-
al Research.
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