Actes du Collogque
intermatiomal sur les
statistiqgues culturelles

Proceedings of the
International Symposium
an GCullare Siatistics

—,

1154

IKSTITUT B STATISTIGRIE
I

Québec rie



Actes du
Colloque
international
sur les
statistiques

culturelles

Montréal,
du 21 au 23 octobre 2002

Proceedings
of the
International
Symposium
on Culture

Statistics
Montréal,
21 to 23 October 2002



Pour tout renseignement concernant
I'Institut de la statistique du Québec et
I'Institut de statistique de 'UNESCO et les
données statistiques qui y sont disponibles,
s'adresser a :

Institut de la statistique du Québec
200, chemin Sainte-Foy
Québec (Québec)
Canada G1R 5T4
Téléphone : (418) 691-2401
ou
Téléphone : 1 800 462-4090
(aucuns frais d'appel au Canada et aux Etats—Ums)
Courriel : cid@stat.gouv.qgc.ca
Site Web : www.stat.gouv.qc.ca

Les textes ont été publiés dans la langue
originale dans laquelle ils ont été écrits.
Cependant les traductions, frangaises ou
anglaises selon le cas, sont disponibles sur le
site Web du Collogue a |'adresse suivante :

www.colloque200Zsymposium.gouv.qc.ca.

La publication étant en noir et blanc, nous
VOUSs suggérons de visionner les figures sur
le site Web du Collogue pour les voir en
couleurs.

Dépodt légal

Bibliotheque nationale du Canada
Bibliotheque nationale du Québec
2¢ trimestre 2003

ISBN 2-550-41005-X

© Gouvernement du Québec
Toute reproduction est interdite
sans l'autorisation expresse de

I'Institut de la statistique du Québec.

Juin 2003

For information concerning the Institut de la
statistique du Québec and the UNESCO
Institute for Statistics, and the statistics
available, please contact:

UNESCO Institute for Statistics

C.P 6128

Succursale Centre-Ville

Montréal (Québec)

Canada H3C 3J7

Phone: (514) 343-6880

INQUIRIES about the Institute’s publications
and resources may be addressed to:
UIS Resource Centre

email: uis.resource-centre@unesco.orq
Website: www.uis.unesco.org/

The conference papers were published in
the source language. However, the French
or English translations, as the case may be,
are available on the symposium Website at
the following address:
www.colloque200Zsymposium.gouv.qc.ca.
Since the publication is in black and white,
we suggest that you go to the Website so
that you can see the figures in colour.

Legal deposit

National Library of Canada
Bibliotheque nationale du Québec
Second quarter 2003

ISBN 2-550-41005-X

© Government of Québec
Reproduction is prohibited
without the express authorization of

the Institut de la statistique du Québec.

June 2003



Avant-propos

C'est une conjoncture tout a fait spéciale qui a
amené |'Institut de la statistique du Québec et I'Ins-
titut de statistique de 'UNESCO a s'associer pour
organiser un collogue sur les statistiques culturel-
les, qui a eu lieu du 21 au 23 octobre 2002. En
effet, I'idée de la tenue d'un colloque a surgi quel-
que temps apres la création de I'Observatoire de la
culture et des communications du Québec au mo-
ment ou I'Institut de statistique de 'UNESCO se pré-
parait a venir s'établir a Montréal. C'était un
excellent moyen d’exprimer notre volonté de colla-
borer.

Le theme « Les statistiques face aux défis de la di-
versité culturelle dans un contexte de globalisation »
s'est révélé un sujet porteur de débat. Certains pen-
sent que la mondialisation nous entrainera vers un
monde plus homogene, alors que d'autres pen-
sent au contraire qu'elle favorisera le soutien et I'en-
richissement des cultures locales. Le but du colloque
était donc de regrouper des chercheurs, des prati-
ciens qui ont a fournir des données relatives aux
politiques et des utilisateurs de données statistiques
culturelles nationales et internationales, et de les
inviter a prendre la parole sur cing sous-themes
identifiés en partenariat avec I'INRS-Urbanisation,
Culture et Société et HEC Montréal. Le collogue a
réuni pres de 30 conférenciers et une cinquantaine
de participants, représentants d'organismes statis-
tiques de 25 pays répartis sur tous les continents.

L'Observatoire de la culture et des communications
du Québec est un jeune organisme qui a mis le
colloque a profit d'une part pour raffermir ses liens
avec ses interlocuteurs internationaux et d'autre
part pour retirer de I'expérience des autres orga-
nismes de statistiques culturelles des enseignements
pertinents pour la poursuite de ses projets.

Grace a ce colloque, I'Institut de statistique de
I"'UNESCO nouvellement installé a Montréal, a per-
mis d'augmenter sa visibilité au sein des autres or-
ganismes de statistiques culturelles et de créer de
nouveaux partenariats. Il a également été utilisé
comme laboratoire d'idées dans la premiere phase
de consultation engagée par I'institut afin d'établir
son nouveau programme de statistiques culturelles.

Nous tenons a remercier tous les participants au
colloque sans le concours desquels celui-ci n'aurait
pas eu le succes qu'il a eu.

Foreword

Very special circumstances brought the Institut de
la statistique du Québec and the UNESCO Institute
for Statistics together to organize a Symposium on
Culture Statistics. which was held from 21 to 23
October 2002.. Indeed, the idea of holding a sym-
posium arose some time after the creation of the
Observatoire de la culture et des communications
du Québec, just when the UNESCO Institute for Sta-
tistics was getting ready to set up an office in
Montréal. It was an excellent way to give concrete
expression to our desire to cooperate.

The theme "Statistics in the Wake of Challenges
posed by Cultural Diversity in a Globalization Con-
text” proved to be a provocative issue. Some think
that globalization will lead to a more homogene-
ous world whereas others think that it will provide
opportunities to support and enrich local cultures.
Thus, the aim of this Symposium was to bring to-
gether researchers, practitioners who can provide
statistics on policies, and users of international and
national cultural statistics and invite them to speak
on five given sub-themes, identified in partnership
with the Centre Urbanisation, Culture et Société of
the INRS and HEC Montréal. The Symposium
brought together some 30 speakers and about 50
participants, from statistical agency representatives
from 25 countries spread across all continents.

The Observatoire de la culture et des communica-
tions du Québec is a fledgling organization that on
the one hand, used the Symposium to strengthen
its ties with international stakeholders, and on the
other hand, to learn from the experiences of other
cultural statistics agencies in the view to better pur-
sue its mission.

This Symposium gave the UNESCO Institute for
Statistics, newly established in Montréal, more ex-
posure to other cultural statistics agencies which
resulted in the creation of new partnerships. It also
served as a think tank during the first consultation
round launched by the Institut in order to establish
its new cultural statistics program.

We would like to greatly thank all the participants
without whom the Symposium would not have
been such a resounding success.

- &;&,\3@&2\@*\

Serge Bernier et Denise Lievesley
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Résumé de la session
d’ouverture

par Lydia Deloumeaux et Patrick Lucas
Institut de statistique de 'UNESCO

1. Mot de bienvenue et
ouverture du Colloque

M. Serge Bernier, directeur de I'Observatoire
de la culture et des communications du
Québec, souhaite la bienvenue aux participants
et prononce l'allocution d’'ouverture.
M. Gérald Grandmont, sous-ministre adjoint
de la planification au sein du ministere de la
Culture et des Communications, représente
M™ Diane Lemieux. Il souligne I'importance
du Collogue comme occasion unique pour un
grand nombre d'experts d"échanger des idées
dans le domaine de la culture. L'événement,
dit-il, est vu comme une occasion qui arrive a
point nommé dans I'évolution des connaissan-
ces. Il donne lieu a des échanges consacrés
aussi bien aux statistiques culturelles qu'a I'éta-
blissement de réseaux entre les chercheurs
et les institutions gouvernementales de
I'UNESCOQ. Par ailleurs, M. Grandmont décrit
le jeune Observatoire du Québec comme un
organisme de consultation permanente sur les
statistiques culturelles.

M. Mounir Bouchenaki, sous-directeur géné-
ral du secteur de la Culture de I'UNESCO prend
la parole au nom du directeur général,
M. Koichiro Matsuura. L'UNESCO considere
I'événement comme un véritable jalon permet-
tant non seulement la réflexion, mais égale-
ment la redéfinition du concept des statistiques
culturelles a I"échelle mondiale. L'un des prin-
cipaux roles de I'UNESCO, comme le signale
M. Bouchenaki, consiste a aider les gouver-
nements des pays en voie de développement
ou des pays émergents a batir leurs propres
capacités de collecte de données, afin d'étre
en mesure de structurer leurs politiques en

Opening Session
Report

by Lydia Deloumeaux and Patrick Lucas
UNESCO Institute for Statistics

1. Welcome and opening

Mr. Serge Bernier, director of “Observatoire
de la culture et des communications du
Québec” welcomed the participants and
provided the open address. Mr. Gérald
Grandmont, sous-ministre adjoint de la
planification au sein du ministére de la Cul-
ture et des Communications, replacing
Ms. Diane Lemieux, emphasized the fact that
the symposium was a unique opportunity that
allowed for the exchange of ideas by so many
experts in the area of culture. The event had
been characterized as a welcome opportunity
in the flourishing of knowledge. It allowed for
exchanges on cultural statistics as well as the
establishment of networks between research-
ers and government bodies within UNESCO.
Moreover, the young Statistical Observatory
of Quebec had been depicted as a permanent
consultation on cultural statistics.

Mr. Mounir Bouchenaki, Assistant Director-
General of the Culture sector of UNESCO spoke
on behalf of the Director General, Mr. Koichiro
Matsuura. UNESCO regarded the event as a
true landmark that permitted not only the
reflection but also the redefinition of the con-
cept of cultural statistics on a global scale. One
important role of UNESCO, as stated by
Mr. Bouchenaki, was to help the governments
of developing countries or emerging countries
in building up their own data-gathering ca-
pacities so as to enable them to frame their
policies in full awareness of the facts. The pres-
entation focused on three domains of the past
and current work of UNESCO in the culture
field: the importance of the approach to cul-
tural statistics, its new advances to methodol-
ogy and challenges in the area of culture.
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pleine connaissance de cause. La présenta-
tion est axée sur trois aspects du domaine
culturel, soit I'importance de I'approche des
statistiques culturelles, ses nouveaux dévelop-
pements méthodologiques, et les défis du
domaine de la culture. Ces trois aspects ont
déja fait I'objet de travaux de I'UNESCO par
le passé et ils figurent toujours a son pro-
gramme.

M. Bouchenaki souligne, par ailleurs, que le
principal objectif du présent Colloque consiste
a examiner la question des statistiques cultu-
relles dans le contexte de la mondialisation.
Depuis I'adoption de la Déclaration universelle
de I'UNESCO sur la diversité culturelle en
2001, I'Institut de statistique de I"'UNESCO
(ISU) est appelé a jouer un role clé dans le
domaine des statistiques culturelles. Le « pa-
trimoine culturel immatériel » est le creuset de
la créativité, de méme que la force motrice
derriére les cultures vivantes. A ce sujet toute-
fois, les données culturelles sont nettement in-
suffisantes et un travail important reste a faire.
M. Bouchenaki signale le besoin de compter
sur une plus grande transparence dans les
marchés et dans les institutions de la culture.

Il termine en déclarant que I"'UNESCO doit
poursuivre ses travaux dans les domaines re-
liés a la culture et au développement et doit
continuer de promouvoir les capacités d'as-
sistance, de concert avec I'excellence scienti-
fique. Le but ultime est de batir un systeme
exhaustif et intégré, capable de lier la culture
et le développement sous les aspects tant
quantitatifs que qualitatifs.

2. Conférenciers invités

1. « La mondialisation culturelle
vue sous I’angle de Ia
sociologie de la culture »

Prof. Diana Crane, University of Pennsylvania,
United States

M™ Crane explique que la définition tradition-
nelle de la culture était fondée sur des

ACTES DU COLLOQUE INTERNATIONAL SUR LES STATISTIQUES CULTURELLES

He also pointed out that the principal objec-
tive of this Symposium was to address the is-
sue of cultural statistics in the context of glo-
balization. Following the adoption of
UNESCO's Universal Declaration on Cultural
Diversity in 2001, the UNESCO Institute for
Statistics (UIS) is called upon to be a key player
inthe area of cultural statistics. "Intangible cul-
tural heritage™ is the crucible of creativity and
is the driving force behind living cultures. But
in this domain, cultural data is mostly lacking
and major work still lies ahead. Mr.
Bouchenaki addressed the need to look ahead
with greater transparency in the cultural mar-
kets and cultural institutions.

He concluded that UNESCO should continue
to work on areas of culture and development
and to strengthen the assistance capability in
tandem with scientific excellence. The goal is
to build an integrated and exhaustive system
that could link culture and development in
quantitative as well as qualitative aspects.

2. Keynotes papers

1. “Cultural globalization from
the perspective of the
sociology of culture”

Prof. Diana Crane, University of Pennsylvania,
United States

Ms. Crane explained that the traditional
definition of culture was based on ideas,
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concepts, des valeurs traditionnelles, des
croyances et d'artéfacts culturels ; la culture
était considérée comme une chose qu'une per-
sonne apprend ou acquiert. Considérant I'am-
biguité croissante relative aux sens donnés a
la culture, les sociologues ont proposé un nou-
veau modele théorique en définissant la cul-
ture comme des systémes de symboles
(comment le sens est véhiculé), des ensem-
bles de pratiques (comment les gens utilisent la
culture) et des spheres institutionnelles (les
sites ou la culture est produite). Au micro ni-
veau, les sociologues cherchent a évaluer com-
ment la culture émerge a partir des interactions
sociales des petits groupes. Au macro niveau,
ils étudient les institutions culturelles ou 1'on
partage les mémes valeurs, les mémes écrits
et les mémes comportements. lls analysent,
par ailleurs, des sondages illustrant la com-
plexité et la diversité du phénomene de la mon-
dialisation culturelle, lequel prend naissance
dans différentes régions et différents pays.

Elle explique également que la mondialisation
de la culture est un phénomene si complexe
qu'aucune théorie ne peut I'expliquer
adéquatement. Elle présente quatre modéles
théoriques qui peuvent aider a comprendre
la culture dans le présent contexte.

Le premier modele, la théorie de I'impéria-
lisme culturel, met en évidence, en ce qui a
trait a la dissémination de la culture, les pays
puissants, situés au centre du systeme mon-
dial, qui dominent les pays plus faibles, situés
en périphérie. Ce modele porte sur les roles
des gouvernements et des sociétés multina-
tionales et transnationales dans la dissémina-
tion des différentes formes de culture
mondiale. Maintenant appelée l'impérialisme
médiatique, cette théorie peut servir a établir
la mesure suivant laguelle des acteurs média-
tiques nationaux exercent davantage d'in-
fluence sur la culture mondiale par rapport a
d'autres acteurs. Par exemple, méme sil'Inde
est reconnue comme un important produc-
teur de films de fiction en Asie, en raison

o1 e

traditional values, beliefs and cultural artifacts;
culture was viewed as something that was
learned or acquired by the individual. Given
the increasing ambiguity surrounding the
meanings of culture, sociologists have tried
to develop a new approach to culture by de-
fining it as systems of symbols (how meaning
is conveyed), sets of practices (how people
use culture), and institutional spheres (sites
where culture is produced) . Sociologists work
at the micro level to evaluate how culture
emerges through social interactions in small
groups. At the macro level, they study cul-
tural institutions in which values, texts and
behaviors are shared. They also analyze sur-
veys showing that cultural globalization is a
complex and diverse phenomena originating
from different regions and countries.

She explained that the globalization of cul-
ture is such a complex phenomenon that no
single theory can explain it adequately. She
presented four theoretical approaches that can
be used to understand culture in this context.

The first model, cultural imperialism theory,
emphasizes, with respect to the dissemination
of culture, powerful nations at the center of
the world system dominate over weaker na-
tions, that are at the periphery. The theory
focuses upon the roles of governments and
of multinational and trans-national corpora-
tions in the dissemination of different forms
of global culture. Re-conceptualized as me-
dia imperialism, the theory can be used to
analyze the extent to which some national
media actors have more impact on global
culture than others. For example, although
India has been cited as being a large producer
of fiction films in Asia, due in part to his huge
internal market, there has been minimal ex-
ternal dissemination. It is therefore appropri-
ate to ask whether domination by Western
media is leading to a reduction in the cultural
diversity of global culture.
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notamment de son immense marché interne,
la diffusion externe demeure faible. Il est donc
légitime de se demander si la domination des
médias occidentaux n'entraine pas une réduc-
tion de la diversité culturelle de la culture
mondiale.

Selon le deuxieme modele, le modele en ré-
seau, la culture mondiale évolue non pas seu-
lement a partir des pays du centre vers les
pays situés en périphérie, mais bien dans les
deux sens. Il en résulte une expansion des
choix médiatiques, tant dans les pays déve-
loppés que dans les pays moins développés,
laquelle meéne a une diversification de la
culture mondiale et a une hybridation des cul-
tures nationales. Par conséquent, I'impact
mondial de la culture occidentale subit le con-
trepoids des cultures régionales. Par exem-
ple, certains pays émergents sont de grands
exportateurs de produits audiovisuels. Le Brésil
est devenu un important exportateur de
telenovelas en Amérique du Sud. Ce phéno-
mene serait attribuable au fait que certaines
régions partagent une méme langue et une
méme culture.

Un troisieme modele, la théorie des récepteurs,
pose |'hypothese selon laquelle I'auditoire réa-
git activement plutdt que passivement a la
culture véhiculée par les mass médias et porte
sur les attitudes des consommateurs par rap-
port a des produits spécifiques. L'impact de
la culture mondiale pourrait donc étre réduit.
Cette théorie examine, par ailleurs, les effets a
long terme de produits culturels disséminés a
I'échelle mondiale sur I'identité culturelle na-
tionale.

Le dernier modeéle a pour objet les stratégies
des politiques culturelles utilisées par les Etats
et les organisations pour encourager la mon-
dialisation de la culture ainsi que la sauvegarde
et la protection de la culture traditionnelle. Le
processus selon lequel on détermine les poli-
tiques internationales concernant la distribu-
tion des produits culturels implique autant la
concurrence gue la négociation entre les pays.
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The second model, the network model, ar-
gues that global culture is moving not only
from countries at the center to countries at
the periphery but vice versa. This results in an
expansion of media choices in both developed
and less developed countries that leads to a
diversification of global culture and hybridi-
zation of national cultures. Hence, the global
impact of Western culture is counterbalanced
by regional cultures. For instance, certain
emerging countries are major exporters of
audiovisual products. Brazil has become a
major exporter of “telenovelas™ in South
America. This phenomenon can be attributed
to the fact that certain regions share a com-
mon language and culture.

Athird model, reception theory, suggests that
the audiences respond actively rather than
passively to mass-mediated culture and ad-
dresses the attitudes of consumers in relation
to particular products. Conseguently, the im-
pact of global culture may be reduced. In ad-
dition, this theory examines the long-term ef-
fects of globally disseminated cultural prod-
ucts on national cultural identity.

The last model is based on strategies of cul-
tural policies used by states and organizations
to facilitate both globalization of culture and
preservation and protection of traditional cul-
ture. The process of determining international
policies for the distribution of cultural prod-
ucts involves both competition and negotia-
tion among nations. Governments act in three
ways: protection of the indigenous cultural
heritage (e.g. construction of museums); re-
sistance to global culture using taxes, tariffs
and government controls and subsidization of
local producers; and globalization of national
or local cultures by retooling tourist sites. An
interesting example is that of Singapore where
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L'action des gouvernements est triple : la pro-
tection du patrimoine culturel autochtone (par
ex., la construction de musées): la résistance
a une culture mondiale par I'imposition de
taxes, de tarifs douaniers et de reglements et
I'octroi de subventions aux producteurs lo-
caux; et I'adaptation des sites touristiques.
Singapour constitue un exemple intéressant
avec ses sites historiques recréés artificielle-
ment par |'Etat. Les organisations adaptent
les cultures qui sont créées pour étre dissémi-
nées aux autres pays afin de les intégrer a la
réalité locale du pays qui les accueillent. Au
Japon, de nombreux produits « culturellement
neutres » ont été créés en vue d'étre dissémi-
nés dans d'autres régions de I'Asie. C'est le
cas, par exemple, des films d'animation dans
lesquels les différences physiques, raciales et
ethniques ont été atténuées ou effacées.

En conclusion, les quatre modeles exposés
aident a mieux comprendre différents aspects
de la mondialisation. Lorsque nous connai-
trons mieux la nature et les effets de la mon-
dialisation culturelle, il faudra revoir sans doute
ces modeles et nous attendre a ce que de nou-
veaux modeles émergent.

2. « L’information sur les
politiques culturelles -
données, statistiques et
signification »

Prof. J. Mark Schuster, Massachusetts Institute of
Technology of Urban Cultural Policy, United States

M. Schuster met I'accent sur plusieurs ques-
tions qui sont reliées aux sessions thématiques
du Collogue. Il est d'avis qu'un institut de sta-
tistique ne doit pas collecter des données uni-
quement pour dire qu'il collecte des données,
mais plutot pour exercer une influence sur les
politiques. I explique ensuite pourquoi il est
nécessaire d'établir une distinction entre les
données et les statistiques. 1l définit la notion
de « laisser les données parler d'elles-mémes »
comme une fagon dangereuse de considérer
les données devant servir a la formulation des
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the state has artificially created historical sites.
Organizations adapt cultures that they dissemi-
nate to other countries to suit local conditions
in the receiving countries. In Japan, many
products that are culturally “neutral” have
been created for dissemination to other parts
of Asia. This includes, for example, animated
films in which physical, racial and ethnic dif-
ferences have been erased or softened.

In conclusion, these four models are useful
for understanding different aspects of globali-
zation. As we learn more about the nature
and effects of cultural globalization, these
models are likely to be revised and new mod-
els are likely to emerge.

2. “Informing cultural
policy — Data, Statistics
and meaning”

Prof. J. Mark Schuster, Massachusetts Institute of
Technology of Urban Cultural Policy, United States

Mr. Schuster highlighted several issues that
linked to the thematic sessions throughout the
symposium. He suggested that a statistical
institute should not collect data just for the
sake of collecting data but rather to collect
data with the aim of affecting policy. Secondly,
he explained why it is necessary to differenti-
ate between data and statistics. He character-
ized the notion of “let the data speak for them-
selves” as being a dangerous approach for
data that will be used in policy formulation.
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politiques. Il se dit convaincu de I'importance
d'accorder une signification particuliere aux
données et d'établir des indicateurs culturels
solides pour appuyer les politiques.

M. Schuster traite du role de I'ISU en posant
en principe deux de ses objectifs. Le premier
objectif suppose la nécessité d'établir un ni-
veau de comparabilité entre les pays. Le
deuxieme effleure I'idée selon laquelle les col-
lectes de données devraient étre congues de
fagon a étayer les programmes de I'UNESCO
dans le domaine des politiques culturelles.

I signale, par ailleurs, la nécessité d'établir des
délimitations definitionnelles autour de la « cul-
ture » en adoptant I'une des méthodes sui-
vantes. La premiere aurait recours a une
délimitation inclusive dont I objectif serait d'in-
clure toutes les définitions de la culture soute-
nues par les Etats membres. La deuxiéme
méthode, le concept des délimitations flottan-
tes, permettrait aux pays de définir chacun
leur culture et d'exercer leur propre autorité
quant a l'information fournie aux fins d'étu-
des comparatives. Enfin, une troisieme mé-
thode, celle des délimitations fixes, s'appuierait
sur 'utilisation d'une définition déterminée
(par exemple, une définition occidentale) qui
fournirait un point de vue sur les politiques
culturelles de tous les pays sous I'angle d'as-
pects sélectionnés.

M. Schuster fait le résumé de son récent pro-
Jetde recherche, Informing Cultural Folicy: The
Research and Information Infrastructure, et
dresse un portrait détaillé des nombreux in-
tervenants culturels qui ont fait I'objet de ses
recherches, en indiquant dans quelle mesure
ils ont contribué a l'infrastructure de l'infor-
mation. Il passe en revue les institutions et les
chercheurs ainsi concernés, et met en relief
les principaux résultats de ses recherches. Ses
conclusions portent sur la résurgence extra-
ordinaire qui s'est manifestée sur le plan de
I'investissement dans la recherche et l'infor-
mation relative aux politiques dans le domaine
de la culture. Il fait remarquer que la collecte,
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He espoused the importance of bringing
meaning to the data and developing sound
cultural indicators that inform policy.

Mr. Schuster discussed the role of the UIS by
positing two of its objectives. The first objec-
tive suggests the need to establish a level of
comparability across countries. The second
objective touches upon the fact that data col-
lections should be designed to inform
UNESCQO's own programs in the area of cul-
tural policy.

He further expressed the need to set a
definitional boundary around “culture” by
adopting one of several approaches. The first
approach would make use of an inclusive
boundary, which would attempt to incorpo-
rate all definitions of culture advocated by
Member States. The second method, the no-
tion of floating boundaries, would permit
countries to define culture individually and
exercise their own sovereignty in the informa-
tion they provide for comparative studies.
Anchored boundaries, the third approach,
would involve using the selection of a fixed
definition (for example, a western definition)
through which to view selected aspects of all
countries’ cultural policies.

Mr. Schuster summarized his recent research
project, Informing Cultural Folicy: The Re-
search and Information Infrastructure, and
mapped out the many players he had re-
searched and their contributions to the infor-
mation infrastructure. He reviewed these in-
stitutions and researchers and outlined his
main findings. He concluded that there has
Deen a dramatic resurgence of investment in
policy-relevant information and research in the
field of cultural policy. He noted that informa-
tion gathering, analysis, dissemination and the
division of labor among these tasks varied
substantially across countries. He suggested
that there is not necessarily a shortage of data
but rather a lack of use of the existing data.
However, given that there is a multitude of
sources, the task of assessing data quality and
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['analyse et la diffusion d'information, de
méme que la répartition du travail relatif a ces
taches, varient fortement d'un pays a un autre.
A son avis, il n'y a pas nécessairement une
pénurie de données, mais plutot une sous-
utilisation des données existantes. Or, étant
donné la multitude de sources, la tache de
mesurer la qualité des données et, par consé-
quent, de déterminer les institutions appro-
priées revient a I'ISU. M. Schuster expose
ensuite le rapport entre la recherche et |'éta-
blissement de politiques. Certaines questions
ont été soulevées, notamment : « L'ISU se voit-
il comme un promoteur de |'évaluation des
politiques? » et « Quelle importance sera don-
née au role de la défense dans le cadre des
nouvelles compétences de I'UNESCO par rap-
port aux statistiques culturelles et a la préser-
vation des politiques culturelles axées sur
|'Etat? »

Pour terminer, M. Schuster déclare que les
initiatives a venir ne doivent pas se limiter a la
simple création d'information, mais également
inclure la communication documentée et |'uti-
lisation de I'information. Adopter la perspec-
tive de I'utilisateur situé a la toute fin du
processus de collecte de données est essen-
tiel a la réussite d'une telle entreprise.
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therefore identifying institutions of relevance
is integral to the UIS. He then addressed the
relationship of research to policy making. Such
questions as, “Does the UIS see itself as a
facilitator in policy evaluation?” or “Will ad-
vocacy play a role in a renewed UNESCO ca-
pability with respect to cultural statistics and
the conservation of state driven cultural poli-
Cies?” were raised.

In conclusion, Mr. Schuster stated that future
initiatives should go beyond the creation of
information to also include the informed com-
munication and use of information. The no-
tion of putting oneself at the end of the stream
of data collection and seeing it from the per-
spective of a user is paramount to a success-
ful effort.
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Honourable Members of the Symposium Scientific and Organizing Committee,

Ladies and Gentlemen,

It is a real pleasure for me to be here today to address this audience, on behalf of Mr. K. Matsuura,
Director-General. UNESCO, on an event which is regarded by UNESCO as a true landmark on
the path to reflect on and attempt at redefining the concept of cultural statistics in a global
context, its new challenges and implications.

The role that reliable statistics play in government decisions in developed societies is no longer
in doubt. Many developing countries or emerging countries lack such date, and very often no
objective evaluation of data whatsoever are available to set against the impact of emergency
situations, the pressure of political negotiations or the force of widely held convictions or opin-
ions.

One of the most important roles that UIS is therefore called upon to play is to help the govern-
ments of the developing countries or emerging countries to build up their own data-gathering
capacities so as to enable them to frame their policies in full awareness of the facts.

[ will focus my intervention on three domains: first, on the background on which UNESCO can
rely in the culture field, what has been done so far, and for which purpose; second, the impor-
tance of the approach to cultural statistics and its methodology; third and last, | will question
the new advances and challenges in the area of culture that need to bring about a revised way
of informing decision-making processes at the international level, that is, how should we ad-
vance?



*18 ¢ ACTESDU COLLOQUE INTERNATIONAL SUR LES STATISTIQUES CULTURELLES

Part 1: Background

Ladies and Gentlemen,

In 1998, the Stockholm Action Plan on Cultural Policies for Development adopted by the Minis-
ters of Culture of 73 States made an expilicit call for the strengthening of international research
on culture and development, therefore, hinting at the growing importance of devising cultural
indicators to inform policy-making agendas.

On the occasion of the international Conference entitled “Culture Counts”, held in October 1999,
the World Bank, the Government of [taly and UNESCO jointly organized a seminar on cultural
indicators based on the experience that the Organization had gainded in this domain, and the
advances made through the publication of the World Culture Report.

The construction of cultural indicators of development was one of the Report’s research priori-
ties, conceptualized to complement the work being carried out by UNDP in its Human Develop-
ment Report, and the World Bank's Development Indicators. In pursuing this task, UNESCO
collaborated closely with other United Nations Organizations and institutions, among which the
United Nations Research Institute for Social Development (UNRISD).

On the basis of UNESCO's specific mandate in the area of culture and its access to research at
the international level, the objective of pursuing the collection of cultural statistics was to ex-
change experiences and policies in connection with research on culture and development statis-
tics. Drawing on existing practices as well as on the complex and multi-faceted nature of world
cultural processes, the experts called upon by UNESCO made an attempt at identifying specific
implications and concerns in the process of statistical analysis.

A wider policy-oriented aim was to increase awareness among national ministries, not only of
culture, but also of finances, and of the soundness of investing in research on culture and
development as a useful tool for policy decision-making.

Part 2: Methodology

The field of statistics has today moved beyond the technical sphere and is recognized as a key
instrument in many areas of social, cultural, economic and political life. Governments, interna-
tional organizations and NGOs have come to understand the fundamental importance of basing
their analyses, their policy-making processes and the programming and evaluation of their activi-
ties on data that is relevant, reliable and comparable at the national, regional and international
level. A further difficulty arises because of increasing globalization and new forms of cooperation
and partnership. Statistical research must therefore remain at the forefront of methodological
advances. With the recent birth of the UNESCO Institute of Statistics, which will be celebrating on
the 30th of this month its first year of activity since its establishment in Montreal, UNESCO's efforts
in the field of statistics and, notably in the culture domain, will be strengthened and it will be able
to count on developing it work done so far in this area as well as widen its partnerships.

The principal objective of this Symposium is to address the issue of cultural statistics in the era
of globalization. Let me, therefore, stress that it is more timely since the adoption of UNESCO’s
Universal Declaration on Cultural Diversity by its General Conference in November 2001.

The Universal Declaration on Cultural Diversity, which was the result of a unanimous consensus
and which involved practically all of the States of the world in its elaboration — provides us with
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a well-defined and unique standard-setting instrument to address the main challenges of this
millennium. One of the functions recognized by all States, as being incumbent on UNESCO is
indeed that of identifying universal and generally accepted principles in a number of areas. This
Declaration does just that in regard to cultural diversity.

At a time when cultural diversity has become a key issue in so many national and inter-
national fora, the UIS is called upon to be a key player in the area of cultural statistics.
But while in the past it seemed sufficient to gather information on items such as the number of
books or newspapers published annually in any given country, we now have all recognized that
the field is considerably more complex. What exactly are cultural statistics? Do we need just to
gather data on museum activities, performance and movies? And from a production or a con-
sumption perspective? How do we capture cultural diversity through statistical data? Again,
what do we need to know and should we analyse this information? By addressing such issues,
the Institute will be doing pioneering work towards the creation of a new framework that will
help communities, as well as the international community as a whole, to hold better informed
debates on questions that go to the heart of their very existence and identity.

The Declaration on Cultural Diversity enables us in particular to move forward in defining the
principles, norms and practices that make for the protection and promotion of cultural diversity
and to inform data collection and analysis. In this respect let me offer to the UIS the recent study,
done by ALECSO, on cultural data gathered in some 8 or 9 countries of the Arab region. This
item is on the Agenda of the meeting of Ministry of Culture in Amman (Jordan, 23-24 October
2002). Globalization in trade has undeniable consequences for cultural diversity, pluralism and
intercultural dialogue. Cultural diversity also heightens the sense of identity as the source of
creativity and living culture. Globalization can contribute powerfully to bringing people closer
together. But in doing so it must not lead to world-wide cultural uniformity or the hegemony of
one or a few cultures over all the others.

Even though the Organization is regarded as a pioneer in the field of preserving and promoting
the diversity of the tangible cultural heritage through various international conventions and
operational activities, cultural diversity cannot be maintained solely by the preservation of monu-
ments and buildings of the past. It may be interesting to recall the importance of the work done
by UNESCO in the normative field with the various conventions already adopted: 54.70.72-
UNIDROIT-2001 (Underwater Cultural Heritage). It also requires the preservation and promo-
tion of what is called the “intangible cultural heritage”, which is the crucible of creativity and the
driving force behind living cultures. Let me say that this aspect of culture is certainly the
domain in which cultural data is lacking mostly and the major work lies ahead. For
instance, preserving and revitalizing local languages and associated cultural practices help to
enhance cultural diversity. The development of practical means of analyses, identification and
collection of these oral and living cultural treasures, sometimes in imminent danger of being lost
for ever, has to be addressed by statistical instruments, hence contributing to their preservation
and transmission from generation to generation. It is an urgent need to which the Director-
General of UNESCO attaches great importance.

The protection of cultural diversity also calls upon the need to acknowledge and sustain creativ-
ity, which is one of the major building blocks of freedom. Without creativity, cultural diversity
would be like a museum instead of thriving on the nourishment of constantly renewed crea-
tions. Therefore, it is essential that creativity be rightfully reflected in data collection as well.
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Mesdames et Messieurs,

Il est évident, dans le travail du Secteur de la culture de I'UNESCO, que I'analyse de phénomenes
culturels qui apparaissent de plus en plus comme des questions fondamentales du développe-
ment, exige des données et des statistiques aussi précises et aussi fiables que celles que I'on
trouve dans d'autres domaines du développement.

Lors de I'élaboration du premier Rapport mondial sur la culture, il a fallu renoncer a I'idée
d"établir un indice composite unique pour classer les efforts de développement des pays dans le
domaine de la culture. Nous nous sommes rendus compte qu'il était extrémement difficile de
définir exactement ce qu'il fallait mesurer : I'une apres I'autre, des notions telles que celles de
« développement culturel » ou « résultats culturels » ont été écartées.

Comme I'a souligné M. Lourdes Arizpe, ancien membre de la Commission mondiale de la cul-
ture et du développement et sous-directeur général pour la culture, il convient de définir des
indicateurs en tenant compte des progres réalisés ces dernieres années dans la délimitation des
principales orientations qui déterminent les relations entre culture et développement, a savoir : (i)
le critere de conservation : il est urgent de contrecarrer les tendances a la destruction des sites,
monuments ou cultures vivantes qui font partie du patrimoine de telle ou telle société ou de
I'hnumanité tout entiere. Un ensemble « d'indicateurs de conservation culturelle » sont donc né-
cessaires pour surveiller I'état des biens culturels et promouvoir des stratégies financiéres
pour le long terme, et les gouvernements doivent étre invités a fournir les données de base
indispensables a cet effet; (i) le critere de créativité qui puise dans les ressources culturelles et
contribue a améliorer les perspectives économiques des peuples et des communautés et en
assurer le développement durable; enfin, (iii) le critere d'identité : le principal élément de I'identité
étant la capacité qu'ont les gens d'ceuvrer en commun pour leur développement. L'identité
aussi bien du point de vue de la gouvernance, que du point de vue de la vitalité culturelle a
travers les interactions entre groupes.

Dautre part, il est essentiel d’inclure les aspects multiculturels de tous les pays pour faire con-
trepoids a I'inévitable déséquilibre en faveur des pays riches en raison de leurs indicateurs
commerciaux de production et de consommation culturelles. Bien sir, ces indicateurs ont leur
importance, car ils refletent une partie considérable et mesurable de la culture dans le monde.
Mais il faut en élargir le champ afin d'y intégrer des caractéristiques multiculturelles communes
a tous les pays.

Les statistiques culturelles disponibles rendent compte insuffisamment de nombreuses activités
culturelles des pays pauvres ou des catégories pauvres de la population des riches, lorsqu'elles
ne les excluent pas completement. Contrairement aux statistiques des autres domaines sociaux
tels que I'éducation, la population et la santé, les statistiques culturelles rendent insuffisamment
compte des pays pauvres et des couches pauvres de la population. Au contraire, elles sont
ouvertement restrictives, étant principalement axées sur la production et la consommation des
biens culturels qui ont un prix sur le marché.

Cependant, il faut souligner qu'il est extrémement difficile d'identifier des indicateurs culturels
valables, car si la culture est inextricablement liée au développement, elle s'inscrit, aussi, dans le
cadre de la contre la pauvreté et I'exclusion sociale, I'ensemble formant une complexité de
facteurs. Ce qui conduirait a reconnaitre que la définition d'indicateurs culturels ne se réduit pas
au dénombrement des musées d'art; c'est une opération beaucoup plus nuancée et complexe.
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Mais encare, les éléments dont nous avons besoin sont rarement quantifiés et disponibles sous
forme comparable. Dans le meilleur des cas, on trouve guelques indicateurs bruts tels que le
nombre de sites du patrimoine mondial d'un pays.

Partie 3 : Défis

L'UNESCO se doit de définir une stratégie pour encourager la collecte de données sur
des indicateurs culturels valables. L’intérét général que suscitent de plus en plus les
aspects culturels du développement rend le climat propice a une telle démarche. Partout
dans le monde, le souci d’identifier, de conserver et de faire vivre les traditions culturel-
les, crée un besoin de mesure et de documentation. Etant donné qu’aussi bien dans le
secteur de la culture que dans celui du développement, il y en a qui doutent de la néces-
sité d’établir un lien entre ces deux domaines, c’est a nous qu’il appartient de développer
une argumentation et a nous qu'incombe la charge de faire la preuve.

Le futur cadre conceptuel pour les statistiques culturelles devrait considérer la culture comme
un objectif de développement ou la vitalité culturelle et la diversité culturelle en seraient des
éléments constitutifs. La culture dans le processus de développement, la liberté d'expression, la
participation a la création culturelle, I'acces aux activités culturelles et I'identité culturelle sont
des dimensions essentielles. Il conviendrait de s'employer a rechercher des moyens « nova-
teurs » de quantifier d'autres dimensions.

En ce qui concerne la détermination d'indicateurs culturels, le débat actuel sur la définition de la
culture (« la culture est partout », « la culture est spécifique ») ne permet pas d'établir des indi-
cateurs culturels destinés a un large usage. La définition des domaines auxquels les indicateurs
sont destinés devrait étre opérationnelle. Les indicateurs culturels sont inscrits dans des produits
faciles a identifier par tout un chacun : livres, films, cassettes, spectacles en direct, patrimoine,
suivis des indicateurs relatifs a I'usage pratique que I'on fait de la culture (habitudes de consom-
mation par rapport a I'offre et activités d'« amateur ».

Mais aussi, il faut rechercher une plus grande transparence sur les marchés de la culture et dans
les institutions culturelles. L'opacité des marchés de I'art et de la culture est un phénomene
bien connu. Ce qui pose, par exemple, probleme dans le cadre de la lutte que méne
I'UNESCO contre le trafic illicite des biens culturels sur lesquelles nous disposons de
faibles données sous tous points de vue. Les rendements des investissements culturels sont,
comme on sait, éloignés dans le temps, imprévisibles et dispersés. Par conséquent, atteindre
I'objectif de développer un cadre conceptuel international de données statistiques sur la culture
est un facteur essentiel pour lequel le dialogue international est indispensable. Mais pour qu'il
puisse y avoir échange, il faut des statistiques de bonne qualité, des statistiques crédibles, sus-
ceptibles d'étre comparées et confrontées au niveau international. C'est la que I'on peut vrai-
ment apprécier le role fondamental de 'UNESCO, avec le concours de I'ISU, et d'autres
organisations internationales intervenant dans le domaine de la culture.

Mesdames et Messieurs,

Partout dans le monde, I'on prend de plus en plus conscience du role fondamental que la
culture joue dans notre vie et les pays sont de plus en plus nombreux a comprendre que la
culture a un impact sur leur développement, leur identité, leurs valeurs et leur bien-étre. En ce
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sens, la Déclaration de I'UNESCO sur la diversité culturelle insiste sur I'importance de I'interac-
tion entre diversité et développement durable et devrait nourrir les travaux de ce symposium. Le
président de la République francaise, M. Jacques Chirac, rappelait récemment au sommet de
Johannesburg que la « culture est le quatrieme pilier du développement ».

Parallelernent aux efforts faits pour élargir les aspects utiles et mesurables de la culture dans le
monde au cours des années a venir, il est impératif de s'assurer en particulier que les données
puissent fournir effectivement des informations utiles qui vont aider les gouvernements et de
nombreuses organisations culturelles dans le monde a prendre les décisions nécessaires. Il con-
vient donc de définir les statistiques culturelles et les indicateurs dans le cadre des progres faits
ces dernieres années et la tenue de ce symposium montre tres clairement I'intérét et la nécessité
d’'une collaboration internationale dans ce domaine. Opening openning.

Pour contribuer a €largir le champ des aspects mesurables et effectivement décrits de la culture
dans le monde, 'UNESCO devrait continuer — en collaboration avec I'ISU ainsi que les instances
et instituts nationaux et internationaux de statistique — a mettre en ceuvre un programme de
collecte axé sur la production de nouvelles données exactes concernant le lien entre culture et
développement. Le but de I'UNESCO étant de renforcer sa capacité institutionnelle d'assistance
et son excellence scientifique. Ceci permettra de mettre en place un systeme international d'in-
formations statistiques sur la culture, pour comprendre, mesurer et évaluer les résultats de la
politique au niveau national et international en les comparant a ceux obtenus en d'autres en-
droits et dans différentes régions du monde. Ce systeme devrait étre intégré, exhaustif et capa-
ble de relier entre eux les divers secteurs et aspects de la vaste problématique de la culture et de
les raccorder aux aspects du développement économique et social, notamment, dans la défini-
tion d'un cadre international commun qui parte de quelques dimensions et/ou composantes
essentielles de la culture et du développement, sous forme a la fois quantitative et qualitative.

Dans sa récente adresse au sommet de la Francophonie qui s'est achevé hier a Beyrouth, le
directeur général a souligné avec force que « pour nous permettre de réagir avec efficacité aux
défis extraordinaires que représentent la durabilité, les techniques de gouvernance et les moda-
lités du « vivre ensemble » a I'ére de la mondialisation, il nous faut une coopération mondiale
qui consolidera la place de la culture, émanant des legs et des réves de toute I'humanité, a
savair de la somme de ses compétences, de ses connaissances et de sa sagesse ».

Je souhaite le plein succes a vos travaux ambitieux, mais 6 combien essentiels pour I'UNESCO!

Je vous remercie.



Conférenciers principaux

Diana Crane

Keynotes papers

University of Pennsylvania, Philadelphia,
United States

“Cultural globalization from the perspective
of the sociology of culture”

Résumé

Apres avoir passé en revue les démarches qui
ont actuellement cours en sociologie culturelle,
la communication examine la nature de la
mondialisation culturelle et ses effets sur les
cultures nationales et locales. Quatre modeles
sont abordés dans le but de mieux compren-
dre ce gu’est la mondialisation culturelle :
(1) lathese de I'impérialisme culturel, qui con-
coit la mondialisation culturelle comme une
sorte de domination culturelle des pays les plus
faibles par les plus puissants et, dans une ver-
sion plus récente, I'impérialisme des médias
voulant que la mondialisation culturelle pro-
vienne de la domination des conglomérats
médiatiques internationaux sur les canaux
médiatiques globaux; (2) les flux culturels ou
modeles de réseaux envisageant la mondiali-
sation culturelle comme un phénomene tra-
versant les réseaux et ne possédant pas de
périphéries ou de centres bien délimités;
(3) la théorie des récepteurs, qui étudie les
réactions du public de régions et de pays dif-
férents a la mondialisation culturelle, et enfin
(4) un modele de stratégies urbaines et natio-
nales orientées vers la mondialisation cultu-
relle, y compris la conservation des cultures
locales et nationales, la résistance a la culture
mondiale, et la mondialisation des cultures
locales et nationales. Chacun de ces quatre
modeles peut expliquer des aspects particu-
liers de la mondialisation culturelle.

Abstract

After a review of current approaches in the
sociology of culture, this paper examines the
nature of cultural globalization and its effects
on national and local cultures. | discuss four
models for understanding cultural globaliza-
tion: (1) the cultural imperialism thesis which
views cultural globalization as a kind of cul-
tural domination by powerful nations over
weaker nations and, in a more recent version,
the media imperialism thesis which argues that
cultural globalization is the result of domina-
tion over global media channels by interna-
tional media conglomerates; (2) the cultural
flows or network model in which cultural glo-
balization is conceptualized as occurring
through networks that have no clearly defined
centers or peripheries; (3) reception theory
which examines the responses to cultural glo-
balization of publics in different countries and
regions, and (4) a model of national and ur-
ban strategies toward cultural globalization,
including the preservation of national and lo-
cal cultures, resistance to global culture, and
the globalization of national and local cultures.
Each of these four models is useful for ex-
plaining specific aspects of cultural globaliza-
tion.
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In my presentation today, I will begin with the formidable task of attempting to provide an
overview of the sociology of culture and of the types of research sociologists of culture under-
take. This discussion will be followed by an analysis of theoretical models related to the globali-
zation of culture.

The sociology of culture is difficult to characterize because its subject matter is exceedingly
diverse. It is an approach which is applied to a wide range of topics. Culture is defined very
broadly to include, on the one hand, cultures that emerge through social interaction at both
micro and macro levels and cultures that are deliberately created for ideological reasons, aes-
thetic interests, or commercial purposes. For example, small groups of people interacting in
specific settings develop forms of culture which draw upon but are not determined by cultural
institutions at the macro level. The latter consist of clusters of organizations that share cultural
discourses, texts, values, and behaviors, such as the arts, science, and religion. Culture is no
longer conceptualized only as sets of values, beliefs, and norms that are widely shared and that
influence the public in an undifferentiated manner. Instead, sociologists of culture view culture
at the micro level as a "tool kit" that people draw upon in different ways, depending on their
social background and inclinations (Swidler 1986). At the macro level, culture is seen as the
driving force underlying social structures, influencing the character of social institutions and
structuring opportunities for social and civic life. In other words, culture is not only conceptual-
ized as taking different forms depending on the nature of the social structure; culture and social
structure are seen as being closely interrelated so that culture is as powerful as social structure.

One factor that distinguishes between orientations toward the sociology of culture is the level of
specificity in their analyses. Many works in the sociology of culture could be said to have been
“painted with a broad brush.” Theoretical and empirical studies of this type are generally con-
cerned with the macro level and attempt to interpret or explain characteristics of cultural insti-
tutions, such as religion, politics, law, the arts, and the media. For example, religion at the
macro level has been conceptualized as a cultural system (Geertz 1973; Williams 2003) that
“provides humans with a coherent world view that has sacred legitimacy.” Geertz argued that
humans are “suspended in webs of significance” that consist of networks of cultural objects and
cultural systems that provide structures of meaning that can be interpreted through studies at
the micro level.

Alternatively, other researchers in the sociology of culture “paint with a very fine brush”. These
studies are generally situated at the micro level and provide a meticulously detailed analysis of
specific forms of culture and the ways in which people create, use, and respond to these forms
of culture in different types of social settings. A study of the role of music in people’s daily lives
examined its role in the constitution of the self and self-identity. Here music was seen as a means
for regulating the emotions and for discovering and maintaining personal identity (De Nora
1999).

What underlies both ends of this spectrum is an emphasis on the construction of theoretical
models, broadly defined, that attempt to interpret or explain the interaction between culture
and social structure, the characteristics and impacts of forms of culture that emerge in cultural
organizations, the nature of spontaneous cultures that emerge in specific social contexts, and
the ways in which different forms of culture engender different types of practices or activities
that contribute to the construction of personal identity. The development of these models is
influenced by studies not only from the sociology of culture, but also from cultural studies,
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communication, literary theory, economics, history, and anthropology. Three distinct approaches
can be identified: (1) an European tradition based on structuralist and poststructuralist theory
which views culture as texts or discourses to be decoded; (2) a British tradition of cultural
studies oriented toward identifying the role of culture in maintaining or contesting social in-
equalities based on race, class, and gender; and (3) an American tradition that emphasizes
empirical studies of the role of culture in institutions, organizations, and social settings (Smith
1998).

The ways in which theoretical models are used in the literature on the sociology of culture vary
within and across these traditions (Dowd 2002). Some authors are primarily concerned with
the development of theoretical models per se. Other scholars attempt to delineate causal proc-
esses rigorously in order to test competing theories and to provide results that can be general-
ized to comparable situations. Still others prefer to produce interpretive studies that provide
insights into how culture operates in specific situations but which are difficult to generalize to
other settings.

In this presentation, | will illustrate the use of theoretical models in the sociology of culture using
the phenomenon of cultural globalization. As opposed to economic, political, or technological
globalization, cultural globalization refers to the transmission or diffusion across national bor-
ders of knowledge, ideology, arts, media, and styles of life. Here | will restrict my attention to
various forms of media and the arts. | have identified four models that have been influential in
the literature on these forms of culture: cultural imperialism (now generally discussed in terms
of media imperialism), global networks, reception theory, and national cultural policy strategies
(see Figure 1). The phenomenon of cultural globalization is sufficiently complex that no single
theory can be expected to explain it adequately. Each of the four models focuses upon a differ-
ent set of variables associated with cultural globalization and develops hypotheses about the
processes through which these variables affect cultural globalization and the types of conse-
quences that result.

It is important to realize that cultural globalization is no longer conceptualized as leading to a
homogenized global culture corresponding to a McLuhnian global village. Instead, cultural glo-
balization is recognized to be a complex and diverse phenomenon consisting of global cultures
in the plural, originating from many different nations and regions.

Theoretical models of cultural globalization

The best known model of cultural globalization is cultural imperialism theory. This model fo-
cuses upon the roles of governments and of multinational and transnational corporations in the
dissemination of different forms of global culture. It hypothesizes that global culture is dissemi-
nated from rich and powerful countries that are located at the center of the world cultural
system to poorer and less developed countries on the periphery of the system.

Cultural imperialism theory emerged in the 1960s as part of a Marxist critique of advanced
capitalist cultures, including their emphasis on consumerism and mass communications. The
role of core countries as opposed to peripheral countries is derived from ideas from world-
systems theory, which argues that the global economic system is dominated by a core of ad-
vanced countries while Third World countries remain at the periphery of the system with little
control over their economic and political development (Tomlinson 1991: 37). Multinational or
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transnational corporations are key actors in this system, producing goods, controlling markets,
and disseminating products, using similar techniques. The theory presupposes a relatively ho-
mogenous ‘mass’ culture which is accepted passively and uncritically by ‘mass’ audiences.

The strong version of cultural imperialism theory refers to the imposition upon other countries
of a particular nation’s beliefs, values, knowledge, behavioral norms, and style of life (Salwen
1991). Cultural imperialism is defined as a kind of cultural domination by powerful nations over
weaker nations. Itis viewed as purposeful and intentional because it corresponds to the political
interests of the United States and other powerful capitalist societies. The effects of this type of
cultural domination, reflecting the attitudes and values of Western, particularly American, capi-
talist societies, are viewed as extremely pervasive and as leading to the homogenization of
global culture, as suggested by the following comment by an Australian scholar (White 1983:
120-121): "the Americanization process becomes far more formidable when the fundamental
concepts of a society’s national identity are remodeled in the American image.”

The concept of cultural imperialism is inherently vague and implies a negative evaluation of the
behavior and intentions of advanced countries, particularly the United States, toward other
advanced countries and toward poorer countries. Critics have argued that the term, ‘imperial-
ism’, which can be seen as the imposition of power from rich to poor, from powerful to weak,
implies a degree of political control by powerful countries that no longer exists. According to
Tomlinson (1991: 175): "the idea of imperialism contains... the notion of a purposeful project:
the intended spread of a social system from one center of power across the globe.” He con-
trasts imperialism with the concept of ‘globalization” which suggests “interconnection and inter-
dependency of all global areas happening in a far less purposeful way.”

In spite of its weaknesses, cultural imperialism, re-conceptualized as media imperialism, re-
mains a useful perspective because it can be used to analyze the extent to which some national
actors have more impact on global culture than others, and therefore are shaping and reshap-
ing cultural values, identities, and perceptions. Since the scope and influence of global cultures
are rapidly expanding, these are important issues.

In contrast to cultural imperialism theory in which the source of cultural influence is Western
civilization while non-Western and less developed countries are viewed as being on the periph-
ery —as the receivers of cultural influences — the cultural flows or network model offers an
alternative conception of the transmission process, as a set of influences that are not necessarily
originating in the same place or flowing in the same direction. Receivers may also be origina-
tors. In this model, cultural globalization corresponds to a network with no clearly defined
center or periphery (see, for example, Appadurai 1990). Globalization as an aggregation of
cultural flows or networks is a less coherent and unitary process than cultural imperialism and
one in which cultural influences move in many different directions. The effect of these cultural
flows, which Appadurai identifies as consisting of media, technology, ideologies, and ethnicities
on recipient nations is likely to be cultural hybridization rather than homogenization.

Athird model, reception theory, has been used to explain responses to cultural globalization by
publics in different countries. This theory hypothesizes that audiences respond actively rather
than passively to mass-mediated culture and that different national, ethnic, and racial groups
interpret the same materials differently. This model does not view globally disseminated culture
as a threat to national or local identities. Multiculturalism rather than cultural imperialism is
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perceived as the dominant trend. Critics of reception theory argue that audience response has
little impact on global media conglomerates or cultural policy. Media conglomerates treat audi-
ences as undifferentiated consumers of their products rather than as citizens with distinct rights
and preferences.

A fourth approach which [ am proposing focuses on the strategies used by nations, global cities,
and cultural organizations to cope with, counter, or facilitate cultural globalization. Specifically,
nations, global cities, and cultural organizations engage in strategies for preserving and pro-
tecting cultures inherited from the past, strategies for rejuvenating traditional cultures, strate-
gies for resisting cultural globalization, and strategies for altering or transforming local and
national cultures for global consumption. From this perspective, cultural globalization is a proc-
ess that involves competition and negotiation as organizations and countries attempt to pre-
serve, position, or project their cultures in global space. Countries vary in their emphasis upon
preservation as compared to production of culture for exportation. In this approach, cultural
globalization is seen as a disorderly process, fraught with tension, competition, and conflict.

Each of the four models focuses upon a different set of variables associated with cultural glo-
balization and develops hypotheses about the processes through which these variables affect
cultural globalization and the types of consequences that result.

From cultural imperialism to global capitalism and media imperialism

Major forces leading to cultural globalization are economic and organizational factors. Cultural
globalization requires an organizational infrastructure. One form of globalization occurs as a
result of the activities of media and entertainment organizations based in advanced countries
which produce film, television, and popular music and distribute them to countries all over the
world. Dominance of a particular country in the global media marketplace is more a function of
economic than cultural factors. American firms particularly have benefited from the size of their
national market and the availability of funds for investment.

A small number of media conglomerates, based in a few Western countries, dominate the
production and global distribution of film, television, popular music, and book publishing.
McChesney (1999) has documented the existence of a global media market, that has devel-
oped as a result of new technologies and the deregulation of national media industries. This
market is oligopolistic. Because of high production and distribution costs, the level of invest-
ment required to enter this market is very high. These vertically integrated firms make huge
profits by selling the same product in different media. A film may be shown in movie theaters
and on pay cable television and sold in the form of a CD-rom, a book, or as comics. A spin-off
may be used for a television series. Merchandise based on the film generates additional profits.
According to McChesney, firms without access to this type of “synergy” are incapable of com-
peting in the global marketplace.

In spite of the fact that some of the global media conglomerates are European, American media
products continue to dominate in global markets. Because of the huge audience for films in the
United States, American firms producing and distributing films earn enormous profits in their own
country. As a result, American producers can afford to make more expensive films than their
competitors in other countries and this, in turn, increases profits. The more expensive a film is to
produce, the more money it is likely to make. "Blockbusters™ attract the largest international
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audiences (Phillips 1982). These expensive films represent a type of homogenous, uniform cul-
ture permeated by Western capitalistic values. They are full of elaborate technical effects and
concentrate on stunts, action, and violence rather than character and emotion. Action films are
more easily understood in diverse, non-English speaking cultures than other types of films. Given
the enormous cultural diversity among the potential audiences for globally marketed films, film-
makers attempt to find common denominators that are universal in a weak sense and will attract
audiences in different countries.

The United States also predominates in the production and sale of television programs (Barker
1997 50) for reasons that have more to do with economic factors than with cultural attitudes
and values. Hoskins and Mirus (1990) argue that the success of American television programs
in the international market is largely a result of the conditions under which they are produced.
Again, the size and wealth of the country means that successful programs are extremely lucra-
tive. Consequently, the high costs of television production (over $1 million per episode) can be
recouped locally. Programs can be sold for export at substantially lower prices that indigenous
producers are often unable to match. Many other countries are unable to invest at the American
level in television programming because they cannot meet the costs of production through
distribution in their own countries and they cannot afford costs of distributing and marketing
programs in other countries. The cost of an imported television drama can be less than one-
tenth of the cost of creating an original production (Curran 1998). Nevertheless, Mexico's Televisa
is the largest single exporter of television programming in the world (Hallin 1998).

Changes in the availability of technology in developing countries have led to an increase in
transnational dissemination of television programs and in expansion of world demand for pro-
gramming (Straubhaar 1991: 47). International satellite delivery systems have been very im-
portant in disseminating television programs from advanced countries to less advanced coun-
tries (Sinclair 1996: 52-53). In Latin America, increases in the availability of VCRs, cable TV,
and direct satellite reception have expanded audiences for U.S. and European television. In
countries where the availability of media has formerly been severely limited or restricted, the
arrival of foreign programming may greatly increase the range of cultural choices.

Global musical culture disseminated by media conglomerates generally concentrates upon art-
ists from English speaking countries and excludes artists from other countries, particularly those
who do not speak English (Negus 1996: 184-185). The international repertoires of major
record companies have increasingly focused on a small number of international stars and ex-
cluded local artists. The American cable company, MTV. which specializes in music videos and
which has aggressively marketed its products in Europe, Asia, and Latin America, includes
primarily artists from the United States and the United Kingdom, particularly those being dis-
tributed by major music conglomerates, and pays little attention to artists from other countries
(Banks 1996).

As these developments indicate, cultural imperialism with political motives has been replaced by
media imperialism based on global capitalism, although some media industries fit this model
more than others (see below). A small number of media conglomerates based in a few coun-
tries (the United States, Germany, France, and Great Britain) have continually extended their
control over the television, film, music, and publishing industries and hence the global reach of
their products. Kellner (1999: 246) identifies a new postindustrial form of “techno-
capitalism... characterized by a decline in the power of the state and increased power of the
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market.” He states that mergers of major entertainment and information conglomerates have
produced “the most extensive concentration and conglomeration of information and entertain-
ment industries in history” (Kellner 1999: 243). However, this model does not explain all the
dimensions of cultural globalization.

Cultural globalization as network flows

Two contradictory trends are operating in the phenomenon of cultural globalization. On the one
hand, international media conglomerates are extending their influence and control over certain
types of global culture. On the other hand, the increasing importance of regions as producers of
and markets for their own media provides support for a network model of cultural globaliza-
tion. Regions exhibit sub-networks of denser connections within the global network but are also
linked less strongly to other areas. Nederveen Pieterse (1995: 50) states: “What globalization
means in structural terms is the increase in available modes of organization: transnational,
international, macro-regional, national, micro-regional, municipal, local.”

The numbers of producers of media content and of countries producing such content are steadily
increasing, contributing to the diversification of global culture. The impact of Western global
cultures is being offset by the development of regional cultures within global cultures. Some
scholars claim that world television is not so much global as regional (Sinclair et al. 1996),
consisting of several distinct regions in which television programming circulates. Regional cul-
tures represent shared communities of language and culture. Each major region, Asia, Middle
East, and Latin America, is dominated by one or two countries that are centers of audiovisual
production, such as, Mexico and Brazil in Latin America, Hong Kong and Taiwan in Chinese
Asia, and India in Indian Asia and Indian Africa. A Francophone market links France to its
former colonies and an Arab market links the Arab-speaking countries. The decreasing cost
and increased flexibility of television production technology have led to an expansion of televi-
sion production in these countries. A few developing countries (e.g. Brazil, Egypt, India, and
Mexico) have become exporters of film and television programming (Sreberny-Mohammadi
1991: 121; Straubhaar 1997).

Each region has its own dynamic. Mexican television has benefited from the existence of a large
Spanish speaking population in the United States, as a lucrative market for its programming.
The most successful television genre in Latin America is the telenovela, which is produced in
several countries, including Brazil, Colombia, Mexico, and Venezuela, and which attracts more
viewers in the region than American soap operas. The major Brazilian television network ex-
ports telenovelas to over 100 countries.

Each region consists of audiences within the region and audiences outside the region, often
consisting of migrants from the region who are living in other regions but continue to be an
audience for culture disseminated from the region. The largest regional companies transmit
their products both within and outside their own region. For example, Zee TV in India claims to
be "the world's largest Asian television network, covering Asia, Europe, the United States, and
Africa, catering to the 24 million-strong Indian diaspora who live outside the region but retain
their linguistic and cultural links with the subcontinent™ (Thussu 1998: 279).

Consequently, Straubhaar (1991: 55) argues that television industries in developing countries
are moving away from simple dependency on the American industry and toward “a greater but
still asymmetrical interdependency”. Regional markets are developing as well as increasing
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interdependence of the world television market, as seen by the fact that Latin American coun-
tries import television series from Asia as well as the United States. Television in European
countries is becoming increasingly regional as well (McAnany and Wilkinson 1992: 732).
Straubhaar (1991: 56) states: "Although the United States still dominates world media sales
and flows, national and regional cultural industries are consolidating a relatively more interde-
pendent position in the world television market”.

The popular music industry also fits the network model of cultural globalization in some re-
spects. The extent of American domination of the music industry has changed in terms of
ownership in the past decade. The relatively low cost of making recordings (compared to televi-
sion drama and film) and the ways in which new music is created (which frequently occurs
outside the huge corporations that market it), make it possible for new music to develop in
many different countries and at times to compete with the American product. Today only one of
the top five record companies in the global market is owned by an American conglomerate.
Laing (1997) identified three principal regional or linguistic-based production centers for popular
music that are beginning to compete with Anglo-American music: Mandarin and Cantonese
Chinese in Asia, Spanish-speaking regions in the Americas and Europe, and Continental Eu-
rope.

The extent to which cultural products emanating from a specific country or region dominate
international markets varies by media industry and even by the nature of the product within a
particular cultural industry. Some forms of media, such as Hollywood blockbuster films, are so
widely disseminated that they appear to constitute a homogenous global culture. At the same
time the availability of diverse cultural forms and styles is steadily increasing. To summarize, the
network model views globalization as “a process that is increasing international dialogue, em-
powering minorities, and building progressive solidarity (Curran and Park, 2000: 10)." Further
research is required to determine the relative importance that should be attributed to this model
in comparison with the previous model.

Cultural globalization and reception theory

While the previous models focus on the creators and organizations that are disseminating glo-
bal cultures, reception theory concentrates on the responses of audiences and publics. On the
one hand, reception theory is concerned with the responses of audiences and publics to specific
cultural products. On the other hand, it has implications for the long-term effects of cultural
products on national and cultural identity. Theories of globalization have stressed two major
consequences of globalization, homogenization of cultures and hybridization of cultures
(Nederveen Pieterse 1995; Robertson 1995). The first concept suggests that all national cul-
tures will absorb a homogenous global culture and will become increasingly similar while the
second concept suggests that national cultures will assimilate aspects of many other cultures
and become more diverse. Global cultures may render traditional identities less salient or pro-
duce hybridized identities as local cultures absorb and respond to these influences.

In contrast to theories of the mass audience and of ideological indoctrination by the media,
reception theory provides an approach which views the audience as being capable of interpret-
ing media texts in different ways. Members of the audience may or may not interpret texts in
terms of dominant ideologies as the producers of the texts intended (Hall 1981). Variations in
the ways in which texts are interpreted depend upon the context in which reception takes place
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and the social characteristics of the receiver (class, gender, race, and age). For example, studies
have found that gender roles affect responses to Western television programs (Salwen 1991).
One of the most elaborate studies of cross-cultural differences in responses to television pro-
gramming is Liebes and Katz (1990) analysis of the American television program, Dallas. They
found that different aspects of the program were salient to different ethnic groups in Israel and
in the United States.

A number of factors offset the dominant role of Western and specifically American products in
global culture, such as the attitude of consumers toward globally disseminated television pro-
gramming. Audiences generally prefer local programming, because they find it easier to iden-
tify with the style, values, attitudes, and behaviors expressed in local programs than in foreign
programs (Biltereyst 1991, 1995; Chadha and Kavoori 2000). This is known as the “cultural
discount”. Consequently, national programming tends to be shown during prime-time hours
and American imports in off-hours (Straubhaar 1991: 50).

One of the most difficult questions to study is how foreign programming affects national and
cultural identity. Recent theories (Hall 1992) have stressed the problematic aspects of the con-
cepts of national and cultural identity. The idea of homogenous national cultures that confer
specific identities and values on all its citizens, to the exclusion of others, is no longer tenable;
nations are becoming increasingly multicultural. One author states: “real concerns arise as to
whether "national” media cultures adequately represent ethnic, religious, political and other
kinds of diversity (Sreberny-Mohammadi 1991: 129)".

Consequently, national identities are not necessarily unitary but may be perceived in different
ways depending upon race and ethnicity. Cultural identities often transcend national bounda-
ries. Transnational programming performs an important role in creating a sense of cultural
identity that crosscuts nationality. For example, regional programming in the form of telenovelas
has redefined national identity for viewers in some Latin American countries and created a new
sense of cultural identification with other Spanish-speaking countries for Hispanic viewers in
the United States (Lopez 1995). Ong explains the significance of regional programming in Asia
as follows:

“Ethnic Chinese, like other people, are inhabitants of a diversity of communities, and
defined by a plurality of discourses that situate them in different subject positions... As
Chinese cultural identity becomes destabilized, fragmented, and blurred outside of
nationalist definitions, the mass media has become an extremely important realm for
reworking subjectivity”.

(Ong 1997: 196).

A Japanese scholar (lwabuchi, 2002) discusses the emergence of a new sense of regional
identity among affluent young Asian consumers. They look for media products that represent
“a common experience of modernity in the region that is based on an ongoing negotiation
between the West and the non-West — experiences which American popular culture cannot
represent”.

To summarize, audience responses to global programming are highly differentiated, depending
in part on levels of exposure to national, regional and global fare and in part on the social
characteristics of specific publics. Availability of cultural fare, even if it is widely watched, does
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not necessarily imply that its values and ideological content are accepted uncritically. On the
other hand, provided that cultural imports are widely consumed, audience resistance has little
significance for media conglomerates in charge of programming.

National, organizational and urban strategies toward cultural
globalization

Cultural policy can be viewed as the stage where power struggles are waged on the national
and international levels to set global policies and priorities for cultural globalization and to resist
threats to the dissemination of national or regional media. Cultural policy is a political instru-
ment that countries use in an attempt to control the types of channels and types of content that
enter and leave their territory. A country’s success in responding to the pressures of cultural
globalization has major consequences for the future of the country’s culture.

The outcomes of these power struggles have implications for the preservation of cultural herit-
age and cultural memory, the survival of public as opposed to private broadcasting, for the
roles of members of global publics as consumers or as citizens, and for the existence of
transnational public spheres as compared to free trade zones for media products.

The capacity of national governments to control the dissemination of culture within their bor-
ders has been greatly diminished by recent technological developments, such as satellite broad-
casting, and international trade policies favoring deregulation and privatization that have in-
creased market penetration by foreign firms (Richards and French 1996: 41). According to
Street (1997: 78), "As more television is transmitted by satellite, the less significance attaches to
national borders and the presumption of national control”.

Nevertheless, there are strategies that are available to national governments, urban govern-
ments, and cultural organizations for preserving, protecting and enhancing their cultural re-
sources. On the international level, three goals of cultural policy can be identified: (1) Protecting
the country’s culture from domination by the cultural achievements of other countries and from
encroachments by the media industries of other countries; (2) Creating and maintaining inter-
national images of the country or of a region or city within the country; and (3) Developing and
protecting international markets and venues for the country’s international “exports”. To what
extent does the country project consistent or inconsistent cultural images? What aspects of the
culture are chosen, either deliberately or by market forces, to represent the country’s culture on
the international scene? Cultural policy is not exclusively the domain of national governments.
Regional and local governments pursue such policies in an attempt to obtain economic benefits
and to provide satisfying environments for residents. The so-called global city performs a major
role in increasing awareness of a country’s culture in other countries (Zukin 1995; Trasforini,
2002; Kwok and Low, 2002). Cultural images of certain cities are widely disseminated in global
culture, drawing both producers and consumers of culture to those cities which in turn leads to
the reinforcement of local cultural policies.

In a sense, cultural policy provides a frame for a country’s culture, indicating how the country’s
leaders perceive the culture and the value they place on different aspects of it. In the United States,
a cultural policy that provides minimal resources for high culture signifies the ambivalence of
lawmakers toward this type of culture, their anxiety about being viewed as supporting elitist
institutions, and their distrust of culture creators who might challenge traditional views of what the
country stands for. At the same time, lawmakers provide financial incentives for investing in high
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culture to the rich and the powerful. The government’s protection of media conglomerates reflects
the importance of media culture in the country’s economy and as a major component of its
exports to other countries.

Strategies which countries, cultural organizations, and global cities use to preserve, protect and
enhance their cultural resources include the following:

Preserving and protecting national and local cultures

In countries that are increasingly being exposed to global culture, traditional and classical cul-
tures may be the object of concerted efforts for preservation and protection. In some countries,
such as Japan, preservation and protection have been the major focus of their cultural policies
and have constituted their major responses to cultural globalization (Tomooka, Kanno, and
Kobayashi, 2002). Southeast-Asian countries view the arts as an expression of their social and
national identities (Lindsay, 2002). Government support is a form of patronage in which, for
example, performing artists are commissioned to perform because of their contribution to the
maintenance of national identity and a strong commitment to protecting indigenous cultural
heritage. Their governments exert considerable control over artistic content and performance.

The role of culture in urban regeneration has been widely discussed (Bianchini and Parkinson
1993). Regeneration of cultural resources involves the increasingly important role of certain
Cities as global cultural actors. For example, in response to economic, political, and cultural
pressures engendered by various forms of globalization, certain forms of culture, both local
and global, have been used to rejuvenate urban neighborhoods and local cultures. Lorente
(2002) explains how depressed neighborhoods in cities that have suffered economically from
economic globalization have been revived and transformed through strategic construction of
museums in their midst.

Resisting global culture

Understanding national strategies toward cultural globalization requires an understanding of
various aspects of resistance to global cultures. Using taxes, tariffs, and subsidies, many gov-
ernments attempt to control channels for the dissemination of imported culture in order to
preserve national cultural sovereignty and national cultural diversity. Both advanced and devel-
oping countries have resorted to strategies for resisting global media cultures. Television and
film have been subject to import quotas.’ Popular music is another area where some countries
have resorted to protectionism and various forms of state assistance to musicians and music
industries.?

1. Brazil, India, and Iran have placed limits on the amount of imported programming (Sreberny-Mohammadi 1991: 127; Chadha and
Kavoori, 2000). France subsidizes its film industry and has a system of quotas for non-French films and television programs. Fifty
percent of the content of cable channels must be European (Hedges 1995: 153). Other European countries have similar policies
(Curran 1998). Australia has also had media content requirements and has subsidized its film industry (White 1983: 120). The
European Commission recently took steps that will curb American film companies’ control over distribution of films in Europe on the
grounds that their system discriminates against European films (Andrews 1998). A few countries have taken even more stringent
measures. Some developing countries where Islamic fundamentalists are in control have totally banned global media culture.

2. In 1986, the French government issued a requirement that public radio stations must devote more than half their musical programs
to French popular music (Crane 1992: 154). The goal of the policy was to prevent French radio stations from becoming waste bins
for American popular music that had failed in the United States. Grants were provided to jazz and rock musicians. The Canadian
government has also developed policies for nurturing Canadian musicians and for curbing American country music channel with a
Canadian equivalent (Banks 1996: 111). National television channels in developing countries such as Nigeria and Jamaica also have
policies of supporting indigenous music (Banks 1996: 112). Governments of several countries, including France, Denmark, Swe-
den, The Netherlands, New Zealand, Australia, and Canada. have implemented policies for assisting musicians and bands in produc-
ing. distributing. and performing both nationally and internationally (Negus 1996: 185) in order to resist the emphasis placed on
Anglo-American repertoires by the international music industry.
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These forms of resistance lead to political conflicts with countries that are major exporters of
commercial culture as well as with multinational organizations that are concerned with profit
rather than the public interest (Beale, 2002). The American government has strenuously op-
posed regulations designed to limit access of American cultural products to foreign markets. It
is unwilling to concede that other nations might be justified in attempting to protect their cul-
tural identities and generally views such measures as nothing more than protectionism (Sinclair
1996: 51). Negotiations concerning international trade agreemenits often pit these two orientations
toward policy against one another (French and Richards 1996; McAnany and Wilkinson 1996).

Globalizing national or local cultures

Understanding the process of cultural globalization requires an understanding of how national
and local cultures are transformed in order to make them more attractive and meaningful to
foreign visitors or foreign consumers. This type of activity takes several forms. The first three
strategies transform cultural sites within a particular country in order to project new images of
the country’s culture to the outside world. The fourth and fifth types of strategies involve creat-
ing or recreating national cultural items for global export.

The first three strategies of national or local transformation are processes of reframing. For
example, retooling is a type of activity is seen in urban neighborhoods and historical sites that
have been “retooled” so as to provide more activities for tourists and more commercial outlets
to serve them (Zukin 1995). Traditional arts and performances may be “reframed” to make
them more interesting and understandable for tourists. Kwok and Low (2002) show how turn-
ing Singapore into a “global city for the arts™ affected the preservation of cultural memory
through historic sites and the identity of the city-state itself. In Singapore, historic sites and
traditional neighborhoods have been simulated and replicated rather than conserved, replacing
chaotic, disorderly areas with sanitized substitutes.

Another form that reframing takes is disneyfication, influenced by the Disney theme parks and
Walt Disney’s vision of a utopian city. For example, a city’s historic sites will be categorized and
publicized in terms of specific themes that lead the citizen or tourist to view them from a par-
ticular perspective. Kwok and Low examine the consequences of disneyfication for the types of
cultural images that Singapore projects.

An alternative and less frequently used strategy for reframing local culture is postmodern
upscaling. This strategy focuses on the arts and attempts to use them to attract elite interna-
tional audiences to major events featuring artistic celebrities. Trasforini (2002) discusses the
advantages and disadvantages of this strategy for an urban economy and for traditional arts
groups that may be excluded from this process.

Two other strategies are used in preparing cultural products for global markets. Negotiated
modification is an important phenomenon which is almost invisible outside the entertainment
industry. Carefully selected national cultural products, such as television series, are globalized
by editing or revising them to suit the tastes of consumers in other countries whose tastes do not
conform to those of consumers in the country of origin (Bielby and Harrington, 2002). Details
of these negotiated modifications are worked out at annual sales meetings where media com-
panies present their wares for purchase on the international market. Co-productions in which
companies from different countries jointly produce television series and films are an important
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site in which cultural products are adapted or modified to suit the needs of consumers in differ-
ent countries (Hubka, 2002). Considerable importance is placed on audio-visual exports by
many countries, both developed and less developed. They are fostered both as a form of cul-
tural diplomacy, and for intrinsic economic reasons (Cunningham, Jacka, and Sinclair 1998:
188).

Another approach to preparing cultural items for export is referred to as global localization or
glocalization. Robertson (1995: 28) discusses the ways in which global genres are adapted for
local audiences so that the global blends with the local. This process does not lead to global
homogenization but to a situation where cultural forms, such as soap operas, that originated in
the West and that diffuse globally are adapted to local conditions and primarily carry messages
about local cultures (Straubhaar 1997: 288). Audiences often prefer local imitations of Ameri-
can popular culture rather than American popular culture itself.

[n some cases, this process results in completely eliminating traces of the country of origin of the
product, by attempting to frame the items as having originated in the countries to which they
are being marketed (lwabuchi, 2002; Robertson 1995). In this situation, cultural forms being
marketed outside the country assimilate aspects of the local cultures in the receiving country in
a process that challenges the much-discussed binary opposition between global and local. The
Japanese, with their long experience of assimilating foreign influences, are particularly adept in
this area. They create culturally neutral products for sale in other parts of Asia that include
animated films in which physical, racial, and ethnic differences have been erased or softened.
They also export popular music which listeners in other Asian countries think is a local product
but which actually consists of cover versions of Japanese songs. What the Japanese attempt to
create in these products is not an authentic traditional Asian identity but a kind of combination
of Asian and Western culture. This strategy results in hybrid products that are a combination of
the foreign and the indigenous. Japanese “glocalized” popular culture has been very successful
in Asia.

As this discussion suggests, national governments, cultural organizations, and global cities have
responded to the phenomenon of cultural globalization in various ways. Cultural globalization
can be seen as a major threat to national identities or at the very least as contributing to a
decline in people’s identification with nation states. While national governments and cultural
organizations are losing their power to completely control the dissemination of global cultures
within their borders, they can and do resort to a number of strategies for preserving or reframing
their cultures or for positioning their cultures in the global marketplace.

Conclusion

What can one conclude about the relevance of these four models for understanding the nature
and effects of globally disseminated cultures? First, the cultural imperialism model has been re-
conceptualized as the media imperialism model in which the motivation for dissemination is
economic rather than political. As such, it is evident that global media culture is dominated by
and in the future will increasingly be dominated by media conglomerates with huge holdings in
all forms of popular culture. While in the past, ownership of these conglomerates was largely
American, recently some of these organizations have been bought by companies based in other
major industrial countries. However, the content of the global culture transmitted by these
organizations, whether American or non-American, remains heavily influenced by American
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media industries (music, film, television). A more accurate term for this type of culture might be
transnational culture rather than global culture since many less developed countries are not
perceived as attractive markets.

The second model, the cultural flows or network model is useful for understanding the roles of
regional cultures. They tend to be more multicultural and diverse than global cultures and, in
some areas of the globe, tend to perform more important roles. They generally have more links
to Third World national cultures. They are, however, heavily influenced by international media
conglomerates that often invest in specific regions and perform important roles in creating
regional cultures. The combination of transnational culture and regional culture is closer to the
network model, as regions begin to send cultural products to other regions. In the future, the
network model should be increasingly relevant to the study of cultural globalization as more
regions and more countries produce more culture and send it to other countries. A truly global
media culture that mingles cultural traditions and social values from many different countries
has yet to emerge.

The third model, reception theory, examines the nature of the public’'s responses to global
culture in different countries and in different settings within different countries. Broadly de-
fined, these types of studies have implications for understanding the construction of national
identities and the extent to which national cultures absorb a homogenous global culture or,
alternatively, assimilate diverse influences from many other cultures.

Finally, the fourth model shows that the various strategies that are open to national govern-
ments, global cities, and cultural organizations for coping with and responding to influences
from global and regional cultures need to be better understood. Although national govern-
ments are sometimes presented as being relatively powerless in the face of these influences, the
relative weight and influence of global cultures in comparison with regional, local and national
cultures is an issue that requires more empirical research. In some cases, the cultures of global
Cities are as visible to global publics as those of nations and perform important roles in dissemi-
nating national culture.

To conclude, each of these four models is useful for explaining specific aspects of the phenom-
enon of cultural globalization. Since cultural globalization is not static but an ongoing process
whose dimensions are continually evolving and changing and whose consequences are difficult
to predict, we can expect that these models will continue to evolve and hopefully that new
models will emerge.
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Figure 1
Models of cultural globalization
Model Process of culture Principal actors, Possible
transmission sites consequences
Cultural Imperialism Center-periphery Global media Homogeniz. of culture
Media Imperialism conglomerates
Cultural Two-ways flows Regional and national Hyridization of culture
Flows/Networks conglomerates and
corporations
Reception Theory Center-periphery:; Audiences, publics, Negociation,
Multi-directional cultural reistance
entrepreneurs,
gatekeepers
Culture Policy Framing of national Global cities, Competition,
Stratefies cultures museums, heritage sites,  negotiation
e.qg. preservation, cultural memory, media,
resistance, reframing, ministries of culture
globalization, etc and trade
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Résumé

La communication fait état, du point de vue
des politiques publiques, de la maniére dont
les données sur la culture sont converties en
statistiques puis en éléments de signification.
L'accent est mis sur la facon dont I'informa-
tion doit étre utilisée dans les décisions con-
cernant les politiques culturelles.

Un exposé portant sur les tableaux de classe-
ment est d'abord présenté sous forme de
métaphore pour la collecte, le calcul et la dif-
fusion de statistiques transnationales sur la
culture. Ensuite, il est question de la maniere
dont la double interrogation des définitions et
des restrictions modele le travail de cueillette
et de présentation des données. Finalement,
les éléments génériques de la recherche et de
I'infrastructure de I'information en usage dans
le monde entier font I'objet d'une présenta-
tion.

En conclusion, nous relevons quelques-uns
des principaux résultats découlant d'un récent
projet de recherche, Informing Cultural Policy:
The Research and Information Infrastructure,
qui renferme une étude sur la maniere dont la
recherche est structurée en matiere de politi-
ques culturelles dans certains pays d'Europe
et d’Amérique du Nord.

Les répercussions possibles sur le travail de
I'Institut de statistique de I'UNESCO, particu-
lierement en ce qui concerne les données sur
la culture et les communications, sont consi-
dérées tout au long de la communication.

Abstract

This paper considers, from a public policy
viewpoint, how cultural data are transformed
into statistics and meaning. It is concerned
primarily with how information is to be used
in cultural policy decisions.

The paper begins with a discussion of league
tables as a metaphor for the collection, calcu-
lation, and dissemination of cross-national
cultural statistics. Next discusses how the twin
questions of definitions and boundaries shape
the work of data gathering and presentation.
[t then turns to a presentation of the generic
components of the research and information
infrastructure currently in use throughout the
world.

The final section presents some of the most
important results from a recent research
project, Informing Cultural Policy: The Re-
search and Information Infrastructure, which
investigated the way in which cultural policy
research is structured in a number of coun-
tries in Europe and North American.

Implications for the work of the UNESCO Sta-
tistics Institute, particularly with respect to data
on culture and communications, are explored
throughout.
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Reading over the prospectus for this symposium, it is quite clear that we will have a lot of
ground to cover in our two and a half days together. Thus, it is imperative that each of the
speakers delineate clearly the portion of the field to which he or she will speak and to make
clearly evident his or her own personal interests and biases.

In this spirit, allow me to make three opening disclosures:

Three Disclosures

1. My interests lie more in policy than in simple understanding.

My ultimate concern is what will be done with whatever cultural information the UNESCO Insti-
tute for Statistics will collect. | take for granted that the data to be collected will provide an
imperfect, incomplete picture of the situation under consideration, and | want to make sure that
we worry about the implications of those imperfections for policy making and decision making.
It is one thing to collect data to say that one has collected data, it is quite another to collect data
with the aim of affecting policy. I do not mean to suggest, of course, that we should lose sight of
the question of how to generate data of the highest possible quality — that is, after all, one of the
mandates of any statistical institute — but | do mean to suggest that any definition of “quality”
with respect to data ought to pay attention to how those data are to be used and whether or not
they fit that use.

2. 1 take seriously the difference between data and statistics.

It has become quite common to treat the words “data™ and “statistics™ as synonyms. We prefer
the word “statistics,” perhaps, when we wish to signal seriousness of purpose; but we prefer
“data” when we don't wish to threaten the system that is being measured.

But statistics and data are not the same. Statistics are measures that are created by human
beings; they are calculated from raw data by people who are wishing to detect patterns in those
data. We calculate means, modes, standard deviations, chi-squared statistics, slopes of regres-
sion lines, correlation coefficients, and so on; we aggregate in a wide variety of ways, we
eliminate outliers, we normalize calculations, we truncate time series. In short, we generate
mathematical summaries that we think are appropriate to the questions with which we are
grappling at a particular moment in time. And we have debates about which statistic will cap-
ture better the particular element of human behavior in which we are interested.

This is why it is not only silly but perhaps even dangerous to say that we will “let the data speak
for themselves.” We calculate statistics from data in order to say something about them.

[ trust that the title "UNESCO Statistics Institute” has not been chosen only to signal seriousness
of purpose but also to remind itself that it will be engaged in making decisions as to how best to
summarize and present data via statistics, perhaps even decisions on how best to interpret
those statistics, decisions that will have an effect on what one will claim to see in the numbers.

We would also do well to recall from the outset the difference between statistics and parameters.
Statistics are mathematical summaries of the relationships we observe in the data we have actually
been able to collect, often from systematically drawn samples. Parameters are mathematical sum-
maries of the relationships that we would observe if we were able to collect complete and accurate
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data about the behavior of entire populations. Statistics are estimates of parameters. In the end,
we are interested in parameters, but statistics are the best we can do. The publications of official
statistical agencies, however, more often than not leave the impression that they are reporting
parameters. “This is the condition of the world as seen through numbers.”

| make this point not simply to remind us of our first courses in statistics. Rather, | make this
point to issue a challenge. Most statistical organizations, government or otherwise, do not in-
vest nearly enough time in educating the consumers of their data about the quality of the
statistics being presented. Here | have in mind two notions of quality — not only the error that
comes from sampling responsibly and collecting data well (sampling error), but also the error
that comes from sampling and collecting data poorly (non-sampling error).

At the national level there have been many compilations of the data — or, more properly, the
statistics — that are currently available on the arts and culture.! These compilations have often
been the precursor to a more concerted and coordinated effort to collect new and improved
cultural statistics. But few if any of these compilations have taken seriously the question of
communicating any information about the likely quality of the statistics they are reporting or of
the data on which they are based.

3. I believe that the work of informing cultural policy does not end
with the calculation of statistics.

Eugene Bardach, a well-know author in the field of public palicy, draws an important distinction
between “data,” “information,” and “evidence"?:

e "Data are facts — or some might say. representations of facts — about the world”.

In this view, data might be qualitative or quantitative, but either way they purport to be raw
facts. Statistics are mathematical manipulations of those data that begin to import meaning to
them, transforming them into information.

* “Information is data that have meaning, in the sense that they can help you sort the world
into different logical or empirical categories”.

Once meaning is attributed to data, one can begin to construct a picture of what is happening in
the world. Finally,

* “Evidence is information that affects the existing beliefs of important people (including
yourself) about significant features of the problem you are studying and how it might be
solved or mitigated”.

Thus, evidence is information in the service of action.

Statistical institutes, even though their actions imbue meaning to data through the choices they
make about which statistics to calculate and which ones not to calculate and about which way
to present data and which way not to present them, prefer to see themselves as neutral agents,
Jjust collecting data and passing them along. Indeed, this may reflect the political necessity of
self-protection. No government official wants to be seen as supporting an agency that might in
the course of its work bring forward bad news. Thus, statistics institutes work very hard to give
the impression that their hands are clean.
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But if the ultimate objective of collecting data, calculating statistics, and disseminating results is
to affect the world, to shape policy, to inform decisions, then one has to engage the process by
which meaning is assigned to data. Is not meaning what we should be most interested in?

S0, | open with a challenge. If the UNESCO Statistics Institute cannot help give data meaning
through their work in culture and communications, it will not have accomplished much.

League Tables — A Case in Point

To make these points a bit more concrete, let me turn to a story, a story that turned out to have
a Canadian twist.

As a doctoral student beginning to look at cultural policy for the first time some thirty years ago,
my introduction to international comparative studies in the field of cultural policy was a simple
league table embedded in a magazine article. That table, reproduced here as it originally ap-
peared, claimed to compare government support for the arts in seven countries:

Here we have data, presumably national ex- Support for the Arts, 1971
penditures on the arts, transformed into sta-

tistics — per capita expenditures — and pre- West Qermany 3242
sented in a table to facilitate comparison. But ~ ~ustia 52.00
what does this table mean? Sweden 52.00
Canada $1.40
The author clearly wants his readers to ask: Israel $1.34
Why is the figure for the United States so low? Great Britain 5123
But he also dqes not seem to want us to look United States 50.15
too closely. Without much further research, it
is easy to establish that the figure of 15C in- Source: Veronis, “Editorial: Washington Must Do More for the

cluded only the 1971 budget of the National Arts.” Saturday Feview = The Arts. 22 April 1972.

Endowment for the Arts. It neglected other federal agencies supporting the arts and culture,
and certainly made no attempt to include government support at the other levels of government
in what is clearly a federal system.

If the table is actually comparing central government expenditures, why are the figures for West
Germany so high? The post-war constitution of West Germany expressly prohibited the German
federal government from funding cultural activities. This, in turn, suggests that other levels of
government are being included as well — at least in the German figures. But this can not be true
for the American numbers.

Are there other reasons besides relative government commitment (or generosity) that could
lead to these sorts of differences in the levels of per capita support? To play out just one such
scenario: If each of these countries had a policy of funding exactly one national opera company,
one national ballet company, one national orchestra, and one national museum, and if those
cultural institutions cost more or less the same in one country as in another, then we would
expect per capita expenditures on the arts to be higher in smaller countries as a result of having
exactly the same cultural policy but a smaller population across which to spread these costs.
Thus, differences do not necessarily signal difference.
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Moreover, is not such a table likely to include only direct state aid while neglecting indirect aid
(e.g., taxes foregone through various tax incentives)? And if this is the case, does this compari-
son not disadvantage those countries such as the United States that rely more heavily on indi-
rect forms of state support than on direct forms?

Finally, why are these countries the right ones to compare? In what way does the author of this
table see these particular countries as comparable?

Anyone with a modicum of training in, and a sensibility to, the nuances of cultural policy would
have automatically raised these questions and, undoubtedly, many others besides. But these
methodological quibbles are essentially beside the author’s point. Is it at all surprising that the
title of the article in which this table appeared was “"Washington Must do More for the Arts™.? Of
course not. The author was more interested in making a political point than in fostering an
understanding of cross-national difference in arts support. The advocacy intent is perfectly
clear, even from the table itself.

In 1984-85, | was asked by the Policy Division of the National Endowment for the Arts to
conduct a comparative study of the structure and level of funding for the arts and culture in
eight countries in Western Europe and North America.® It was to be a “quick and dirty” study.
responding to a time-limited request from an arts agency whose primary agenda, quite frankly,
was not the accumulation of knowledge through research. Even though I was invited to con-
ceive of the study in any way | deemed appropriate, there was one requirement — it had to
include a league table. If [ wanted the contract, | would have to include one. My compromise
was an agreement that the table would be printed with a full complement of caveats appearing
on the same page, so, at the very least, if that page were ever photocopied, the caveats would
have some chance of traveling along with the table.

In the latter stages of my research I received a call from a Canadian government researcher. His
minister had passed along an emergency request. He needed to know how Canada stacked up
against others in arts funding, and he needed to know yesterday. This researcher pleaded with
me to release my preliminary figures to him. His job would be so much easier if he could take
advantage of work that had already been done. | relented, and we spent considerable time
going over the numbers and my lengthy list of methodological caveats and footnotes. Within a
day or two said minister was on national television citing new comparative research showing
that per capita expenditures for culture in Canada were at a high level, on a par with Sweden,
France, Germany, and the Netherlands. | no longer have perfect recall of these ensuing events,
but I seem to remember that the Canadian figure had managed to increase, rather substantially,
overnight.

In the wake of these events and as a partial apology to me, | was invited by the Canadian
Department of Communications to give a seminar at the National Library on comparative stud-
ies of cultural expenditure. At that presentation, | put up an overhead of a completely fictitious
“updated” per capita comparison. The audience was so caught up in copying down my ficti-
tious numbers that my point, made verbally, was nearly lost. There is a power to numbers that
we should not lose sight of. They seem crisp and precise, and they are hard to challenge when
they appear by themselves without commentary.
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Through the 1970s and the 1980s, the league table became the sine qua non of much com-
parative research on arts funding. In the mid 1980’s | counted sixteen different studies in Eng-
lish that had generated sixteen different such tables and was able to demonstrate that, depend-
ing on the methodologies and the biases of each of the studies, countries jumped all over the
time series graphs on which | compared the results of these studies.® Their popularity continues
unabated, though subsequent research has made it more and more difficult for
researchers to remain ignorant of the issues raised above. Nonetheless, the literature is full of
such tables; they are very hard to resist.

If the flaws of league tables are so apparent, why have | taken the trouble to rake them over the
coals one more time? First, | wanted to illustrate my point about giving meaning through the
transformation of data into information via statistics and the transformation of information into
evidence. But I also wanted to turn our attention to the question of comparative research, which
will surely be at the heart of any cultural statistics effort undertaken at the UNESCO Statistics
[nstitute.

Cross-National Cultural Statistics

Where should the work of the UNESCO Statistics Institute begin and where should it end when
it comes to cultural statistics? What is the role that this effort should play? These are compli-
cated questions fraught with difficulty.

I imagine that the creation of a cultural statistics capability as part of the UNESCO Statistics
Institute has two roles. One is to provide a level of comparability in cultural statistics across
countries; the other is to gather information that will inform UNESCO’s own programs and
initiatives in the area of cultural policy. Logically, the first precedes the second.

The goal of comparability is an admirable one, worthy of pursuit, but there will be pitfalls along
the way. Will it be possible to adopt a single framework within which cultural statistics are to be
gathered that will be applicable and relevant to the many different national views as to what
“culture” and “cultural policy” entail? The age-old problems of definition and boundary will
become familiar once again.

Definitions

How expansive is the definition of culture to be? Will it begin narrowly with the arts and creativ-
ity and then perhaps be expanded to questions of heritage and patrimony or even to the profit-
seeking media and cultural industries? Or will it begin more broadly? The Web site for this
symposium cites two broad definitions: “a set of distinctive spiritual, material, intellectual and
affective features which characterize a society or social group [and which] include, in addition
to art and literature, lifestyles, basic human rights, value systems, traditions and beliefs” or “a
set of values providing humans with grounds for being and acting”. While it is easy to see why
UNESCO, given its mission, would prefer to frame its actions within a broad definition of cul-
ture, itis much harder to see exactly how that ought to be operationalized. Indeed, this is one of
the questions with which we will engage.

But definition and boundary are inextricably linked, particularly when they are viewed com-
paratively. For example, in some societies the question of religion and religious practices is
fundamental to the conception of local culture and very much susceptible to public policy, but in
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other societies religion is seen as a separate sphere outside the realm of state influence and
cultural policy. Yet, to have comparability some decision will have to be made as to how to
handle religion with respect to the boundary of culture.

Boundaries

Elsewhere, | have discussed three different generic approaches to the boundary question.® | call
them “inclusive” boundaries, “floating™ boundaries, and “anchored” boundaries.

Inclusive Boundaries

One possibility is to expand the boundaries of inquiry enough so that all possible variation can
be included within them. This is likely to be UNESCO's first inclination as to boundaries — choos-
ing boundaries so that all of its member countries will be able to fit their own definition of what
constitutes culture comfortably inside. This would require a broad, anthropological definition,
of the sort that is featured on the symposium Web site.

But there is some cautionary history here. UNESCO's long-abandoned project, the International
Statistical Survey of Public Financing of Cultural Activities, is a case in point. Each country
wanted to be able to incorporate its own view of cultural policy into the proposed common data
set, and researchers wanted to take advantage of the opportunity to ensure that all possible
data would be collected and would, therefore, be available to future researchers. The 1981
pilot survey asked respondent governments to fill out 649 different cells of financial information
disaggregated by discipline and by function. Even so, a number of countries reported that the
survey did not include categories of direct government expenditure that they considered “cul-
tural,” and no attempt was made to collect information about indirect government expenditure
or expenditures by lower levels of government. In the complexity of this data collection effort
were the seeds of its demise. Member countries were both unwilling and unable to fill out tables
of this magnitude with good clean data. And note that this happened despite the fact that this
effort was narrowly focused on public financing. It made no effort whatsoever to expand its
comparative inquiry to questions of participation in various cultural practices or to a census of
various types of cultural institutions and organizations.

An inclusive boundary has another problem associated with it. Enlarging the boundary of in-
quiry to this point almost guarantees that the analytic boundaries will not correspond with any
of individual country’s views as to what its appropriate boundaries are. Because an inclusive
boundary is not grounded in any identifiable reality it can become the boundary of a statistical
fairyland.

Floating Boundaries

A number of cross-national studies, realizing that the inclusive approach to boundary setting is
too expensive and time-consuming — if not logistically and theoretically impossible — have used
other approaches. Some have allowed the boundaries to float so that they can correspond to
each country’s definition of the limits of its own conceptions and interventions. Once again
UNESCO provides a case in point. Its series of booklets, Studies and Documents on Cultural
FPolicies, commissioned individual authors to describe the cultural policies of some sixty member
countries in the 1970s and 80s. But, while each volume is interesting on its own terms (though
now hopelessly outdated), valid comparisons are virtually impossible across the volumes.
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Floating boundaries are by far the most common way that the collection of data for compara-
tive studies has been organized, particularly studies with limited time and limited budgets. But
floating boundaries may also be the result of a more formal political decision. UNESCO could
decide, for example, to allow each country participating in a comparative study to exercise its
own sovereignty over its own affairs by determining its own boundaries on the information it
will provide. It is certainly the easiest way to collect data across countries, and it may be the only
way that one can feasibly imagine getting any results at all.

Anchored Boundaries

Athird choice is for the researcher to impose a boundary that is tailored to the research purpose
at hand by providing a fixed frame through which to view selected aspects of a country’s
cultural policies. With an anchored boundary no attempt is made to be inclusive; rather, an
informed research choice is made to view one’s cases through a particular research lens that
will bring certain aspects of those cases into high relief and push others back into low relief.

Such was the case with my own cross-national funding study. I chose to use the concept of “"U.S.
Equivalents™ as my anchored boundary. Beginning with the relatively narrow realm of govern-
ment arts funding in the United States as a reference point, | superimposed this definition, as
much as was possible, on funding figures for the other countries in my study. In other words, |
was asking, "How much were these countries spending on the things on which the United
States was spending money?” Thus, my figures were an artifact of restricting the boundary of
analysis in this way, including all three levels of government, and attempting to estimate the
amount of indirect aid attributable to the support of arts and culture.

Choosing such a boundary, of course, has political implications. Per capita comparisons, are
particularly sensitive to the setting of analytical boundaries. Choosing a narrower anchored
boundary may improve the standing in the league tables of a country whose policy envelope is
smaller, while a broader boundary may improve the standing of a country whose policy enve-
lope is greater. Kurt Hentschel, has recognized a version of this dynamic in his discussion of
support in the former Federal Republic of Germany:

“When seeking to delimit state intervention, one should adopt a somewnhat broader definition of
‘culture and art;” when the object is to pay for them one should take a much narrower one..."”

The choice of boundaries can have an important impact on what one sees. This is an important
issue with which UNESCO will have to grapple, all the more so as its definition of “culture”
expands and changes.

The Research and Information Infrastructure

Any foray that UNESCO's Statistics Institute might make into the field of cultural statistics will not
happen in a vacuum. In any policy arena the crafting of appropriate and effective policy depends
on the quality of the information infrastructure that is available to the participants in that arena.
Such an information infrastructure does not arise of its own accord. Rather, it is designed, devel-
oped, and managed as a critical element in policy formulation and implementation. This is no less
true in cultural policy than in other policy arenas, and, although there is considerable variation, a
rather substantial national research and information infrastructure already exists in a number of
countries and a nascent infrastructure is in evidence in many others. UNESCO will have to take
account of this infrastructure in determining its appropriate role.
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About two years ago, The Pew Charitable Trusts, a private American foundation, asked me to
take a look at the research and information infrastructure in a number of countries where that
infrastructure was rather well developed in order to inform the evolution of such an infrastruc-
ture in the United States. Last month the fruits of that research were published as Informing
Cultural Policy: The Research and information Infrastructure (New Brunswick, NJ: Center for
Urban Policy Research, 2002). In the remainder of this presentation I will summarize some of
the main findings that emerged from that research.

Organizational Models

Who are the players? In order to map the research and information infrastructure | attempted
to identify the generic organizational models currently in use.

Research Division of a Government Cultural Funding Agency

The central government agency charged with cultural policy might choose to run its own re-
search and information function. The archetypal model here is the Département des Etudes et
de la Prospective of the French Ministry of Culture and Communication. This office administers
what is probably the most extensive national level information and research capability in cul-
tural policy. It commissions research on a regular basis, administers ongoing work in the devel-
opment of cultural indicators, maintains an extensive documentation service, and provides policy-
based research on a one-off basis.

The Strategic Research and Analysis Directorate of Canadian Heritage; the Cultural Policy Direc-
torate of the Dutch Ministry of Education, Culture and Science; the Planning and Research
Section of the Public Affairs, Research and Communications Office of the Canada Council; and
the Statistics and Social Policy Unit of the British Department for Culture, Media and Sport are
other examples that are similar in intent and structure, if not in scope.

National or International Statistics Agency

In some countries, the national statistics agency has a specific mandate to collect, maintain, and
disseminate government statistics on the cultural sector. This is true for Statistics Canada and is
also now true at the provincial level in Québec with the creation of a cultural statistics observa-
tory. The Social and Culture Planning Office in the Netherlands provides an interesting variation
on this theme, and the National Centre for Culture and Recreation Statistics in the Australian
Bureau of Statistics is another example of this type.

We now are witnessing a new interest among international statistics agencies in the cultural
field. Eurostat has been exploring a foray into cultural statistics, and the current symposium is
evidence of UNESCO's interest in bringing cultural statistics within its Statistics Institute.

Independent Nonprofit Research Institute

[n some countries, the research function is delegated to an independent nonprofit institute. The
Boekmanstichting in the Netherlands is perhaps the best-known example. This model offers the
possibility of insulating research and information from the political pressures that might be
brought to bear within a governmental agency.
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Government-Designated University-Based Research Center

The model of creating government-funded research centers based in universities is used exten-
sively in France by the Centre National de la Recherche Scientifique (a rough equivalent to the
National Science Foundation in the United States). Another example is the Australian Key Centre
for Cultural and Media Policy located at Griffith University in Brisbane. This center is part of the
Australian Research Council's Research Centres Program, through which research centers are
established in a particular policy field and a specific university with expertise in that area is
designated to host the center.

This model has two particularly interesting properties: it, too, allows the research function to be
insulated from day-to-day political concerns and machinations, perhaps fostering research of a
more social-scientific nature than would occur in centers that are linked more closely to policy-
making institutions; and it makes it possible for the cultural policy information infrastructure to
be more closely linked to university training and teaching programs than would customarily
happen under other models.

Private Consulting Firm

In some cases, the cultural policy information infrastructure has become primarily the province
of a private, profit-making (or at least profit-seeking) consulting firm that specializes in the
field. Many private consulting firms have conducted cultural policy related research on a one-
off basis and have moved into and out of the field as projects have become available, but there
are some that have made a longer term commitment to building up expertise in this field.
International Intelligence on Culture (formerly the International Arts Bureau) in London, is a
case in point. EUCLID International is @ more recent example, but there are many other exam-
ples in the increasingly complex cultural policy research and information environment.

Two factors seem to be fueling this growth: (1) privatization as an element in cultural policy,
which has led to increasing reliance on consulting services provided by the private sector, and
(2) the widespread availability of new information technologies, which facilitates the low-cost
communication of information. As a result, private entrepreneurs have made their presence felt
in the cultural policy information infrastructure in two ways: (1) through responding to re-
quests for proposal for research services (indeed, the increased presence of for-profit consult-
ing firms, in and of itself, puts pressure on governmental agencies to open up their bidding
processes to these firms), and (2) through the packaging and redistribution of information.

The Zentrum fir Kulturforschung in Germany might also be placed in this category, but its
structure and intent perhaps distinguish it from more traditional consulting firms. Although it is
set up as a private company, it functions more as a research institute than as a consultancy,
though it is funded primarily on the basis of contractual research relationships with the federal
government, with joint federal/Lander bodies. and with various European and international
agencies.

Cultural Observatories

When | began my research | was aware of several institutions that called themselves “cultural
observatories,” though | was not yet aware of the then proposed Observatoire de la Culture et
des Communications du Québec. What | had not realized was how much the field of cultural
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observatories had expanded. In a strictly taxonomic sense, these observatories do not constitute
a pure type. Instead, they combine a variety of hybrids of the different models under a common
rubric. Nevertheless, because of their recent popularity, it is worth considering cultural observa-
tories as a separate phenomenon and in a bit more detail than the other models.

Generally speaking, cultural observatories have come into being to serve as mediators in the
process of bringing policy-relevant data and information to the attention of the field. My re-
search identified some twenty cultural observatories with the word “observatory™ in their names.®
If one were to add similarly functioning institutions that do not use that word, the list would
increase substantially. Conversely, it may also be the case that organizations that use the word
“observatory” are not actually functioning as an observatory in the sense that that term seems
to imply in the cultural policy field. Nearly all of these observatories have come into existence in
the last five to ten years.

The use of the word “observatory/observatoire” to describe a data gathering, monitoring, and
information disseminating organization in any field appears to be a French innovation. Augustin
Girard, former head of the Département des Etudes et de la Prospective of the French Ministry
of Culture and Communication, describes the deliberate choice of the word “observatoire™ as a
“shy” choice. The intended message was quite clear: This new institution was not being created
to rule or control; rather, it would observe, monitor, and provide information passively. In his
words, “We cannot agree on a center, but we can have an observatory. It is a pleasant name. An
observatory is a place of negotiation, of interactivity. It does not deliver judgments.”

There is little doubt that the metaphor of an observatory is a powerful one, even if that meta-
phor does not actually suggest what the content and operation of such an entity should be. And
one has to be careful not to conclude that the creation of a cultural policy observatory solves the
problem of designing the cultural policy information infrastructure simply by virtue of its exist-
ence. An "observatory” can become an ill-defined grab bag into which all types of expectations
can be stuffed. The senior observatory in the field, the Observatoire des Folitiques Culturelles in
Grenoble, pays rather little attention to data collection and monitoring, which one might have
expected to be at the center of its raison d'étre. Rather, it focuses on continuing education
programs and other venues through which it can communicate research results to the field — a
worthy goal, to be sure, but one that most would think ancillary to an observatory’s main tasks.

UNESCO, itself, has been tempted to join in the institutional proliferation of observatories. In
Stockholm in 1998 the Intergovernmental Conference on Cultural Policies for Development
adopted an Action Plan that included the recommendation that the Director-General of UNESCO
“encourage the establishment of networks for research and information on cultural policies for
development, including study of the establishment of an observatory of cultural policies.” But at
a meeting in Hannover, Germany.® the notion of creating an international observatory of cultural
policies was dropped in favor of recognizing the prior existence of many such institutions by
attempting to pull them together into an International Network of Observatories in Cultural
Palicies facilitated, if not supported, by UNESCO. '

Networks

Just as observatories have proliferated in the cultural policy field, so too have networks, but the
driving forces in this instance are a bit different. Some networks have been created because of



*52 ¢ ACTESDU COLLOQUE INTERNATIONAL SUR LES STATISTIQUES CULTURELLES

the natural desire to share with and learn from one another; others have been created because
of a specific desire to engage in comparative documentation and research. CIRCLE is the clear-
est example of the latter point; UNESCO's International Network of Observatories in Cultural
Policies, If it were ever realized, might become another. But the formation of networks in the
cultural field has also been driven by the new realities of transnational funding, particularly at
the European level. Many of the funding programs of the European Union require multiple
partners in multiple countries in order for a project to be funded, and this requirement has
fueled the creation of networks in anticipation of the need for demonstrating the existence of
such partnerships quickly. To some degree, the funding agencies see networks as a way to
more efficiently manage demands on their limited resources; they can always insist that you
operate through the network, letting the network do some of the sifting and sorting prior to the
presentation of a request for funding.

From time to time cultural networks commission research relevant to the needs of their mem-
bers and, thus, have become important, though occasional, components of the information and
research infrastructure. Cultural policy research networks such as CIRCLE make this their pri-
mary business.

The proliferation of networks has become so strong that the field has recently witnessed a new
phenomenon: the creation of networks of networks. To take but two examples, UNESCO has
funded the Network of Networks for Research and Cooperation in Cultural Development, which
operates out of Zagreb, Croatia, under the name Culturelink; and the Council of Europe has
formed the Forum of European Cultural Networks (Forum des Reseaux Culturels Europeens),
which it convenes in Strasbourg on an occasional basis.

ERICArts, the European Research Institute for Comparative Cultural Policy and the Arts, origi-
nally established as an association to be a provider of comparative cultural policy research, is
another type of network. It pulls together interdisciplinary teams of researchers from through-
out Europe (and elsewhere) involving them in projects of common interest. The eventual goal of
ERICArts is to create a permanent European-level cultural policy research institute, at which
point it would function as a "managed consortium”™ with nonprofit or foundation status run by
major cultural observatories and research bodies.

Program Models

Some of the most interesting research work in the field has been organized around research
programs rather than research institutions. The most interesting and most visible of these has
been the Council of Europe’s Program for the Evaluation of National Cultural Policies. The
Council has been offering its member states the opportunity to participate in this program for
the last 17 years. Each state that participates commissions a study of its own national cultural
policy, the so-called “National Report”. The Council of Europe then commissions a panel of
outside experts who evaluate and react to the National Report, eventually filing an “Examiners
Report”. The result has been a fascinating and valuable series of reports documenting and
debating national cultural policies in Europe. Relevant to our current discussions are the at-
tempts that have been made within this program to move toward the collection of truly compa-
rable data.
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Journals and Periodicals

While there are a number of academic journals that operate in the field of cultural policy — the
Journal of Cultural Economics, the International Journal of Cultural Policy, the International
Journal of Arts Management, the Journal of Arts Management, Law and Society, Media Interna-
tional Australia (incorporating Cultural Policy), Nordisk Kulturpolitisk Tidskrift (the Nordic Jour-
nal of Cultural Policy), Economia della Cultura (the journal of the Italian Association for Cultural
Economics), and Boekmancahier, among others — several journals have been developed to
serve more specific data, information, and research dissemination needs. Cultural Trends pub-
lished by the Policy Studies Institute, University of Westminster, London is the premier example.

While I have used the names of various organizations and institutions to illustrate the archetypal
models above, as is often the case in public policy one does not observe pure types in the field.
Rather, most of these examples combine elements from several models. Research divisions of
ministries of culture commission research from private consulting firms, participate in research
networks, and publish newsletters and, occasionally, journals of their own; nonprofit research
institutes team up with university-based research centers to conduct research and conferences
on behalf of public agencies.

What is important is the ecology: The Research Division of the French Ministry of Culture and
Communication works in the context of the wide variety of social science research units sup-
ported by the Centre National de la Recherche Scientifique; one cannot appreciate the work of
the Observatoire des Politiques Culturelles of Grenoble without understanding its relationship to
the Centre de Recherche sur le Politique, I'Administration, la Ville et le Territoire; the Australian
Key Centre works in collaboration with the research office of the Australia Council; the
Boekmanstichting works alongside the Dutch Social and Cultural Planning Office; and so on.
Often the national ecology of the cultural policy information infrastructure involves four or five
main organizations and many other smaller ones.

Given this complexity, it is inevitable that the information infrastructure has evolved differently in
different places, not only with respect to the sharing of research responsibilities across public
agencies but also with respect to the balance between public provision and private provision of
the research infrastructure. The division of research labor differs from place to place depending
on how the information infrastructure has evolved. So how ought this infrastructure evolve at
the international level? That, too, is an important question for our deliberations.

Themes and Findings

In my book | document the research and information infrastructure in France, the Netherlands,
England, and Canada with some attention to particularly interesting initiatives in a number of
other countries. While it is impossible to summarize all of the results of that research in the
current presentation, a brief discussion of eight of the most important findings will be useful to
our discussions.
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1. There has been a dramatic resurgence of investment in policy-
relevant information and research in the field of cultural policy.

Government agencies in many countries are rebuilding their research capabilities after periods
in which that research capability lay fallow; in other countries research capabilities are being
built for the first time, often under the rubric of “cultural observatories”; and the rise of
transnational governmental organizations (e.q., the Council of Europe, the European Union,
and the reentry of UNESCO into the field of cultural policy through the window of “cultural
development™'") has created a demand for comparative research and information sharing as a
prerequisite for collaborative, cross-national projects.

The mantra of “value for money” and the call for “policy-relevant advice™ have permeated cultural
funding agencies, making them much more conscious of the effectiveness of the programs they
oversee. The call has gone out for “hard data.”'* The reorientation of some of the major arts
funding bodies toward strategic action rather than grant making has also contributed to this
trend. And the creation of new cabinet-level umbrella agencies (Canadian Heritage in Canada and
the Department for Media, Culture and Sport in the United Kingdom), while raising the profile of
the field, may well impart a new importance to coordinated policy initiatives informed by applied
comparative research. Here the clearest example is the International Comparative Research Group
of the Strategic Research and Analysis Directorate of Canadian Heritage.

[tis useful and informative to contrast the development of cultural policy research within minis-
tries of culture to its development within arts councils, whose relationship to government is
typically at arm’s length. When a coherent research policy has evolved, mast often it has been
within ministries of culture, which are less reticent to be seen as exercising central control and
monitoring over the field. Arm’s length arts councils have traditionally been less subject to
central government’s expectations for explicit policy and planning, so it is perhaps not surpris-
ing that arts councils” commitments to research have fluctuated considerably over time. Re-
cently, however, as central governments have applied increased pressure on arm’s length arts
councils in an attempt to assure that they are operating within the general direction of govern-
ment policy, there has been a marked rise in the call for evidence-based policy and planning, a
call that arts councils are finding difficult to resist.

Not surprisingly, this resurgence of research has once again brought to the forefront the debate
between basic research and applied research. Much of the new investment in cultural policy
research has been targeted at very applied projects with a direct relevance to (short-term)
policy decision making. It is less clear that the new investment in research has benefited basic
research, the one exception being in France where the parallel system of university-based re-
search centers funded and staffed through the Centre National de la Recherche Scientifique
continues to conduct basic research.

What is the contribution that the UNESCO Statistics Institute will make to this resurgence?
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2. While all countries pay attention to information gathering, analysis
and interpretation, and dissemination, the division of labor with
respect to these tasks varies widely.

Each country divides the research labor in its own signature way. The clearest division of labor
is in evidence in the Netherlands: The Dutch Central Bureau for Statistics (Statistics Netherlands)
provides the main source of data collection for the state; the Social and Cultural Planning Office
uses these data and others to write a series of interpretative reports depicting various aspects of
the cultural life of the country; the Boekmanstichting provides the library and documentation
function while facilitating conferences and seminars and conducting some limited desk (sec-
ondary) research; and the Cultural Policy Directorate of the Ministry of Education, Culture and
Science supports these ongoing efforts financially and commissions research projects from time
to time depending on the policy needs of the Ministry.

In France, the Département des Etudes et de la Prospective of the Ministry of Culture and
Communication combines several of the elements under one roof: it provides substantial library
and documentation services to the field; it commissions and oversees a wide variety of research
projects; and it serves as the primary collector of statistical data through its function as the
Ministerial Statistical Office of the national statistics office. Basic social science research in the
arts and culture is separate, located primarily in university-based research centers.

In other countries, the division of labor in cultural policy research is still being worked out. How
will the UNESCO Statistics Institute contribute to this division of labor?

3. Much of the cultural policy research that is being undertaken
around the world today might be better thought of as the
development of a statistical base of data rather than the conduct
of policy-relevant research.

Many of the agencies that | interviewed see the development of basic statistics on the cultural
sector as their highest priority. All of these seem to be operating with the conviction that if such
numbers were available, they would prove useful. Yet, over the years, many of the research
organizations in the cultural field, UNESCO included, have been criticized because they have
appeared to be more interested in generating numbers than analysis. Hundreds if not thou-
sands of statistical reports documenting one or another subsector of the cultural sphere have
been published.

But let us not forget that this emphasis on numbers over analysis may, in part, be politically
rational. Research divisions in arts funding agencies have had a hard time justifying their existence
in the face of demands for more support directly to cultural programs, and they have protected
themselves by retreating to the perceived safety of neutral statistical presentations, though, as
more than a few anecdotes demonstrate, even “neutral” statistics can prove threatening. '

[t would be a mistake to suggest that it is possible to separate completely statistics gathering
from statistics interpretation. It is clear from the criticisms that one hears of even those statistics
collected by the indisputably reputable national statistics agencies that interpretation begins at
the data gathering stage when categorization schemes are designed and used to collect data.
What one sees is shaped by the framework through one chooses to view the world.
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How will the UNESCO Statistics Institute strike the balance between basic research and policy-
relevant data”

4. It is not so much the shortage of data that should command one’s
attention; rather, it is the lack of use of those data that needs to
be addressed.

In most countries, a considerable quantity of data on the arts and culture is being collected,
often on a regular basis as part of the submission requirements of the grant-making process,
though little of this mass of data is ever used in any organized fashion by the cultural funding
agency that requires it. Collection and assumed availability substitute for research and inquiry.
Alan Peacock has raised this issue in his own inimitable way in a recent critique of arts funding
in Scotland:

... The major museums and galleries and the major companies supported by the
Scottish Arts Council do produce accounting data as legally required, but this is not
analysed, or at least for the public's benefit. Detailed examination of them reveals
striking differences in the grants per attendance at arts events which require explana-
tion. One can hardly blame Scottish Executive officials who are hard-pressed as it is to
churn out a succession of policy documents, for not offering evidence of statistical
literacy, if their masters have no wish to be confused by the facts.”'4

Moreover, the data collection that does exist is often uncoordinated, involving many different
government agencies, service organizations, research centers, and industry groups. Terry Cheney,
in his review of available data for the Publishing Policy Group of Canadian Heritage', found
that each sector had its own constellation of data sources, a constellation that included Statistics
Canada, the program office within Canadian Heritage that deals with the sector, and service
organizations and associations operating within the sector. In other words, a considerable vol-
ume of data was already available, but the institutional capability for mining those data was
limited. Cheney’s first and most important conclusion was to pay attention to using the data
sources that already exist — even though he also recognized that these sources are incomplete,
inconsistent, and of varying quality.

As research organizations, cultural observatories, networks, and private profit-making entre-
preneurs proliferate, the sheer volume of data that will be available will only increase — though
much of it may simply be repackaged, distributed, and marketed via the new information
technologies. Consequently, there will be a need for data mediators who can make informed
Jjudgments about the quality and applicability of data and who can analyze their meaning. Much
of the impetus behind cultural observatories, indeed behind the culture and communication
program of the UNESCO Statistics Institute, seems to be inspired by this need for data media-
tion.

Instances in which the available statistics have been fully explored, interpreted, and debated are
rather rare. Here the model of the Dutch Social and Cultural Planning Office is instructive. The
mandate given to this office by the Ministry is to mine and interpret the available data on the arts
and culture according to several main themes of interest in the cultural sphere, themes that
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change from year to year, and to publish regular reports. The authors of these reports are
encouraged to give their own interpretation and spin to the data in order to provoke comment,
reflection, and debate.

All of the countries that | considered rely on a basic repertoire of studies to develop the statistical
base of information. Typically, the first studies are descriptive, documenting the supply of art
and culture. How many arts and cultural organizations of what type are located where? How
many heritage sites have been officially designated, and where are they located? How much
money are local, regional, or national governments spending on each type of cultural organiza-
tion? How many artists and cultural workers of various types are there? Where do they live?
What are the economics of their lives? More recently, these studies have been expanded to
include the demographics of the cultural industries.

But, increasingly, attention is turning toward studies of the demand for the arts and culture as
another element in the basic statistical repertoire. Most countries now conduct participation
studies of their adult population to gauge what percentage of various demographic groups
attends or participates in various cultural activities. Many countries also conduct time-use sur-
veys to ascertain the relative amounts of time that their population spends in various types of
activities. Some conduct expenditure surveys.

For each of these studies the methodology has become sufficiently refined over time and suffi-
ciently similar across countries that, for the first time, it has become possible to envision truly
cross-national comparative studies. Indeed, the hope of many of the individuals involved in the
Council of Europe’s Program for the Evaluation of National Cultural Policies was that it would
gradually result in the adoption of a standardized set of methodologies for gathering informa-
tion that would then be able to be compared across countries. The data now exist; the work
remains.

In the last several years, the issue of cross-European data comparability in the field of culture
has been taken up by Eurostat, the statistical agency of the European Union. Several leadership
groups on cultural statistics have been formed with representatives of the various interested
countries in the European Union as members: a Task Force on Methodology. a Task Force on
Employment, a Task Force on Cultural Spending and Cultural Funding, and a Task Force on
Participation in Cultural Activities, and the initial report of the leadership groups has been pub-
lished.'®

And UNESCO is now taking up once again the cause of even greater comparability in cultural
statistics across an even wider range of countries. What will its unique contribution be”

5. With the proliferation of data from a wide variety of sources, the
issue of how to assure the quality of the data has become even
more important.

Historically, the field of cultural policy research has been plagued with the widespread distribu-
tion of data collected and manipulated with the self-interest of the collecting agency in mind.
This issue has only been exacerbated by the quick and easy sharing of information electroni-
cally. It is now quite common to find many different Web sites making reference to the same
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data or information, but without attribution or explanation. As more and more sites are linked
to other sites, it will become more and more difficult to verify the quality, the applicability, and
the timeliness of the data. Thus, evaluation of and commentary upon existing data is another
role that might be played by some form of intermediary institution or data mediator.

A second version of the problem of quality assurance arose during my interviews. Research
positions in cultural policy research divisions are not systematically occupied by trained social
scientists. Many people in these jobs recognize that they are not trained as researchers, yet they
are being asked to contract for, supervise, summarize, and occasionally conduct research. This
has been exacerbated with the spread of research budgets throughout the departments of
ministries of culture and arts councils as the various sub-components of the ministerial system
have realized the usefulness of data to their operations and the desirableness of having more
direct control over the collection and dissemination of those data. (This has been an important
byproduct of decentralization of cultural policy.)

What choices will the UNESCO Statistics Institute make in order to assure data quality?

6. With the shift toward the inclusion of the cultural industries within
the realm of public sector cultural policy, the field is moving toward
the bread and butter of the mainline governmental statistical
agencies, whose relative expertise resides in counting firms and
measuring trade, employment, and labor markets. Thus, their
importance in cultural statistics is on the rise.

The field of cultural policy has shifted from areas that have traditionally been rather closely
allied with the state and state intervention toward more of a relationship with, and dependence
upon, industry. This shift is revealed in a change in vocabulary; government cultural agencies
have begun to present themselves as responsible, for example, for “Creative Britain™ or even to
restructure themselves as “Creative New Zealand”. One result of this shift is that the center of
gravity in research is moving away from research offices with a general mandate to more
specialized research groups and centers that are familiar with the terrain of various segments of
the cultural industries. Some of these centers are clearly linked to the industries that they ob-
serve, raising issues of confidentiality and reliability and encouraging rivalry among competing
centers of expertise.

The statistical methodologies for studying these entities are much more highly developed than
the statistical methodologies for studying artistic and cultural activities in the nonprofit and
governmental sectors. The difference in quality between these two sets of statistics may well
provide the pressure finally needed to improve statistics gathering on the nonprofit and govern-
mental sides.

Another way to frame this shift is to notice that in the years since many of the research organi-
zations and institutions studied here were created, the boundaries of the field of cultural policy
have expanded beyond the boundaries of the traditional ministries of culture and arts councils.
Multiple governmental agencies have always been involved in cultural policy — the early work of
the Département des Etudes et de la Prospective (DEP) demonstrated this clearly in France —
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but that multiple involvement is now much more explicit. Culture is no longer the sole domain of
national ministries and arts councils, and the research portfolio has changed to reflect this shift.

This poses a challenge to the UNESCO Statistics Institute or to any other cross-national data
gathering agencies because it complicates the task. How will it respond?

7. Combining research and evaluation functions has often proven to
be difficult if not impossible.

To combine the research function and the evaluation function into the same cultural policy
research apparatus seems to be eminently logical. After all, they require many of the same
methodological skills. But they do not involve the same political skills.

[t has not been uncommon for research divisions within ministries of culture and arts councils to
be asked to take on the evaluation function. Reasonable and responsible public policy imple-
mentation requires an informed look at which programs and projects are succeeding, which
are failing, and why. But when research divisions have taken on this function, they have often
found themselves in jeopardy. Ministers begin to wonder, why are we spending money so that
someone within our agency can criticize us? Wouldn't it be better to spend that money on the
arts? Why should we be spending money on research at all? It is not easy to find evaluation
capabilities built into government cultural agencies today.

Will the UNESCO Statistics Institute see itself as facilitating evaluation at the macro-level? If so,
how?

8. The boundary between advocacy and research is often hard to
detect; it can also be hard to enforce.

Introducing the question of advocacy into a discussion of cultural policy research is every bit as
problematic as introducing the question of evaluation. Yet, the use of research results for advo-
cacy purposes is often on the minds of those who are calling for (or funding) research. To take
but one example, the original design of the Center for Arts and Culture in Washington, D.C.
envisioned an organization with two functions: research and advocacy. In no small part, this
was a response by the foundations that funded it to the attacks that had been waged against
public funding of the arts and culture in the United States. They felt that the arts needed help to
fight back.

In my interviews, Pierre-Michel Menger, the director of a CNRS-supported research center in
France and, therefore, somewhat of an outside observer, made an interesting point. He argued
that at this point in time in France there is a strain of research that is intertwined with advocacy.
He described this research as “defensive,” intended to protect the state funding system that has
evolved. He characterized the cultural field has having two parts, a growing private part (e.g.
audiovisual, media, and the cultural industries in general) and the part that, in his words, has
been “conserved for cultural policy”. The argument that there should be more state involve-
ment is essentially spent, in his view. Rather, the state now finds itself playing a more impartial
role, albeit somewhat on the left, maintaining equilibrium between the various components of
the newly expanded boundary of cultural policy.
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In several cases, arts councils have embraced advocacy as they have restructured their arts
support infrastructure, and they are quite happy to say so. Both the Canada Council and the
Arts Council of England are cases in point. But some of my interviewees had a very different
reaction, however. They did not understand the underlying premise of the question at all. Those
who entered the field of cultural policy research as believers in cultural policy see all of what
they do as advocacy. They believe that their work is in service to that field and do not under-
stand why it would be desirable to articulate any boundary between research and advocacy.

To what extent will advocacy play a role in a renewed UNESCO capability with respect to cul-
tural statistics, and to what extent will it act to conserve state-driven cultural policy?

In Conclusion

My goals for this paper have proven far too ambitious, and fear that | have given us grist for
many weeks of conversation, rather than for two days. So, let me end a bit more simply.

In describing his career-long commitment to applied research to me, Augustin Girard pointed
out that “coming from the field and going back to the field” was more interesting to him than
“coming from concepts and going back to research”. The trick, of course, was to figure out
ways to value that commitment. The role that the cultural policy information infrastructure can
play is critical, but that role has to go well beyond generating research results and creating
information. It has to extend to the informed communication and use of that information.

There is no more important lesson than this one for the culture and communication office of the
UNESCO Statistics Institute.



Notes

PROCEEDINGS OF THE INTERNATIONAL SYMPOSIUM ON CULTURE STATISTICS

e (] e

Two contrasting examples are offered in Westat, Inc. A
Sourcebook of Arts Statistics: 1997 (Washington, D.C.: Re-
search Division, National Endowment for the Arts, April 1988);
and Sara Selwood, ed.., The U.K. Cultural Sector: Profile and
FPolicy Issues (London: Policy Studies Institute, 2001). The
first presents data from various sources for the arts and cul-
ture in the United States with no discussion of the attributes
of any of the data sources; the second presents available
data for the United Kingdom through the device of commis-
sioned papers interpreting the data on each of the sectors.

Eugene Bardach, A Practical Guide for Policy Analysis: The
Eightfold Path to More Effective Problem Solving (New York:
Seven Bridges Press, 2000). p. 98. Note that my characteri-
zation of Bardach's point differs slightly from the original —
he includes statistics in the category of data — but my intent is
similar: to highlight the process whereby data are imbued
with meaning and then used.

J. Mark Schuster, Supporting the Arts: An International Com-
parative Study (Washington, D.C.: U.S. Government Printing
Office. 1985).

This point is made quite dramatically in Max Singer, “The
Vitality of Mythical Numbers,” Public Interest, No. 23, Spring
1971; and Peter Reuter, “The (Continued) Vitality of Mythi-
cal Numbers,” Public Interest, No. 75, Spring 1984.

J. Mark Schuster, “Making Compromises to Make Compari-
sons in Cross-National Arts Policy Research.” Journal of Cul-
tural Economics, Vol. 11, No. 2, December 1987.

For further discussion of this point see J. Mark Schuster,
“Thoughts on the Art and Practice of Comparative Cultural
Research,” in Ineke van Hamersveld and Niki van der Wielen
(eds.). Cultural Research in Europe, Boekmanstichting, Am-
sterdam, The Netherlands, 1996; or J. Mark Schuster, “Mak-
ing Compromises to Make Comparisons in Cross-National
Arts Policy Research,” Journal of Cultural Economics, Vol.
11, No. 2, December 1987.

Kurt Hentschel, “Financing the Arts in the Federal Republic
of Germany from the Viewpoint of a Land.” in Myerscough,
Funding the Arts in Europe, p. 21.

A (partial) list would include the following: The Observatoire
des Politiques Culturelles in Grenoble, France: the European
Audiovisual Observatory in Strasbourg, France: the
Observatoire du Disque et de I'lndustrie Musicale in Paris,
France: the Collectif Observatoire Culturel in St Etienne,
France; the Observatoire de I'Economie Culturelle de Pro-
vence-Alpes-Cote d’Azur in Aix en Provence, France: the
Observatoire de I'Emploi Culturel within the research divi-
sion of the French Ministry of Culture and Communication in
Paris, France; the Osservatorio Europeo sul Turismo Culturale
at the Centro Universitario Europeo per i Beni Culturali in
Ravello, Italy; the Osservatorio Culturale del Piemonte under
the auspices of the Fitzcarraldo Foundation in Turin, Italy;
the Osservatorio Culturale e Reti Informative in Milan, Italy:
INTERARTS: The European Observatory for Cultural Research
and International Cultural Co-operation in Barcelona. Spain;
the Observatdrio das Actividades Culturais in Lisbon, Portu-
gal; the Regional Observatory on Financing Culture in East-
Central Europe in Budapest, Hungary (The “Budapest Ob-
servatory”): the Observatorio Cultural in the Faculty of Eco-
nomic Sciences, University of Buenos Aires, Argentina; the
Observatdrio de Politicas Culturais at the University of S&o
Paulo, Brazil: the Observatorio de Politicas Culturales
Municipales in Montevideo, Uruguay: the Canadian Cultural

Observatory. in Hull. Canada. currently under development;
Observatoire de la Culture et des Communications at the pro-
vincial level in Québec, Canada; a proposed Observatoire du
Développement Culturel in Belgium; a proposed Observatoire
Culturel in Corsica; and the African Observatory of Cultural
Policies being developed under the auspices of UNESCO.
UNESCO, "Workshop: Towards an International Network of
Observatories on Cultural Policies,” Hanover, Germany.
19-20 September 2000.

. This initiative now appears to be dormant as UNESCO has

restructured and restaffed its Division of Cultural Policies,
focusing its attention on other initiatives.

. This new interest on the part of UNESCO has been described

variously as “cultural development,” “culture for develop-
ment,” “culture in development.” and “culture and develop-
ment.” The differences among these descriptions are not
merely semantic. It remains to see which of these directions,
if any, UNESCO will pursue and what the implications will be
for its programmatic initiatives.

. For one interesting example of this, see the discussion of “evi-

dence” on the Web site of the Council for Museums, Archives,
and Libraries in London: http://www.resource.gov.uk/infor-
mation/evidence/O0ev.asp.

. Consider the following story: In 1989 Jack Lang returned

for his second term as minister of culture. He was hoping
that the results of Pratiques Culturelles des Frangais 1988
would validate the success of the cultural policies he had
implemented during his prior term as minister (1981-1986)
and was not happy that it contained some bad news. While
the participation rates in many domains had increased, some
had decreased. He focused particularly on the reading statis-
tics for respondents who indicated that they were “strong
readers,” reading at least 25 books in the previous year. The
percentage of strong readers had declined from 22% in 1973
10 19%in 1981 to 17% in 1988. Lang saw this result, among
others, as an indictment of his democratization policies, and,
to make things worse, an indictment that was coming from
within his own ministry. Lang’s inclination was to Kkill the
messenger that had been the bearer of the bad news, in this
case the research division itself. Claude Seibel, the vice-chair-
man of the Conseil des Etudes and an individual with a con-
siderable research reputation throughout the French govern-
ment, fought successfully to save the office.

. Professor Sir Alan Peacock, “Introduction: Calling the Tune,”

in Professor Sir Alan Peacock, et al., Calling the Tune: A Cri-
tique of Arts Funding in Scotland (Edinburgh: The Policy In-
stitute, February 2001). p. 15.

. Terry Cheney. “Summing Up...Better data in an e-culture age:

DGCI Needs for Better Data — A Review and Recommenda-
tions,” report prepared for Research, Analysis and Compli-
ance; Publishing Policy and Programs; Canadian Heritage.
February 2000.

. For further discussion of cultural statistics in the European

Union, see “Cultural Statistics in the European Union,” Circu-
lar: Research and Documentation on Cultural Policies, No. 1,
1995, pp. 8-10: "European Cultural Statistics: In Search of a
Common Language.,” Circular: Research and Documentation
on Cultural Policies, No. 9, 1998, pp. 12-14: and Cultural
Statistics in the E.U.: Final report of the LEG, Eurostat Work-
ing Papers, Population and social conditions 3/2000/E/N° 1
(Luxembourg: Eurostat, 2000).






Session 1

Produits culturels : Products of Culture:

définition, their Contents,
classification et Classification
échange and
international Exchange
Lundi, 21 octobre 2002 Monday, October 21, 2002,
Conférenciers Lecturers
David Melo Regional Center for Book Fostering in Latin America

and the Caribbean, CERLALC,
Bogotd, Colombia

Lluis Bonet Universitat de Barcelona,
Barcelona, Espana

Luca Dal Pozzolo Osservatorio Culturale del Piemonte — Fondazione
Fitzcarraldo, Torino, Italia

Dick Stanley Department of Canadian Heritage,
Hull, Canada
Président de la session Chair of the session
Benoit Laplante INRS-Urbanisation, Culture et Société,

Université du Québec a Montréal,
Montréal, Canada






Résumé de la session

par Anne Bernard
Conseil des arts et des lettres du Québec

De forts besoins en termes de
définitions

Selon David Melo, il existe un réel consensus
sur la nature des secteurs a étudier dans le sec-
teur de la statistique culturelle en Amérique
Latine, notamment sur I'importance a donner
aux indicateurs économiques. Parallelement a
la volonté croissante de travailler en partena-
riat et de mettre les données recueillies a la dis-
position des chercheurs, on observe un fort
besoin en termes de définitions des concepts
associés aux indicateurs culturels.

Les problemes majeurs soulevés par les inter-
venants sont liés aux difficultés de définition, a
I'insuffisance de certaines données et de I'ana-
lyse, au manque de connaissance des sources
d'information et a la difficulté de procéder a
des analyses comparatives dans des contextes
structurellement différents. Il demeure ainsi tres
difficile de définir le « produit culturel ».

Pour Luca Dal Pozzolo, le probleme de défi-
nition auguel nous nous trouvons confronté
en ce qui a trait aux indicateurs culturels doit
également tenir compte de I'existence d'une
compétition entre les territoires. La dimension
politique est aussi au coeur du probleme pour
Lluis Bonet selon lequel deux questions prin-
Cipales se posent, soit I'identification des indi-
cateurs les plus utiles pour I'élaboration de
politiques culturelles et I'amélioration de la
qualité, de la fiabilité et de I'accessibilité des
statistiques culturelles.

Plus que des indicateurs,
des significations

Poursuivant des objectifs d'évaluation de I'im-
pact sur I'auditoire de la consommation d’un

Session Report

by Anne Bernard
Conseil des arts et des lettres du Québec

Strong need for definition

According to David Melo, there is a consen-
sus on the nature of the sectors to study in
the field of cultural statistics in Latin America,
notably with respect to the importance given
to economic indicators. Associated with the
increasing resolve to work in partnership and
to put the gathered information at the disposal
of researchers, one observes a strong need to
define the concepts associated with cultural
indicators.

The major problems raised by the participants
are connected to definition issues, to the in-
adequacies of certain information in particu-
lar and of analysis in general, to the lack of
knowledge of information sources and to the
difficulty in proceeding with comparative
analyses in structurally different contexts. As
a result, it remains quite difficult to define the
“cultural product”.

For Luca Dal Pozzolo, the definition issue with
which we are confronted concerning cultural
indicators must also take into account the pres-
ence of competition between territories. The
political aspect is also at the heart of the prob-
lem according to Lluis Bonet who believes that
there are two main questions to address, in
particular the identification of indicators most
useful to the formulation of cultural policies
and the improvement of the quality, reliability
and accessibility of cultural statistics.

More than indicators,
meanings

Through his work in assessing the impact of
cultural product consumption on the public,
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bien culturel, Dick Stanley affirme qu'il serait
important de prendre en considération I'im-
pact de cohésion sociale que cette consom-
mation peut produire. Or, selon plusieurs
intervenants, rien ne nous permet d'affirmer
qu'il est possible d'élaborer des indicateurs
sur les impacts positifs et négatifs de la con-
sommation culturelle. Et selon plusieurs inter-
venants, ce n'est pas a la statistique d"aborder
ce genre de terrain miné.

Dans la perspective d'évaluer les effets sociaux
de la consommation culturelle, il est impor-
tant de ne pas omettre qu'hors des réactions
positives ou négatives que I'activité artistique
induit, cette activité est essentielle en raison
du fait qu'elle innove et expérimente.

Plusieurs participants s'entendent sur le fait
qu’il faut certes construire des indicateurs,
mais que les questions principales doivent
porter sur la méthodologie a utiliser pour le
faire afin de produire des significations. Car
c'est en termes d'analyse et de signification
qu'il faut concevoir des indicateurs culturels.

Innover dans la collecte de
données et la construction
de significations

Les enjeux de la collecte et de I'analyse selon
Lluis Bonet sont I'extréme difficulté de pour-
suivre l'idéal de comparabilité objective des
informations produites, la difficulté de tra-
vailler des indicateurs qualitatifs a I'échelle
internationale, la prise en compte de sources
d'information hétérogenes de méme que la
considération du fait qu'aucun agent ne dé-
tient a lui seul le monopole de I'observation
légitime, chaque logique disposant d'atouts
et de handicaps.

Des intervenants soulignent que dans les pays
en développement, la collecte de I'information
demeure un probleme tres important et qu'il
n'y a souvent pas de consensus sur le type de
données a collecter. Il faudrait prioriser les be-
soins, faire un consensus sur les indicateurs a
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Dick Stanley maintains that it would be im-
portant to consider the possible social
cohesion effect of such consumption. How-
ever, according to many participants, nothing
allows us to affirm that it is possible to formu-
late indicators on the positive and negative
impacts of cultural consumption. Furthermore,
these participants believe that it is not up to
the statistical field to take on such a knotty
issue.

In anticipation of evaluating the social effects
of cultural consumption, it is important not to
forget that beyond the positive or negative
reactions that the artistic activity produces, this
activity remains crucial in that it innovates and
experiments.

Many participants agree that we must admit-
tedly build indicators but the main questions
must focus on the methodology to use to pro-
duce them in order to achieve meaning. For it
is through analysis and meaning that cultural
indicators should be born.

Innovating in data collection
and in building meaning

According to Lluis Bonet, collection and analy-
sis challenges represent the ultimate difficulty
in pursuing the ideal of the objective compa-
rability of produced information. They also
represent the difficulty in working with quali-
tative indicators on an international scale, in
taking into account heterogeneous informa-
tion sources as well as in realizing that no agent
alone has the monopoly of legitimate obser-
vation, each concept having its own advan-
tages and handicaps.

Some participants stress that in developing
countries, data collection remains a very seri-
ous problem and that a consensus seldom is
reached on the type of data to collect. It would
De necessary to prioritize the needs, to reach
a consensus on the indicators to build and to
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construire et développer des facons créatives
d'analyser. Innover dans le domaine de la sta-
tistique culturelle est une nécessité et constitue
un défi d'importance.

Des intervenants précisent qu'en Afrique, les
préoccupations liées a la culture sont directe-
ment liées au développement et que la cul-
ture devrait étre appréhendée dans une
perspective de vie et non de seule conserva-
tion du passé comme c'est le cas tres
souvent lorsque les inventaires effectifs se fo-
calisent sur la conservation des éléments du
passé, du patrimoine et des traditions. L'ac-
cent devrait également étre mis sur le tourisme
culturel.

En outre, sur tous les continents, se font sentir
de véritables besoins en matiere de politiques
publiques. C'est pourqguoi la recherche statisti-
que culturelle doit étre associée étroitement aux
besoins de la sphere politique. Luca Dal Pozzolo
a d'ailleurs souligné la grande nécessité de
données subtiles, précises, articulées, pour dé-
crire une petite histoire du territoire afin que
I'opérateur puisse opérer. De fait, I'analyse ré-
gionale, qui est I'activité principale de I'Obser-
vatoire Culturel du Piémont, pose non
seulerment la difficulté de construire un cadre
statistique des principaux indicateurs, mais
également celle de produire un patrimoine de
connaissances en mesure d'aider tous les
agents dans les processus décisionnels.

Accepter la mobilité et
la complexité

Selon Lluis Bonet, il est important d'avoir une
pluralité des sources d'information, le défi étant
avant tout d'accepter la complexité ainsi que de
disposer de ressources statistiques et analytiques
qui permettent d'interpréter I'nomogénéité crois-
sante des marchés culturels sans renoncer a l'ex-
pression des cultures. Le défi est d'étre a la fois
honnéte, en identifiant notamment les limites des
études réalisées au niveau académique, et am-
bitieux, en se donnant les moyens d'agir et de
répondre a des défis d'importance.
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develop creative ways of analysing. In the area
of cultural statistics, innovation is a necessity
and constitutes a serious challenge.

Some participants point out that, in Africa,
cultural concerns are directly related to de-
velopment and that culture should be ap-
proached from a perspective of living and not
from the limited perspective of conserving the
past. Often this is the case when ex post in-
ventories focus on conserving elements from
the past or that are grounded in heritage and
tradition. We should place emphasis on cul-
tural tourism as well.

Moreover, all continents are experiencing a
genuine need for public policy. That is why
cultural statistic research must be closely as-
sociated with the needs of the political arena.
Infact, Luca Dal Pozzolo stresses that there is
a great need for sophisticated, precise, articu-
lated data to describe the small history of a
territory in order for the operator to operate.
For all practical purposes, regional analysis,
which is the principal activity at the
Observatoire Culturel du Piémont, makes it not
only difficult to build a statistical framework
of principal indicators, but also to produce a
heritage of knowledge that could assist all
agents in the decision-making process.

Accepting mobility and
complexity

For Lluis Bonet it is important to have multiple
sources of information; the challenge mainly
being to accept the complexity and to dispose
of statistical and analytical resources that en-
able to interpret the increasing homogeneous
nature of cultural markets without relinquish-
ing the expression of cultures. The challenge
is to be honest, by identifying the limits of the
studies conducted in the academic field and
ambitious, by giving ourselves the means to
act on and meet important challenges.
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Pour Luca Dal Pozzolo, il faut que la culture
utilise la complexité du réseau puisqu'elle est
une composante du développement local du-
rable. Il faut passer de la dimension exclusi-
vement économique a I'impact plus global sur
la société locale, en terme d'identité et de co-
hésion sociale, en tenant compte des dimen-
sions aussi « affectives » des effets culturels.

Plusieurs intervenants s'entendent sur le fait
que les données statistiques sont mobiles et
que cela exige une grande rigueur et de I'in-
novation dans leur collecte et analyse. Les
données évoluent et disparaissent parfois au
moment méme ou les instruments sont en
place pour les recueillir.

Face a la volatilité des données, le défi de I'ana-
lyse est tres clair : il faut trouver les moyens
d'interagir avec les instruments structu-
rellement imparfaits, sectoriels et incomplets
dont on dispose pour produire des significa-
tions qui correspondront souvent a une ana-
lyse du passé. Telle une photographie,
I'analyse ne nous montre pas la vérité mais la
partie la plus stable de cette réalité, soit la
partie fixe ne comprenant pas la partie mou-
vante. La question est de savoir comment ren-
dre compte de la partie dynamique et
mouvante qui constitue tres souvent la partie
la plus intéressante de la réalité.

A cette difficulté s'ajoute celle de rendre
compte de phénomenes mouvants puisque si
I'analyse statistique rend compte de ce qui est
observable, la rencontre avec I'art, quant a
elle, est du domaine du subjectif. Les indica-
teurs étant des construits sociaux, la question
a se poser est celle de savoir si la rencontre
avec l'art peut étre ramenée a des dimensions
commensurables sans étre completement ré-
duite ou diminuée.
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For Luca Dal Pozzolo, culture must make good
use of the complex nature of the network be-
cause it is a component of locally sustainable
development. We must move from the eco-
nomic dimension to a more comprehensive
impact of culture on the local society, taking
into consideration the effects on local identity,
social cohesion and, in general, the "affective
dimensions” of cultural effects.

Many participants agree that statistical data
are mobile and that their collection and analy-
sis require a great deal of rigour and innova-
tion. Attimes, data can evolve or disappear at
the exact moment the tools are being imple-
mented to collect them.

In the face of data volatility, the analysis chal-
lenge is very clear: we must find a way to
interact with the structurally imperfect, sectoral
and undeveloped tools at our disposal to pro-
duce meanings that often will correspond to
a past analysis. Much like a photograph, analy-
sis does not show us the truth but the most
stable part of reality, namely the static part
that does not include the changeable part. The
issue here is to find a way to account for the
dynamic and changeable part that constitutes,
more often than not, the most interesting part
of reality.

To this difficulty, add that of accounting for
changeable phenomena. For if statistical analy-
sis accounts for everything that is observable,
an encounter with art, in and of itself, belongs
to the subjective. Since indicators are com-
posed of social constructs, the question to ask
is can an encounter with art be reduced to
commensurable dimensions without com-
pletely being toned down or diminished.
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Résumé

Jusqu'a présent, en Amérique latine, les poli-
tiques culturelles semblaient surtout concer-
ner des aspects spécifiques de la culture : les
arts et le patrimoine, la créativité et la mé-
moire. Ce n'est que récemment que de nou-
veaux concepts comme les industries
culturelles et d’autres perspectives économi-
ques concernant la culture, ont été mis a I'or-
dre du jour des décideurs de ce secteur.
Malgré tout, pendant plusieurs années, les
intervenants de différents secteurs comme
ceux de I'industrie du livre, du cinéma ou de
la telévision se sont efforcés de faire partie
des programmes gouvernementaux, mais ils
n'y sont parvenus qu’occasionnellement, sur-
tout en étant intégrés a des secteurs comme
celui des communications ou des services,
rarement au secteur culturel. L'une des ques-
tions importantes soulevées dans |'analyse des
rapports entre la culture et I'économie est celle
de la définition du secteur culturel, de ses pro-
duits et de ses services. En nous appuyant sur
deux études de cas, nous décrirons comment
cette question a pu étre résolue en Amérique
latine. Depuis 1994, le Regional Centre for
Book fFostering in Latin America and the
Caribbean (Centre régional pour la promo-
tion du livre en Amérique latine et dans les
Caraibes) - CERLALC - étudie la situation de
I'industrie du livre (production et commerce)
dans douze des pays membres. Par ailleurs,
depuis 1999, le Ministre de la Culture de la
Colombie a développé une recherche visant a
mesurer I'impact économique des industries
culturelles. Bien qu’ayant obtenu des résul-
tats significatifs, il leur reste a adapter leurs
définitions du secteur culturel et a mettre au
point des indicateurs appropriés concernant
les impacts économiques et sociaux de la cul-
ture.

Abstract

Cultural policies in Latin America seem to have
focused in specific aspects of culture: arts and
heritage, creativity and memory. Only in re-
cent years new concepts as cultural industries
and other economic perspectives of culture
have become part of the agenda of cultural
policy makers. Nevertheless, for many years
stakeholders of sectors as book publishing
industry, filmmaking or television have been
striving to be part of public agendas, and only
in some cases they have managed to do so,
mainly as part of sectors as communication
or services, only in few cases as part of the
cultural sector. When addressing the analysis
of relations between culture and economy;, one
of the main issues is to define a cultural sec-
tor, its products or services. Based in two case
studies, we will show how this issue has been
solved in Latin America. The Regional Centre
for Book Fostering in Latin America and the
Caribbean — CERLALC — , has studied since
1994 the situation of the book publishing in-
dustry (production and trade) in 12 of its
member countries. On the other hand, since
1999 the Ministry of Culture of Colombia has
developed a research to calculate the eco-
nomic impact of cultural industries. Though
they have reached important results, they are
still looking forward to adjust their definitions
of the cultural sector and to develop appro-
priate indicators of both economic and social
impacts of culture.
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1. The first part of the story: statistics on book production and trade

Beginning at the end of the 1980s, The Regional Center for Book Fostering in Latin America and
the Caribbean, or CERLALC from its initials in Spanish (Centro Regional Para el Fomento del
Libro en América Latina y el Caribe), with sponsorship and technical support on the part of
UNESCO, undertook the task of developing a methodology that could be adapted to the condi-
tions of each country in the region and that is to be oriented towards producing reliable statis-
tics in order to show the true picture of the publishing sector along with its evolution, tendencies
and possibilities for development.

In this context and with the collaboration of the Grupo Interamericano de Editores, GIE (Inter
American Publishers” Group), CERLALC held the Technical Meeting of Persons Responsible for
the Production of Statistics on Books at the 1992 Sao Paolo Book Biennial. The principal objec-
tives of the meeting were, first of all, to carry out a diagnosis of the situation with respect to the
production of statistics on publishing in Latin America and, secondly, the building of a regional
information system on book production with a statistical component whose methodology would
facilitate the obtaining of reliable, current and comparable results. Among the most outstanding
overall agreements to come out of the meeting are the following:

- To delegate general coordination for the project to CERLALC and to request that the
Chambers of Books that make up the GIE assume responsibility for providing leadership
in each country with the support of the relevant governmental sources of aid.

- To establish the general topics to be included in a survey that would determine the basic
points, which at the very least would have to be obtained from primary sources.

A few months later in Buenos Aires, CERLALC and GIE, after studying the different methodo-
logical proposals geared towards obtaining and presenting representative data for the sector,
decided that the most effective way of obtaining information was by means of carrying out
direct surveys of publishing houses previously selected by means of a sample design. The meth-
odological model developed by researchers Marta Oliveira y Elizabeth de Melo of the
Fundacion Joao Pinheiro de Bello Horizonte, which at that time was being applied by the
Brazilian Book Chamber, was adopted as the model.

CERLALC contacted the researchers and directed them to come up with a proposal fitted to the
needs of the two countries in which the research was to be done: Colombia and Argentina. The
Cémara Brasilera del Libro (Brazilian Chamber of Books) has continued to carry out the study
in that country and at the present time releases quarterly results. The Camara Colombiana del
Libro (Colombian Chamber of Books) has been carrying out yearly studies since 1994. The
Argentine Chamber began to participate in 1994 and produced three consecutive studies. The
Chambers of Books of Chile, Cuba, Ecuador, Paraguay and Venezuela adopted the methodol-
ogy in 1996 but have not periodically carried out the research. The Camara Nacional de la
Industria Editorial Mexicana (The National Chamber of the Mexican Publishing Industry), which
produced its statistics using a different methodology until 1996, adopted CERLALC's methodol-
ogy starting in 1998 and Is presently producing its fourth consecutive study. The Peruvian
Chamber of Books is completing its second study and the Costa Rican and Bolivian Chambers
of Books are carrying out their first studies at this time.
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The most recent Regional Meeting of Experts on Book Production and Trade Statistics was held
in November of 2000 and included participation on the part of representatives of the Chambers
of Books of 12 countries. Adjustments were made at this assembly to the methodology. and
agreements aimed at facilitating comparison of figures produced in the studies carried out in
each country were ratified.

The structure of CERLALC’s methodology

The design of the research has been formulated based upon UNESCO's “"book chain™ concept
as it appears in its document “Politicas Nacionales del Libro” (National Book Policies). (See the
graphic redesigned by CERLALC).

Among the chain’s different components, emphasis has been placed on the publishing houses,
book importers and booksellers (wholesale distributors, bookstores and other retail channels).
For the purposes of this research, each group is classified as an independent universe.

In accordance with their legal status, publishing firms are classified as industrial publishers,
university publishers, authors™ publishers and one-person publishers, governmental bodies,
foundations, associations and institutes, international organisms, religious institutions and pri-
vate non-publishing firms.

CERLALC and the GIE have concentrated their studies primarily on the industrial publishing
houses because their statistics are the most representative of the book chains in most countries.
Some countries have begun to study the import sector as an important part of ascertaining the
domestic consumption of publishing products. Starting next year, the first pilot study on the
situation in the Brazilian market channels will be carried out. As an accompaniment to the
studies being carried out in order to analyse the supply side of publishing, CERLALC has partici-
pated in a number of pilot experiences aimed at the study of reading habits and book consump-
tion.

CERLALC’s methodology for producing statistics on book production and trade is based on
coming up with information through the use of surveys applied to a representative stratified
sample of firms in a previously identified universe.

In the case of the study of industrial publishing houses, the sample is defined as encompassing
private firms that produce books for sale on a regular basis. Once all of the active industrial
publishing houses have been identified, they are then stratified. To this end, two classification
criteria having to do with production and market behaviour have been established: the publish-
ing sub-sector to which they belong and the size of the firm.
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The publishing sub-sectors included in this study are as follows:

- Didactic: firms that produce textbooks for primary and secondary education along with
para-didactic and para-educational aids are exclusively found in this sub-sector. This does
not include books used as guides for the diverse university academic programs.

- General interest: these are firms that produce books in the categories of literature, the
arts, personal growth, sports and entertainment, the esoteric, health and well being,
travel, cooking, nutrition and home economics as well as reference works.
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- Religious: this refers to firms producing all kinds of religious materials for the diverse
religions and sects.

- Sclentific, technical and professional: firms which produce university texts (other than
didactic texts) along with scientific and technical works on philosophy and psychology in
addition to books on ecology. geography and history are grouped together here.

- Collections: these are firms that produce general collections, encyclopaedias and publica-
tions in series. They could in fact be included in the general interest sub-sector but, due to
their specific commercial characteristics, we suggest that they be considered independ-
ently in that numerically they constitute a large part of the sample studied.

Classification of publishing firms by size is carried out in accordance with the value of book
sales and is divided into the following four categories: micro business, small business, medium
size firms and large firms.

This study seeks to gather homogeneous information in the countries where it is carried out so
that the results may be compared. To this end, certain minimum contents have been established
for the survey questionnaires (with certain established variables) even though each country is
free to determine the characteristics and the degree of emphasis of the topics to be developed
during the course of the research in accordance with the need for information of each of the
members of the entities involved. The principal topics that must be included in the research are
as follows.

Production

The first indicator obtained through the CERLALC studies is that of the number of titles and
copies produced both in first editions and subsequent editions and reprints.

The title is the name that identifies a work, in this case referring to a printed publication made
up of one or more volumes. The title is specifically the name of a particular work and many
copies of a title can be printed.! We refer to each copy of each of the books that make up an
edition or print run as a copy. We refer to each of the books that make up an edition or print run
as a copy.®

The term first edition refers to the first appearance in the marketplace, as published by a par-
ticular firm, of a title that has been created from an original having unique characteristics and
has been delivered by an author or editor to the printing process. A new edition is brought into
being when the original work is re-edited, that is to say, when significant changes are made
involving the cutting, modification and addition of text or illustrations. A reprint is the process
whereby the original book is printed again and without modifications, which is to say that the
same characteristics and specifications prevail .?

The second indicator obtained from the CERLALC studies is that for production by subject
areas. This refers to the number of titles published and the total print run according to the ISBN
table of contents.

1. Roca Linn, Luis, 2 “Glosario del Libro y la Edicion”, (Glossary of Books and Publishing) CERLALC Magazine. Serie profesional del
Libro y la Edicion No. 2. (Professional Series on Books and Publishing N° 2) Page 74.

2. lbid.
3. Ibid p 65 and 68.
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The table of contents serves as a guide for the classification of works that have been produced
on different subjects. The currently used table for all countries in the region was developed by
CERLALC and approved by the Second Latin American Meeting of National ISBN Agencies. It
consists of 10 subject groupings that are identified by three digit numbers from 000 to 999,
each of which encompasses sub topics and notes in which thousands of topics and other mat-
ters are included and inserted.

The areas have been numbered as follows: 000 General Subjects; 100 Philosophy and Psychol-
ogy; 200 Religion; 300 Social Sciences; 400 Linguistics; 500 Pure Sciences; 600 Technology
and Applied Sciences; 700 The Arts, Recreation and Sports; 800 Literature; 900 History and
Geography.

For this study, a table has been drawn up based on the abovementioned nine subject groupings
to which an additional group has been added, the 1000s, which refers specifically to titles
produced as school textbooks. An analysis of production according to classification in the 11
sub-sectors established for the study is presented as part of the reported results.

The third indicator is the one for translations, which in turn refers to works originally produced
in other languages and which are then translated into Spanish or Portuguese. There is also an
indicator for works produced in languages other than Spanish or Portuguese. Lastly, informa-
tion is given with respect to works and copies that have been co-published. Co-production
refers to an association of two or more publishers having the aim of giving impulse to and
producing the edition. Firms having different legal status (i.e. universities, governmental enti-
ties, industrial publishing houses, other private enterprises and NGOs) may be jointly involved in
the project.

Sales

The sales indicator refers to the number of titles and copies sold in each publishing sub-sector
as well as to the total net receipts both in the domestic and export markets. The methods
utilized by the publishing houses for selling books are also analyzed. There are two basic types:
by means of distributors and by means of direct sales to the different commercialization chan-
nels. The commercialization channels studied are as follows:

- Traditional and virtual bookstores.

- Magazine and newspaper stands, including Kiosks.

- Large scale outlets: These include shopping malls, chain stores and supermarkets.

- Book fairs and other events.

- Government: sales made to national, regional or local governments.

- Schools.

- Libraries and research centers.

- Private firms: sales made to industrial or commercial firms whose activities are unrelated
to the world of books.

- Sales made to Parent Teacher Associations or similar organizations.

- Sales outlets belonging to the publishing house itself.

- Direct marketing (direct sales on credit/ door to door sales).

- Direct mail/ book-of-the-month clubs.

- Internet.
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Export business

An indicator for the number of works and copies produced nationally and then exported is
constructed. This indicator further specifies the value of these exports for each of the receiving
countries. Given the fact that there are firms engaging in exportation that are not in and of
themselves publishing houses (such as distributors and the graphic sector), it is important to
obtain secondary information from the ministries of foreign trade or economics, customs agen-
cies and national institutes of statistics which will give an overall picture of the totals for exports.

Another indicator for the number of works and copies imported by publishing houses accord-
ing to country of origin and monetary value is also constructed. As in the case of exports, it is of
fundamental importance here to obtain secondary information in order to be able to determine
the total number of books imported by foreign publishing houses and sold in the receiving
country as well as to be able to show the tendencies and size of the book market, both with
regard to domestic as well as external production.

Copyrights

When an author cedes the right to publish his work, a publishing contract based on the regula-
tions currently in force with respect to intellectual property is signed. Taking this into account,
the CERLALC studies have the aim of finding out which works give rise to the payment of
royalties as well as the amounts paid in this respect both inside the country and abroad.

Employment

This refers to the number of employees of the publishing houses who are either under perma-
nent contract or temporarily employed. Permanent employees are those who are on the monthly
payroll. Temporary employees are those who are hired in order to undertake a specific or
occasional task in the firm for a short period of time. Free lancers, who are called upon for
carrying out a specific job and are employed by means of a contract for services rendered, must
also be included under the heading of temporary employees. In cases in which the same person
is thus called upon on more than one occasion, the person is counted only once in the statistics.

In accordance with the specific characteristics of the reality of each country, a survey question-
naire is designed along with the necessary instructions and subject appendixes in order to
facilitate its being filled out. This questionnaire makes it possible to accumulate quantitative
information on the most relevant variables for production and the book market. In order to
obtain this information, the questionnaire is delivered to the person in each firm responsible for
filling it out personally. Permanent contact with the participants in the survey is established so
that, by means of frequent communication along with detailed follow up, reliable information
on all of the firms may be obtained.

Once the questionnaires have been filled out, they are forwarded to CERLALC for classification
and review and are then sent back to the technicians in their respective countries so that they in
turn may continue with the process of consolidating the results. The questionnaires are returned
without revealing the identities of the firms from which they came, thus guaranteeing that the
information they contain will remain confidential. The results of the research are analyzed and
validated by experts in this field. The figures thus obtained are then put into chart or graphic
form after having omitted the identifying information of the participating firms.
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At the end of the process, a document is drawn up containing the results of the research as well
as the figures obtained for the proposed variables in the questionnaire. These variables are
analyzed by sub groups in accordance with the pre-established guidelines for configuration
and distribution of the universe group.

2. The second part of the story: indicators of the economic impact
of the cultural industries in Colombia

The Convenio Andrés Bello and the Colombian Ministry of Culture financed a research group to
evaluate the economic impact of the cultural sector in the country, since October 1999 until
June 2001. The group made an exhaustive bibliographic revision and adopted for other sec-
tors, the methodological processes developed by CERLALC for the publishing industry. Like-
wise, this design was completed by the proposals of research stated in two documents:

- The economic impact of the industries protected by copyright, prepared by a Colombian
company called Pachdn Asociados, by assignment of the General Direction of Copyright
and CERLALC in 1989.

- Las industrias de la cultura y el ocio en Espana (The industries of culture and leisure in
Spain), prepared by the researchers Marfa Isabel Garcfa, Yolanda Fernandez and José
Luis Zoffo for the “Fundacion Autor™ of the Sociedad General de Autores de Espafa,
SGAE in the year 2000.

If the research team had assumed an anthropological definition of the concept of culture, they
would have had to study the economic impact of almost all the human productive activities,
because in the end each activity makes part of our culture.

In the other extreme, the group could have assumed a much more restricted definition, under-
standing for culture what laypersons usually understand by such term, that is, a set of artistic
activities to which a select group of persons intellectually or academically prepared usually
affiliates (opera, classics of literature, painting or music.).

In search for a definition that allowed circumscribing the scope of the research set out by the
Convenio Andrés Bello and the Ministry of Culture, they found a definition given by the United
Nations Educational Scientific and Cultural Organization (UNESCO). For them, and also for the
Study of Economy & Culture, the possibilities of commercial tapping of the artistic creation are
closely linked with copyright. UNESCO proposes the concept of “cultural industry”, introduced
since the fifties by Theodor Adorno and Max Horkheimer of the Frankfurt School, mainly to
describe “the mass technological culture as opposed to the alternative of the individual and
authentic cultural production of pure arts.™

UNESCO definition, given in the late nineties, eliminates the differentiation between mass culture
and elite culture suggested by Adorno and raises a notion of cultural industries associated with
the concept of creation or creativity in a wide perspective. And in the intent to articulate abstract
dimensions such as culture, art, creation or creativity with other very concrete dimensions such
as industry, economy and market, it relates its definition of cultural industry with the copyright:
cultural industries are those which reproduce and commercialize, at industrial scale, works

4. “Impacto de la Cultura en la Economfa Chilena”. (Impact of the Culture in the Chilean Economy) Ministry of Education of Chile.
Convenio Andrés Bello.
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protected by copyright, based on a physical support. In that way the three fields of culture,
economy and law are related, relation difficult to conciliate for some people.

The legal framework on copyright is an appropriate background for regulating, from the judi-
cial viewpoint, the commercialization of the cultural activity, which has grown in importance
from the economic point of view, although for most of the people its value is or should be
fundamentally intangible. This claim, traditionally made by artists or creators in order to receive
social recognition on the validity of their work and on the importance to build sustainability
conditions for carrying out their creative work, finds a judicial support in the copyright and
financial viability in the cultural industries.

Obviously, we recognize that the governments have a key role to play in the application of
promaotion policies to creativity, but we suggest that it is not possible to delegate on them all the
responsibility to protect and promote a cultural development process that reflects the plurality
of the visions which co-exist in our societies so that, as recommended by the specialists in public
policies in the matter, truly contributes to generate an intercultural dialogue, to stimulate citizen
participation, strengthen the social tissue, build up a more democratic society, just to mention
some of the cultural policy goals.

Study of Economy and Culture® is the name given to this joint analysis of the public sector
objectives and investment private initiatives in the cultural sector. This research is intended to
show, first, that the cultural sector is not only a set of activities begging for allowances and aids,
though it is admitted that these cultural workers are those most needing government attention.
And second, that to contribute to maintain a plural quality production, it is necessary to design
public promotion policies also intended to the cultural industries, given its contribution to the
economy and namely, to the promotion and dissemination of the most diverse expressions of
the culture, understood in a wide perspective.

When assuming the study on the economic impact of the cultural industries, the research team
faced a major obstacle, which undoubtedly has been to try establishing bridges between the
world of economy and the world of culture. From the economists perspective all human activi-
ties have economic implications; from the perspective of the culture scholars, especially from
the anthropological or other social sciences fields, all human activities are part of their cultural
process; thus, it would be obvious that the relation between economy and culture were ungues-
tionable.

Then, how come, most of the economists * analysis do not include the industrial or commercial
dimension of culture? And then, how come most active cultural promoters frequently consider
despicable any commercialization of the cultural production, and even in the most radical cases
appear to totally disagree on talking about cultural products or services and prefer to talk
exclusively of the social processes that build the culture?

Perhaps the main clarification to be pointed out is that we do not consider that the Study of
Economy and Culture should be solely limited to the analysis of the cultural sector in relation to
markets, industries or trading. Regarding cultural activities, with no doubt, this is the topic less
studied by economists and culture experts. What is our understanding of cultural business?

5. Study on Economy and Culture, is the name of the research team established by the Convenio Andrés Bello and the Colombian
Ministry of Culture. Ramiro Osorio Fonseca, Fernando Vicario, Miguel Durdn, Marfa Cristina Serge, Claudia Antonia Arcila, Javier
Andrés Machicado, Sylvia Amaya, Rafael Gutiérrez, Omar Lopez have been team members, whose texts are included in this paper.
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What does it mean culture industrialization? Is not most of the cultural production rather
craftsmanlike? Can the activities of intellectual creation traded for mass consumption by the
industries be considered as part of the culture of a country? (In Colombia, for example, soap
operas, vallenato music, radio advertising, photographs or essays published by the press.)
Which is the contribution of these activities to the national economy and what are the policies
required for their development and qualification?

The Study of Economy and Culture has focused in these sorts of questions, but its scope has
been much wider and has not discarded the basic role of the government in promoting culture.
Jorge Orlando Melo® states that these kinds of studies are relatively recent. He considers William
Baumol and William Bowen to be the precursors in this subject matter with their work on
economy of the stage arts published in 1966.7 J.O Melo explores diverse forms to study the
relation between these two disciplines, especially approaching to a delimitation of the State
function in this matter. Does the market allow an efficient allocation of resources to this area
(culture), and meeting the social demand? Is it justified, by economic reasons, the State inter-
vention to regulate, protect or subsidize cultural activities?"®

J.0. Melo suggests that the greatest challenge faced by these studies is to give an answer of what
should be the manner to finance cultural activities and up to what extent should the State guaran-
tee its support. “For some economists there are no adequate reasons to prevent that the consumer
preferences, expressed in the market by purchasing shows or cultural events tickets or acquiring
works of art or industrial products which incorporate them, such as books or records, determine
what cultural items are produced.” And he continues: “This position dramatically contradicts the
usual perception, in our countries especially, about the State cultural responsibilities.”

“From the purely economic viewpoint, there are acceptable arguments to justify the subsidy to
the culture. In other terms, it may be reasonably sustained that the market operation does not
produce always efficient results in the field of art or culture. These inefficiencies may be attrib-
uted essentially to the existence of positive externalities, as those derived from the social benefit
produced by the individual enjoyment of cultural items, or those due to the preservation of the
cultural heritage for future generations, or those related to the well-being theory and which are
based in the existence of wide sectors of the population without the proper income. In addition
to economic considerations, there are social and political arguments or ethical valuations of the
cultural activity to justify the fact that the State levies taxes to the society so as to increase the
cultural offer by subsidizing certain activities.”

Let us accept that a cultural activity generates positive externalities at the moment in which
society acquires a cultural product or service by means of an economic exchange. Martin
Hopenhayn® suggests some of the forms which such positive benefits arising from cultural
activity may take: “...culture is increasingly important in the dynamic of development. The new
modes of utilization and production in the field of information and communications constitute a
decisive factor in economic competitiveness, in employment, in the making up of consensus, in
policymaking and in the exercise of citizenship.”

6. “Economia, Culturay Mecenazgo”, paper written by Jorge Orlando Melo for the Seminar on Economy and Culture held in 1999 by
the Convenio Andrés Bello and the Ministry of Culture. Available at the library: Biblioteca Luis Angel Arango website.

7. “Performing Arts: The Economic Dilemma”, William Baumol and William Bowen. 1966.
8. Jorge Orlando Melo, op. cit.

9. In "El lugar de la fatalidad, el lugar de la esperanza: América Latina y la aldea global” (“The place of fate, the place of hope: Latin
America and the global village™). paper presented at the Conference on Economics and Culture, Bogotd, May of 2000.
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The workings of the market in terms of supply and demand for cultural goods and services do
not allow us to measure the additional benefit they provide to society. From the point of view of
economic theory, clear policies are proposed for recognizing this benefit, so as to arrive at a
point of efficiency that takes into account the benefits of cultural production to society as well as
to the individual. These policies usually take the form of taxes or subsidies provided by the
State. To cite just one example, the costs for restoration of historic monuments are accorded
highly favorable treatment with respect to taxes in the great majority of countries probably due
to the perception that we all benefit from the preservation of our national patrimony.

When an activity whose production generates positive externalities, such as cultural activity, is
left without state subsidies, the prices at which its products are bought and sold do not reflect
the true social benefit supposedly created by its consumption but instead reflect only the private
value, thus in many cases bringing about a market for the products in question which is too
small. What economic theory proposes is that the State must subsidize the consumption of
these goods or services by contributing an amount which takes into consideration the subjective
difference between the additional externality supposedly inherent in the consumption of an
additional unit of a product, in this case a cultural one, and the additional private benefit gener-
ated by this product on behalf of the producer. In other words, the subsidy must be equivalent
to the additional social benefit that the consumption of a cultural work provides to society. This
type of subsidy makes it possible to arrive at a larger market for cultural goods and services at
lower prices. At that point, it is possible to speak of a socially efficient level of consumption and/
or production; without subsidies there is no such efficiency at the social level, only at the private
level.

There is no general consensus, however, when it comes time to classify all cultural goods and
services as generators of positive externalities. What is the social benefit provided by the prod-
ucts of the cultural industries? Or rather, which of these products are suitable and effective at
the social level more than at the economic level?

[t is necessary to examine carefully and specifically what types of cultural products really gener-
ate these virtuous circles in the social and productive areas. It is possible that those cultural
products that show a high degree of economic dynamism do not coincide with those that are
considered to produce positive externalities. To this end, indicators for social impact of the
cultural industries must be looked at. The abovementioned questions must also be taken into
account at the moment in which guidelines are drawn up for formulating the relevant support
policies for cultural activity. The policy should be aimed at subsidizing that which truly produces
this type of externality while leaving that, which brings about economic benefits but does not
generate any type of positive effect for the construction of society at the mercy of the laws of the
construction of society.

As expressed by Jorge Orlando Melo'®: “The cultural forms of repetition and of escape: pornog-
raphy, horoscopes, popular dance music, television and the social pages of our magazines all
have their own markets and tend to expand at a greater rate than the gross national product
because they are the "gross” product, they do not need State support nor do we need to
convince our finance ministers that they produce employment and must therefore be defended.”

10. From “Economia, cultura y mecenazgo” (Economics, culture and patronage). paper presented at the Conference on Economics and
Culture in Bogota in May of 2000.
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And further along: “...what is important from the political point of view is the criteria for choos-
ing and promoting certain activities, in order to decide whether to subsidize certain products or
events. It is not culture in its widest sense that we must promote by means of our political
decisions: it is that culture which brings us nearer to a certain model of society, to a precise form
of coexistence and to countries that we have imagined and dreamed of. (...) With regard to
government funding, we must make choices guided by definitions of value and criteria of merit
and quality and the problem is essentially qualitative. That decision, which must be made through
democratic and representative procedures in which there should not be any taxation without
representation and which must be based on adequate and sufficient information, continues to
come in the impossible form that was set out in Latin America a century ago, in the sense that it
constitutes the selection of what we wish to consider to be civilization.”

Using the above as a starting point, we would have to ask ourselves: what is our objective in
wanting to measure the impact of the cultural sector on the economy? It is not enough to
demonstrate that the cultural sector as a whole is as profitable or even more profitable than any
other productive sector. With this measurement, we would merely be paying attention to one
partial aspect of cultural activity. It will be necessary to examine other types of indicators for this
sector so as to be able determine which activities have the greatest social impact and which are
the ones that are the most marginalized by market dynamics.

Financing, externalities, taxes, subsidies, regulation of the markets, inequalities in income among
the population, prices of goods, costs of production and maintenance, social impacts, the rela-
tion between culture and social development: there is such a wide range of topics in cultural
economics that we frankly find it difficult to explain why we have started with an evaluation of
the economic impact of the sector as well as with a reflection on various topics related to
economic policy aimed at stimulating cultural industries.

To begin by gathering figures on economic performance has had important implications. The
principal message is that the cultural sector, in effect, generates significant resources for the
economy, provides added value that is essential in a modern economy (creativity), which is
quantifiable up to a certain point, and generates employment. While we are not forgetting the
intangibles, it seems to us that in concentrating on what is immaterial we had disregarded
tangibles that are also of considerable importance. We shall construct a reliable body of infor-
mation using these results as well as others that we will have to create along the way, especially
those related to the social impact of cultural industries and their contribution to the imaginary,
their effects on the molding of tastes and thinking in our communities and their immense con-
tribution to the educational process of our children and young people. We firmly believe that
only reliable figures can convince our governments and our societies of the importance of
designing and applying comprehensive cultural policies that pay attention to those sectors that
demand aid and subsidies while at the same time recognizing the needs of the handicrafts
sectors and the industrial sectors that are also engaged in building culture. (Even though in
many cases they also transform culture in an undesirable manner. Whom are we going to trust
with these kinds of value judgments when persons of such diverse tastes co-exist in our socie-
ties?).

Confronted with the Byzantine debate over the dangers of State intervention in the definition of
content and in the orientation of ideologies through cultural policies, we nonetheless believe
that culture should not be abandoned to the rules of the market and thus be exclusively limited
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to products for mass consumption on the part of large television and radio audiences nor that it
be determined solely by the criteria of high profitability in the publishing and music industries.
In a spirit of respect for the plurality of content and ideological positions as well as for the basic
principals of freedom of expression and in defense of cultural diversity, the State, private enter-
prise, non governmental organizations, social organizations and individuals are all faced with
the challenge and the commitment of maintaining a pluralistic cultural production: the cultural
industries have a great potential for making a contribution in this area.

With regard to the industries, there is a marked lack of mechanisms geared toward avoiding problems
of sustainability and lack of profitability of the majority of cultural products. Usually, there is a concen-
tration of production and spreading among just a few products that are generally of lower quality.

The principal challenge for the State, the organizations of the civil society or the workers of the
cultural sector continues to be that of finding forms of communication and comprehension among
the users of cultural products and services as well as encountering creative forms of sustainability
and viability along with clear strategies for assigning governmental subsidies and support.

We would like to close this chapter, in which we have outlined concepts upon which the Study
of Economics and Culture has been based, with the following idea. Economists, cultural experts
and the general public tend to make radical divisions between mass culture and “true” culture.
When the role of the State with regard to culture is under discussion, all voices chime in as one
in defense of the libraries, museums, literary or musical classics, traditional expressions of local
culture in danger of extinction and the protection of cultural heritage. The major portion of the
content of the cultural products put out by what UNESCO has designated as “cultural” indus-
tries is regarded as being second rate culture or culture for the masses.

Those who have studied the communications media along with specialists in social science
research have explained it in this way: these industries are the medium through which content
flows into most of our communities and individuals. Amidst the processes of economic and
political globalization, we have found ourselves heading towards a cultural penetration and
superimposition even greater than that posed by the coexistence of diverse traditions and cul-
tures within a given social space. Huge trans-national emporiums dominate the production and
distribution of mass consumption goods.

The greatest percentage of what we call culture today is mass culture, which is to say, cultural
production that is considered to be an element of the market and is subject to the laws of supply
and demand as well as to the good will of the trade for its survival. At the same time, the sector
that is not mass culture must make a constantly greater effort to survive the fluctuations of a
business into which it still does not fit.

While the States neglect their budgets for the cultural sectors and society as a whole fails to
accord a higher priority to these topics or to put pressure on the State to establish transparent,
coherent and ambitious policies, the cultural industries advance toward processes of concen-
tration and reduction of content while at the same time they are drowning in problems related
to profitability and sustainability. Our objective is to obtain greater support for these industries
on the part of the State and the society as a whole because the content that flows through the
cultural industries is of fundamental importance for the construction of our cultures and, conse-
quently, for the possibility of forming more democratic, participative, pluralistic and competitive
societies.
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The fact that the cultural industries have two facets — being a source of spiritual value while at
the same time constituting economic power — demands a two fold approach: on the one hand
maximum advantage must be taken of their abilities for contributing to economic development
while at the same time their economic strengthening must spur cultural creativity.

In spite of the generalized tendency to regard the cultural sector as a net receiver of resources,
the activities of the cultural industries constitute areas in which investment in culture generates
profits. This fact explains the initial interest in developing a study for measuring the economic
impact of the cultural sector in our context and which will give rise, through analysis of the
resulting figures, to proposals for policies for providing support for cultural activity.

The activity of the cultural industries has two important implications that, however, are not
unconnected to each other. The lines between the role of the cultural industries in the develop-
ment of social processes, on the one hand, and as generators of economic product on the other,
change dramatically over time and are redesigned with each advance in technology and com-
munications.

The first implication, which deals with the social impact as a “hard” result of the cultural indus-
tries” products, is that these are immersed within all of our daily processes and that through
them society is transformed, profound and lasting processes of knowledge and learning are
generated and abilities and tools are transmitted over time. If this is the case, then the value of
the cultural industries” products is far greater than just the profits that they generate as material
goods. For a society, cultural consumption is therefore a set of processes for the appropriation
and use of products whose symbolic value predominates over its values of use and exchange,
as Néstor Canclini has observed'!. Or, to look at it in another way. the appropriation of products
in the context of cultural activity is social and not just private and generates economies of scale
that are fundamental for the growth of the instruments of production due to its contribution,
among other aspects, to the improvement of the quality of the workforce and, in the political
area, to the transformation of social processes.

However it is equally possible to argue that cultural activity gives rise to a productive sector that
in turn generates economic wealth that can be (and in fact is) privately appropriated and that
contributes to overall economic growth just like the process of production of any other type of
goods. Moreover, the figures for the cultural sector both in Colombia and other countries dem-
onstrate that this type of industry is experiencing much more rapid growth than that of other
manufacturing and service sectors, as can be observed in the figures found in the statistical
appendix. We can thus observe that the cultural industries, just as we have delineated them, are
protagonists in the productive dynamic and, as a result, in the determination of changing and
intermittent consumption at the economic level.

The dual nature of the cultural industries is thus explained by their power as generators of
Economic growth, as one measurement, but also by their involvement in the processes of learn-
ing and knowledge at the social level. Hopenhayn'@ describes it as follows: “there are powerful

11. In "El consumo cultural: una propuesta teérica” in E/ consumo cultural en América Latina, Santafé de Bogotd: Convenio Andrés
Bello, 1999. p. 42. (“Cultural Consumption: a theoretical proposal” in Cultural Consumption in Latin America).

12. Hopenhayn. op. cit.
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reasons for paying attention to the cultural industries and the way in which they operate. In the
first place, in various ways they have the leading role in the joining of the cultural dynamic and
the productive dynamic: In the first place, if we do not employ technical skills for the acquisition
and utilization of information and knowledge, we do not have the option of being economically
productive in the world of the future. At the same time, digitalization is today’'s common de-
nominator in the reproduction in series of almost everything that comes from the cultural indus-
tries and that, at the same time characterizes all production influenced by The Third Industrial
Revolution. And finally because both the cultural as well as the productive dynamics operate in
inverse relation to the historic stock-flow relationship (while having a negative effect on the
former and a positive effect on the latter) with a logic of accelerated obsolescence that imparts
both with a feverish dynamism.”

It is therefore not at all clear where the impact of the cultural industries as generators of social
processes ends and where their role as economic agents begins. Due to the growing influence
of the cultural industries in the technological and economic areas, there are no definitive criteria
today that would permit us to distinguish between those products having social impact and
those having economic impact. In many cases, the product of a cultural industry, such as in the
case of technical books, participates in the formation of lasting and sustained knowledge whose
social appropriation is very much greater than the undeniable economic benefit that its sale
provides to the private agent.

The majority of ministries, institutions and departments of culture continue to focus their actions
in the subsidized art sector and do not take into consideration the potential levels for commer-
cialization of the culture that they manage. The cultural industries, for their part, are increas-
ingly participating in market liberalization and in the processes of integration. The cultural in-
dustries have demonstrated a high level of medium and long-term growth that some experts
have estimated to be 10%, thus consolidating their position in the world economy as a strategic
area of production, exports and job creation.

The work and numerous achievements of the cultural industries confirm that “industry” and
“culture” are terms that complement one another and that little by little have been creating a
new source of power capable of competing fair and square in the midst of the unpredictable
evolution of the market. The spaces constructed by the cultural industries will have to be sub-
Jected to a constant process of analysis and criticism with the aim of taking the fullest advantage
of their abundant possibilities for defending the free and democratic nature of identities, thought
and culture.

Methodology used in the study of economy and culture

Based on UNESCO definition of cultural industries, the following eleven sub-sectors were stud-
ied: publishers, phonographic, movies, video, television, radio, press, magazines, stage arts,
visual arts and advertising. Evidently, the analysis of the relations between economy and culture
may be extended to other activities that are not related to copyright. For later stages of the
research we have considered important to study, for example, the expenditure in restoring
architectural heritage; the economic impact of the popular traditional celebrations and cultural
tourism; or the investment made in art and in culture educational academies.
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Following the structure of indicators adopted by CERLALC for the publishing industry, in each
one of the eleven sub-sectors of the Study of Economy and Culture we have intended to calcu-
late these economic indicators: contribution to the GDP. production, sales, employment, copy-
right payment, exports, imports and piracy.

According to the methodology proposed by the authors of the book “La Industria de la Cultura
y el Ocio en Espafia” (The Industry of Culture and Leisure in Spain) published by Fundacién
Autor (2000), the GDP has been considered the aggregate of all the added values generated by
all the copyright industries within the national territory, for a given period of time.

The added value can be understood, from a production point of view, as the difference between
current sales and intermediate purchases (current sales minus intermediate purchases):

AV = GPV-IP= CS-IP

It can also be understood, from an income point of view, as the sum of payroll expenses and the
gross surplus of exploitation:

AV = PE + CES

The measurement of the added value can include the indirect taxes minus subsidies (calculated
in market prices):

AVm= AV + [T-55

This estimate has been based on three types of activities, what allows a range of results that
reflects the complexity of such a measurement; insofar the limits of these industrial activities are
not fully defined, as stated above. Furthermore, this permits to differentiate between the contri-
bution of the cultural industries more strictly abided by the definition of direct cultural activities
(creation and production) and the contribution of activities more related to the distribution,
dissemination or use of products and inputs:

Type 1

It corresponds to direct activities, strictly related to the production of cultural industries. That is,
they are original creation and production activities of goods and services subject to copyright.
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Table No. 1

Direct Activities 2001

Tax Code ACTIVITY

2.211 Edition of books, brochures, scores and other publications
2.212 Edition of newspapers, magazines and periodical publications
2.213 Edition of recorded material

2.231 Art, design and composition

7.430 Advertising

9.211 Films and videotapes production & distribution

9.212 Films and videotapes screening

9.213 Radio and television activities

9.214 Theater and musical activities and other artistic activities
9.231 Libraries and archives activities

9.232 Museums activities and preservation of historic sites & buildings
Type 2

Includes activities related to production processes of cultural or indirect industries. These activi-
ties refer to the use and dissemination of cultural creations.

Table No. 2
Related Activities 2001

Tax Code ACTIVITY

2.219 Other NCP edition activities

2.221 Printing activities

2.222. Print —related services activities

2.230 Recording reproduction

3.691 Manufacturing of jewelry and related items

5.132 Wholesale of paper, books, magazines and stationery

5.137 Wholesale trade of paper & cardboard: paper & cardboard products
5.238 Retail sale of records, cassettes, videos, instruments

5.275 Retail sale of books, magazines, office devices

5.276 Retail sale of photographic equipment

5.380 Export of paper, cardboard, books, magazines and office appliances
6.423 Data transmission services

6.424 Cable radio & television services

6.425 Sound and image transfer by payment

7.320 Research and development in social and human sciences

9.219 Artist managers and agents

9.220 News agency activities
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Type 3

Includes the principal inputs required for the production of cultural products and services.
These are the main products used in the activities of type one and two.

Table No. 3

Inputs 2001

Tax Code ACTIVITY

2.101 Cellulose paste manufacturing: paper & cardboard

3.220 Manufacturing of radio & television transmitters & telephony, telegraphy sets

3.230 Manufacturing of radio & television receivers, recording, sound or image and
related appliances

3.320 Optical instruments and photographic equipment manufacturing

3.692 Musical instrument manufacturing

These activities do not include the cultural tourism, the estate cultural activities and some craft
activities.

Besides the indicator on the contribution to the Gross Domestic Product, an enquiry has been
made with each one of the associations representing the 11 sectors studied, so as to evaluate
the availability of information to create indicators of production, sales, foreign trade, employ-
ment and copyright payments. Some of these indicators have been established based on the
information available in ASOMEDIOS (television, radio, magazines), ANDIARIOS (press), Fondo
Mixto de Promocion Cinematografica (films), Camara Colombiana del Libro (Publishing house),
Asociacion de Productores Fonogréaficos ASINCOL (music pieces).

When all the information required is not available, harmonization processes, similar to the one
developed by CERLALC with the publishing industry, have managed to collect data through
surveys using formats that allow the periodical study of each sub-sector and finally to compare
figures at international level. The statistical appendix shows some of the data processed so far.

3. The story should go on

The design of the second stage of the Study of Economy and Culture started between October
2001 and August 2002. The participation of any of the 10 country members of the Convenio
Andrés Bello (CAB) is expected (Colombia, Ecuador, Peru, Bolivia, Chile, Venezuela, Panama,
Cuba, Spain and Paraguay).

The following lines of research have been proposed:

- Calculate or update the contribution of the cultural sector to the GDP; calculate the eco-
nomic indicators in new sub-sectors; and update the information on economic indicators
of the sub-sectors included in the first stage.

- To research into the economic aspect of cultural policies.

- Deepen the study of social indicators of the cultural sector impact.

- Develop technical assistance pilot projects to cultural small/ middle size business.

- Support economic impact studies of the cultural sector at a local level.
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Every national team shall define priorities and the scope of the study in its country according to
the availability of human, physical and financial resources. The CAB will co-finance some spe-
cific components, in proportion to the resources granted by each participant country. In their
countries, national teams shall agree on the participation of public or private institutions, such
as professional, academic or other associations, which may be interested in developing some of
the components suggested and which are able to share information or human, technical or
financial resources.

Calculation of economic indicators

In every country the main objective will be to agree with the economic authorities on incorporat-
ing the cultural sector into the national account system, which may imply the creation of a
satellite account of the cultural GDP.

As far as the sub-sector indicators is concerned, the countries participating in the first stage
prioritized the gathering of primary information in the new sub-sectors and the figures of sub-
sectors included in the first stage are updated. The countries that did not take part in the first
stage should define the sub-sectors deemed top priority. The central team and the national
teams will jointly define the methodologies to calculate the economic indicators in each sub-
sector. Some agreement processes to formulate methodological guidelines in the sectors asso-
ciated to the cultural heritage have taken place during the year 2002 (immovable, movable and
intangible heritage), cultural tourism, artistic education, visual and performing arts.

Analysis of cultural policy economic aspects

Based on the early diagnose developed in the first stage of the Study. the alternatives identified
to research on economical policies for the cultural sector promotion, according to the specific
interest of each country, are the following:

- Study of the impact of agreements of free circulation and competitiveness to promote
foreign trade of cultural goods and services.

- Recommendations of tax policies on public shows, tax incentives to restore the immov-
able heritage, for the cultural industry or, in general, cultural sponsorship or patronage
laws.

- Incorporation of promoting entities for collecting copyright or reach agreements against
anti-piracy.

- Studies on cultural consumption and policies on audiences formation.

- Sources to fund the cultural sector.

- Social benefits for artists.

- Programs of technical, artistic and cultural training.

- Support to the setting up of networks or professional associations in the cultural sector.

- Incentive policies to improve the distribution and circulation of cultural products.

Measurement of social indicators

The first part of the research excluded the design of social indicators from the Study of Economy
and Culture. Nevertheless, from the analysis of the economic indicators obtained so far, partici-
pant countries requested the CAB to support the study on the social impact of cultural indus-
tries, or in general of cultural policies.
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Finding social indicators is a way to define the social, political or cultural repercussions of the
various cultural sub-sectors in one society. Considering the participant countries interests, some
of the general fields of social repercussion identified are: employment; cultural consumption;
social and citizen participation; cultural identity and diversity; educational impact and integra-
tion.

Supporting program for the small and middle-size cultural business

In order to improve the administrative and technological capacity of cultural entities, arrange-
ments will be made with the national bodies interested in implementing incubators or pilot
projects of these kinds of business. A technical assistance project will be carried out in the
craftsman sector, which will serve as a model for other sectors and it will include these ele-
ments:

- Anarrangement with public and private national authorities to propose pilot projects and
identify the sector needs in every country.

- Supply and demand analysis.

- Training workshops proposed in the model in cooperation with the entities involved.

- Follow up of the process in every country.

- Evaluation of achievements in pilot projects.

- Systematization of pilot projects so as to replicate them in other cultural business and in
other countries members of the CAB.

Impact studies of the cultural sector at microeconomic level

The first stage of the Study of Economy and Culture was designed to obtain cultural sector
economic indicators nationwide (macroeconomic level.) The CAB has deemed convenient that
the national teams agree with local authorities (provincial, municipal) to implement some pilot
exercises to analyze the economic impact of the sector at local level. These exercises will allow
identifying cultural activities with important impact on local economies, which is difficult to
measure nationwide. According to their particular features and needs, two types of studies will
be intended:

- The economic impact of the cultural sector in capitals, middle-size cities or small munici-
palities.

- The economic impact of a cultural event particularly important in the context of local
economies.

Epilogue: definition of public policies for cultural industries

The first remark to be mentioned about figures is that much uncertainty still exists on the levels
of reliability of the indicators. In general, the organization of the cultural sector information
systems is slender and sources available do no record separately these types of activities. Al-
though some important progress has been made, namely in the publishing, phonographic and
cinematographic sectors, still it is necessary to quantify the economic impact of cultural indus-
tries.

It is even more important to think about ways to analyze results so as to come up with policies
sponsoring these activities. The following is a synthesis on some of the top priority topics when
establishing strategies to promote the productive activity in the cultural sector. Even though
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studies on cultural policies has moved forward in Colombia, still some economical matters
should be given a more important place when defining sector action. For example, topics such
as copyright observance, tax policies for cultural activities, current conditions in the country for
circulating cultural products or support for the incorporation of cultural business.

Copyright

Reliable statistics on piracy or illegal reproduction are inexistent, practices that have a very
negative impact on the publishing, phonographic or video industries. Not very well-grounded
calculations refer to losses on account of piracy in Colombia for around US$8 millions in 1998
(about 3% of the legally established industry turnover). In the phonographic industry the piracy
levels account for up to 60% of the legal production, which would result in USS65 million losses
for the industry. It is said that this worrisome piracy level was one of the major causes to close
down 30 out of the 33 video trading companies.

S0 many actions have to be taken to solve this issue. Colombia has been a leader in adapting
and applying normative frameworks in copyright matters. The role of the Direccién Nacional
del Derecho de Autor (Copyright National Direction) has been instrumental to come up with
mechanisms such as the Agreement against Piracy. This is a joint strategy of the Colombian
government (Ministries of Culture, Communications and Foreign Trade, and the Tax authori-
ties), the inspecting bodies (the National Police Department, the Prosecutor General's office,
and the Security Police Department) together with the producers associations, intended to com-
bat piracy and ensure the compliance of the national legislation on copyright.

To do so, important tasks have been adopted such as the public awareness on the problems
that rise when purchasing illegal products, the impact on employment and on the fair compen-
sation to creators and producers. Also, the dissemination and enforcement of existing norms in
this mater among the judicial and police bodies have lead to successful raids to suppress illegal
materials production and distribution. There are still important challenges to face in copyright
protection policies as those arising from the new technologies, compensation for using photo-
copied material and the strengthening of collective management of copyright, just to mention
the most important ones.

Tax incentives

Taxes have been one of the most controversial topics in cultural policies. Cultural industries have
searched a preferential taxation treatment with arguments such as the protection of the national
identity or their contribution to educational processes. The most vulnerable cultural industries
(especially film, publishing and the phonographic industries) are at high risk considering the
increasing investment by multinationals. Therefore, they demand special treatment from the
State to maintain or be granted with value added tax or income tax exemptions.

It is also important to revise taxes levied on public performances in Colombia (movies, theater,
dance, music shows), which on top of the traditional commerce and trade taxes include specific
national and municipal taxes preventing thus a further development of entertainment industries.

Foreign trade

As it is suggested in the Florence Agreement and in the Protocol to the Florence Agreement,
held in Nairobi and promoted by UNESCO, the countries should reduce customs and related
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barriers, which restrict the circulation of cultural goods and services from one country to an-
other. Books, works of art, recorded materials, for example, should be free from the current
restrictive customs duties or tariff controls in most of the Latin American countries.

Audiovisual material (cinema and television) should be given a preferential treatment in the
international agreements on free trade, so as to compensate the national production share in
respect to the share of poor-quality, canned, American programs. The quota system in movie
screens and the regulation of time sections on television are mechanisms effective to promote
movies and television domestic production. Analysis have been made to channel resources in
order to fund the Colombian film industry through the Fondo Mixto de Cinematograffa (Cin-
ematography Fund), in the same way that Europe has protected their audiovisual industries.

In general, the current Colombian policies to promote exports have not been fully tapped by the
cultural sector. Some of the palicies to be disseminated among the cultural industries are: soft
credit lines, tax deductions for exportable goods (export incentive certificate which is credit
given to exporters to pay for taxes and duties called CERT), exemptions to import raw material
so as to produce exportable goods (Plan Vallejo) and, information systems of international
market with a higher potential.

Incorporation and strengthening of cultural business

In an heterogeneous country as Colombia where very different times and realities combine, it is
important to underline the role of the cultural business to give a global shape to the culture and
to develop each region. Thus, a policy to strengthen and develop cultural business shall be
headed to reconcile the production of cultural goods and services with the domestic and inter-
national market economy. A great number of entities, especially the small and middle-size enter-
prises lack administrative and managerial background and for that reason their sustainability
and soundness cannot be anticipated in the middle term.

Some initiatives intended to develop innovation/ creation systems in the cultural production field
have been proposed, in other words, to generate vertical synergies (creation, production and
dissemination) and horizontal synergies (among sectors). A key requisite for the development
cultural industries is to integrate creation, production and trading processes together with the
consumption of cultural goods and services. But, the authorities responsible for cultural policies
have supported more the creation and production of cultural goods and services and very little
attention has been given to the distribution and commercialization of the same products.

For a peripheral country whose regions are in a different degree of development, facilitating
adaptation of the cultural sectors to technological changes as a competitiveness strategy is a
condition for sustaining the cultural expressions of each region, through the local cultural busi-
ness.

Other topics for analysis

In addition to the topics just outlined, the analysis of policies to sponsor the cultural industry in
Colombia could include: the national production quotas for cultural goods and services; the
strengthening of associations of creators, representatives, producers and distributors; the pro-
motion of artistic and technical training or audiences formation; policies to guarantee social
benefits for cultural workers; research programs on cultural industries.
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Contribution to the Gross Domestic Product of the Cultural Sector

Contribution to the GDP in Colombia of the Cultural Sector
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Publishing and Book Sector
Number of the titles Published
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Publishing Production

o Egggesas o Egggesag Tioo de empresa Tios 98 | Titdos 90 | Part %99 | Valor 1998 | valor 1900 [var % 98/90| Part% %9

172 344 |Editores autores v empresas Unipersonal 359 434 T6% 9302 3605 -13% 23%

18 114|Empresas editoriales 3018 17 51.1% 358189 332972 -1.0% 88.1%

144 122|Empresas privadas no editoras 475 526 9.7% T4 12755 -25.5% 34%

88 86|Empresas plblicas 565 37 5.7% 5978 3259 -45.5% 0.9%

179 198|Fundaciones asociacionss infitLtos ofras 540 610 10.7% 8084 11229 38.9% 30%

13 10| Instituciones refigiosas 1M 59 1.6% 1903 1958 29% 0.5%

4 B|Organismos internaci onales 36 10 0.2% 20 73 -06.8% 0.0%

f3 79| Universidades privadas y piblicas 15 501 140% 8787 f843 =12 1% 1 8%

Fuente: Camara Colombiana del Libro "El mundo editorial colombiano en cifras 2000

Cuadro No. 3.2.6
Billing of the Publishing Industrial Sector and Imports (en millones de pesos)

Ventas netas edicion e impresion | Ventas netas edicion & impresian en Colombia 0 en ofros paises e Ventas netas de lo
exclusiva en Colombia Ley 98/1893 importaciones importado {por Total ventas netas
Subsector edtorial
(para el mercado nacional o externo) distribuidoras o lbreras)
Edicion e impresion en Colombia Importado
1998 1939 1998 1993 1998 1993 1998 1993 1998 1993
Didaclico 95,492 8017 2% 31083 11479 1 4256 5499 133508 133877
Interés general 48018 41373 32017 37135 22357 2713 A4 23443 126806 124 564
Clertifico-tcrica 47035 30361 1758 17237 20799 18,304 £,316 4,083 43678 34075
Religioso I ) 310 5,154 1184 700 757 453 5,051 6,07
SUbtotal 190,545 160,812 74 936 40,609 55,819 58924 37 743 38976 0043 M3
Verta directa PVP 16,443 14513 0 0 0 0 0 0 57,048 50430
Importado por fibrerias PY] i ) 0 0 0 0 5420 4 049 5420 4 049
Total general 206,988 175,525 74 936 40,809 55,819 58304 43163 4300 AnEN 40AT02

Fuente: Camara Colombiana del Libro "El mundo edtorial colombiano en cifras 2000"
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The Movie Sector

Millones de espectadores y millones de ddlares por recaudo
del Sector Cinematografico en Colombia 1992-1999
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Fuente: FEDESARROLLO, 2000

Pantallas, espectadores, recaudo y precio del cine en Colombia 1992 - 1999

Ano Pantallas Espectadores* Recaudo Bruto*** Precio Promedio****
1992 1085 22.9 46.9 2.05
1993 815 23.6 50.7 2.15
1994 550 26.4 57.6 2.18
1995 299 21.0 46.2 2.2
1996 280 215 47.9 2.23
1997 263 22.0 49.7 2.26
1998 258 18.3 47.0 2.57
1999 250 16** 39.0 2.44

* En millones

** Estimacion de un exhibidor para 1999

*** Millones de US$
*xEn USS

Fuente: Media Research & Consultancy (1998 para 1992 a 1997. Para 1998 y 1999 MPA Motion Picture Association

Niimero de pantallas de cine en Colombia 1992-1998
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Fuente: FEDESARROLLO, 2000
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Distribucion de pantallas por municipio 1999
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Fuente: FEDESARROLLO, 2000

Nimero de largometrajes producidos en Colombia
1979-1998
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Fuente: FEDESARROLLO, 2000

Nimero de peliculas nacionales y extranjeras estrenadas en Colombia 1993 - 1998
Ano Total Peliculas Peliculas Participacién
Peliculas Extranjeras Nacionales Peliculas

Nacionales

1993 276 274 2 0.72%
1994 268 267 1 0.37%
1995 251 249 2 0.80%
1996 273 270 3 1.10%
1997 252 251 1 0.40%
1993 243 237 6 2.47%

Fuente: Rito Alberto Torres Maya, 1999
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Composicién porcentual del nimero de peliculas distribuidas por majorsy
distribuidores nacionales en Colombia 1998
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Distribucion de pantallas en Colombia por exhibidor 1999
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Fuente: FEDESARROLLO, 2000

Recaudacion Bruta en Taquilla por Pais de Origen 1997 (porcentaje sobre el total)
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Fuente: FEDESARROLLO, 2000
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Cuadro No. 3.3.5

Empleo de mano de obraen la

industria cinematografica en Colombia

1996 1997 1998
Exhibidores 2240 2104 2064
Distribuicores n.d. n.d. n.d.
Productores 120 2353 405
Total 2360 4457 2469

Fuente: Impacto del sector cinematografico sobre la
economia colombiana, FEDESARROLLO

Phonographic Sector

0970

Anos UNIDADES VALORES
(Millones) (Millones)
Sencillos a/ Discos de Casetes Discos Total Crecim. Ventas en
Vinilo Compactos Porcentual USS Millones

(Unidades, US$ y porcentajes)
1991 1.7 3.9 1.9 0.4 6.7 20.5
1992 1.3 4.8 2.4 0.9 8.5 26.9% 40.9
1993 1.2 4.5 2.8 1.6 9.3 9.4% 52.5
1994 0.6 3.1 3.1 4.2 10.6 14.0% 82.6
1995 0.6 2.5 33 8.8 14.8 39.6% 138.1
1996 0.4 2.2 4.3 12.1 18.8 27.0% 205.7
1997 0.3 1.6 4.8 14.7 21.2 12.8% 236.1
1998 0.2 0.8 2.8 12.5 16.2 -23.6% 159.4
1999 0.03 0.1 1.3 12.5 13.9 -14.2% 130.8
2000 0.01 0.1 1.1 12.7 13.8 -0.7% 107.8
2001 0.0 0.0 0.3 10.7 1.0 -20.3% 87.1

Sales in USD dollars (millions) of legal music in Colombia
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CUADRO No.2.5
Origen promedio del repertorio en el mercado Colombiano, 1991-2000

Anos Repertorio Repertorio Repertorio

Doméstico Internacional/ Clasico

Regional
(Porcentajes)

1991 48% 45% 7%
1992 n.d. n.d. n.d.
1993 n.d. n.d. n.d.
1994 40% 55% 5%
1995 40% 55% 5%
1996 50% 48% 2%
1997 50% 48% 2%
1998 n.d. n.d. n.d.
1999 31% 67% 2%
2000 31% 67% 2%
2001 41% 58% 1%

Fuente: 2001 The Recording Industry in Numbers, [FPI, p.124.
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GRAFICO No.2.2
Ventas por productores, 2000
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GRAFICONo0.2.3
Industria Fonografica: Produccion y Ventas, 1995-2000 (Unidades)
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« L’observation culturelle face a la globalisation.
Quelles sources d’information pour évaluer quels
objectifs de politique culturelle? »

Résumé

L'évaluation de la production culturelle est le
plus souvent faite a partir d'instruments de
mesure quantitatifs, quand ils ne sont pas stric-
tement financiers. Ce faisant, elle néglige trop
souvent plusieurs dimensions qui permettent
de faire un lien concret entre produits culturels
et objectifs de politique culturelle. Or, le con-
texte de globalisation des échanges, mais aussi
les dynamiques d'évolution des produits eux-
mémes conduisent a poser, au lieu de I'éviter,
la question de ce qu'est un produit culturel dans
le monde contemporain. Toute entreprise de
comparaison des sources d’information doit,
nécessairement, meftre en question les niveaux
suivants :

e Qu’'est-ce qu'un produit culturel? les
réponses a cette question varient en fonction
de dimensions idéologiques, territoriales,
disciplinaires et économiques.

* Quelles sont les sources d'information
disponibles, et comment prendre en compte
leur hétérogénéité structurelle?

e Qui travaille ces données, avec quels
objectifs, quelles méthodes, quelles
ressources et quelles approches de la no-
tion de produit culturel?

» Comment comparer des données et analy-
ses élaborées dans des cadres structu-
rellement différents?

En conclusion, nous ébauchons quelques re-
commandations pour améliorer la connaissance
(statistique, analytique) au service de politiques
culturelles dont les enjeux (développement éco-
nomique, identité territoriale, diversité culturelle,
innovation artistique, participation citoyenne et
démocratie culturelle, etc.) sont croissants, dans
un contexte de globalisation.

Abstract

The evaluation of cultural production is most
often done with instruments of quantitative,
when not strictly financial, measurement. This
being the case, they too often neglect several
dimensions that make it possible to establish
a meaningful link between cultural products
and cultural policy objectives. The context of
trade globalization as well as the dynamics of
the evolution of products themselves leads to
posing, rather than avoiding, the question of
what a cultural product is in the contempo-
rary world. Any attempt to compare informa-
tion sources must necessarily consider the
following:

* whatis a cultural product? Answers to this
question vary in terms of ideological, terri-
torial, disciplinary and economic dimen-
sions;

* what sources of information are available,
and how can their structural heterogene-
ity be taken into account?

* who works with these data, with what
objectives, methods, resources and ap-
proaches to the notion of cultural prod-
uct?

* how can data and analyses developed in
structurally different frameworks be com-
pared?

In conclusion, we make some recommenda-

tions to improve knowledge (statistical, ana-

lytical) in the service of cultural policies whose
challenges (economic development, territorial
identity, cultural diversity, artistic innovation,

Citizen participation, cultural democracy and

so forth) continue to grow in a context of glo-

balization.
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Introduction

La présente communication s'appuie sur les réflexions auxquelles nous ont conduits I'observa-
tion de pratiques d'évaluation et de diagnostic quantitatif des politiques culturelles. On sait que,
depuis de nombreuses années, tant dans les contextes nationaux qu'aux échelles continentale et
intercontinentale, la question de la comparaison est posée. Elle concerne a la fois la comparai-
son des données sur la production et les pratiques culturelles, et I'évaluation des politiques
culturelles. Aux cotés des dispositifs nationaux, les travaux du Conseil de I'Europe, de I'Union
Européenne, de I'UNESCO et de quelques organisations intergouvernementales en témoignent.
L'identification d'indicateurs pertinents est un probleme récurrent pour la recherche, comme
elle I'est pour des organismes internationaux soucieux de repérage, d'instruments d'informa-
tion a méme de soutenir une amélioration des modes d'action publique'. En regard des difficul-
tés ressenties par les observateurs, la tentation d'abandonner toute ambition comparatiste nous
semble pourtant, plus que jamais sans doute, relever d'un déficit d'intelligence des phénome-
nes contemporains. En effet, méme si I'égalité entre les différents sujets de la scene internatio-
nale est posée comme un principe, on sait que cette égalité recouvre des différences durablement
substantielles entre les conditions concretes d'exercice de cette regle formelle. Il en va en écono-
mie, en développement social, comme en matiere de culture, avec cette spécificité que la notion
de culture est elle-méme la source de polysémies délicates a interpréter. Si les différences ne
doivent pas étre un obstacle a la comparaison, c'est, d'une part, parce qu'elles les justifient : la
comparaison s'appuie précisément sur la nécessité d'évaluer les différences; c'est d'autre part
parce que le contexte de globalisation impose de décentrer en permanence le regard des réali-
tés habituelles vers les phénomenes d'échange (de type commercial ou non), de pluralité cultu-
relles, et d'interculturalité.

Cette communication a donc d'abord pour but d'identifier I'ensemble des préalables dont la prise
en compte est nécessaire avant méme de travailler sur des données quantitatives ou qualitatives.
Elle a ensuite pour objet d'analyser la nature des sources sur lesquelles reposent, au quotidien, le
travail des observateurs, ainsi que d'expliciter I'activité de ces derniers. Elle a enfin pour ambition
de mettre en relation les objectifs statistiques et de recherche et les objectifs de politique culturelle
en tant que tels, dans un contexte de globalisation et de différenciation culturelles. Cependant, si
les conclusions auxquelles nous aboutissons peuvent étre utiles a I'échelle mondiale sur laquelle
repose la vocation de I'UNESCO, nos réflexions sont d'abord fondées sur I'expérience des pays
occidentaux; c'est-a-dire sur des contextes régionaux marqués par différenciation particuliere
entre le social et le politique, d'une part, et entre le social, le culturel et I'artistique d’autre part.
Nous reviendrons, en premiere partie, sur I'ensemble des préalables (épistémologiques, concep-
tuels, méthodologiques) qu'il nous paraissait nécessaire de poser d'emblée.

Notre propos n'est donc pas de proposer une nouvelle comptabilisation des données culturel-
les, tache au demeurant impossible dans le cadre d'une telle communication. Elle est d'interro-
ger leur origine, leur traitement et I'évolution possible de leur utilisation dans le cadre
contemporain, au service d'une meilleure connaissance des politiques culturelles dont les en-
jeux (développement économique, identité territoriale, diversité culturelle, innovation artistique,
participation citoyenne et démocratie culturelle, etc.) sont croissants, dans un contexte de
globalisation.

1. Pour leur intérét méthodologique et leur recherche d'indicateurs, nous distinguerons, parmi les évaluations comparatives, les exercices
d"analyse des politiques culturelles nationales initiées, a partir de la moitié des années 1980, par le Conseil de I'Europe et suivies plus
récemment par I'UNESCO.
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Quelques préalables théoriques et pratiques

Il s'agit moins ici de sacrifier au rituel académique des distinctions savantes que de définir le
cadre a partir duguel se développent nos réflexions. Il en est ainsi du terme de culture et de
production culturelle, d'une part, et d’une notion qui nous semble pertinente : celle de produc-
tion culturelle domestique.

Sur la notion de culture, deux éclaircissements sont nécessaires. Le premier consiste a assumer
la polysémie du terme. Celle-ci existe, on le sait, d'un point de vue philosophique. C'est la
distinction classique entre la culture considérée d'un point de vue anthropologique et celle
considérée sous I'angle de certaines des activités humaines qui font appel a une création et a un
domaine spécifiques. La différence est suffisamment bien connue pour que nous puissions faire
I'économie de développements a ce sujet. Cependant, dans une perspective comparée, il est
nécessaire d'indiquer que la frontiere qui sépare les deux univers de compréhension de la
culture n'est pas figée. Au contraire, le propre de la dynamique de développement culturel est
précisément qu'elle fait en permanence de cette frontiere un enjeu politique, artistique, social et
économique. On le voit bien, a titre d’exemple, au travers des questions comme; « Le Livre est-
il une marchandise comme une autre? » ou bien : « Est-ce que le socioculturel est réellement du
culturel? », ou encore : « I'artisanat d'art est-il de I'art, ou de I'artisanat? », ou enfin; « faut-il
considérer, comme c'est le cas actuellement, que la plupart des pratiques artistiques des Pays
non développés font partie du label culture ethnique, musiques du monde..., ou bien doit-on
les considérer comme de I'art contemporain, de la pop...? ». Laisser ouverte, dans I'analyse, la
« porte-fenétre » qui sépare le culturel du non-culturel est une exigence d'autant plus grande
que I'on réfléchit a I'échelle internationale, ou les valeurs de distinction et d'interprétation socia-
les changent?. Prendre en considération que chaque pays ou chaque discipline a sa propre idée
de la ligne de démarcation du culturel et du non-culturel est d'autant plus important que, pour
le dire autrement, la différence entre les deux n'est pas statique. Elle varie non seulement au gré
des contextes géopolitiques, économiques ou académiques, mais aussi en fonction de la pé-
riode que nous considérons. Qui aurait parié il y a cent ans que I'art culinaire serait considéré
comme un domaine culturel par les pouvoirs publics, c'est-a-dire susceptible de faire I'objet
d’un financement en tant que pratique artistique légitime?

Les implications de ces réflexions sont tout sauf exclusivement théoriques; savoir qu'un pays,
pour comptabiliser son niveau de dépense culturelle par habitant, va prendre en considération
le financement des fétes de village tandis qu'un autre ne les prendra en compte qu’a la condi-
tion que ces fétes manifestent la présence d'un artiste professionnellement reconnu pose, au
contraire, un probleme tout a fait concret de statistiques comparées. Le probleme peut égale-
ment provenir de la structure formelle, ou de la culture politique de chaque pays. Comparer le
poids des dépenses culturelles en rapport avec le budget de I'Etat dépend ainsi de la répartition
des compétences entre niveaux de gouvernement ou des mécanismes par lesquels les aides
publiques sont allouées. Ceci explique les grandes difficultés d'une comparaison de la dépense
culturelle entre la France (avec une structure fiscale et budgétaire centralisée) et les Etats-Unis.
ol la principale contribution de I'Etat se traduit par les bénéfices fiscaux accordés aux dona-
tions privées®.

2. Comme I'illustre trés bien Néstor Garcfa Canclini en « Culturas Hibridas. Estrategias para entrar y salir de la modernidad » , et dans

sa présentation de la traduction mexicaine de « La Distinction » de Pierre Bourdieu. On renverra également aux conclusions de
I'ouvrage d'Olivier Donnat « Les Frangais face a la culture. De |'exclusion a I'éclectisme », la Découverte, Paris 1994.

3. Encesens, il faut lire la bonne illustration qu'en donnent les notes méthodologiques de NATIONAL ENDOWMENT FOR THE ARTS
(2000), International Data on Government Spending on the Arts, Research Division, Note 74 (January).
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Cela nous amene a un second éclaircissement, qui concerne cette fois le domaine culturel re-
connu comme tel. Ce qui est vrai de la frontiere anthropologico-culturelle I'est aussi des sec-
teurs qui composent le domaine culturel. La reconnaissance d'un domaine fonde certes, dans
un premier temps, un espace commun, une configuration au sein de laquelle se jouent des
réglementations, des professions, des disciplines et des enjeux bien identifiés. Cela conduit, par
exemple pour le secteur musical, a différencier des fonctions (recherche, diffusion, création,
conservation, etc.). Mais les frontieres « internes » au champ culturel sont pareillement mou-
vantes, dynamiques. Elles sont I'objet de querelles de spécialistes (par exemple, ou commence
I'art contemporain, ou s'arréte I'art moderne?), de batailles idéologiques (qu'est-ce que la cul-
ture « traditionnelle »?) et de déplacements liés aux évolutions sociales contemporaines. Ainsi,
le multimédia est par excellence un enjeu de classement. S'aqit-il, a I'intérieur du champ de la
culture, d'une simple fonction de diffusion, ou d'un instrument de création? Y est-il question de
lecture, d'art visuel? Plus largement, a-t-on affaire a un objet plutot culturel, plutot industriel,
plutot éducatif? Selon quels dosages le considérer comme culturel? Le probleme d'identifica-
tion de ces objets hybrides est permanent, et la réponse qui est donnée par les statistiques
nationales et internationales demeure extrémement périlleuse, tant les références de classement
peuvent étre différents d'un pays a I'autre ou d'une décennie a I'autre. Il nous faut donc consi-
dérer ces difficultés comme structurelles, inhérentes au domaine étudié.

Notre second préalable, au sujet de la notion de « production culturelle domestique » appelle
quelques précisions. Des lors que nous nous situons a une échelle internationale d'observation,
il y a deux manieres de prendre en compte la production culturelle. La premiere, qui est géné-
ralement un souci gouvernemental, consiste a tenter de repérer la réalité, I'intensité d'une cul-
ture rapportée a un collectif culturel singulier, relativement homogene. On parlera ainsi de la
culture frangaise, de la francophonie, des industries culturelles américaines, européennes, du
cinéma asiatique, de la culture catalane, etc. Cet objectif de repérage va de pair avec des objec-
tifs politiques plus larges, certes tres respectables, mais qui posent de redoutables problémes;
un spectacle de danse béninois donné dans le cadre du festival de danse de Montpellier est
certes la manifestation des capacités d'exportation de la culture béninoise®, mais il témoigne de
I'offre culturelle présente sur le territoire montpelliérain. En ce sens, il nest pas uniquement une
importation. Il devient, par un processus d’adaptation et d'appropriation, une production cultu-
relle montpelliéraine.

Le premier critere — la culture de — nous conduit a une vision pré-conditionnée d'une produc-
tion culturelle nationale, ce qui va a I'encontre de la multiplicité de I'offre culturelle présente sur
un territoire. Le second critere — la culture en — que nous appelons « production culturelle
domestique® », rend parfaitement compte de cette pluralité des pratiques, des offres et de la
consommation culturelle dans le monde contemporain. C'est la raison pour laquelle nous plai-
dons fortement pour retenir cette notion de production culturelle domestique. Parler de la pro-
duction culturelle en Ecosse, ¢’est moins considérer ce qu'il y a de génétiquement écossais dans
le produit artistique que ce que I'Ecosse manifeste d’ouverture, d'importation, de vécu ou de
pluralité d'inspiration culturelle. Cette co-présence, sur le territoire et quel qu'en soit le niveau
(continental, national, régional ou local), d'une pluralité, plus ou moins cohérente, d'identités
culturelles est et sera de plus en plus la marque de la Culture dans un contexte de globalisation

4. Quoiqu'ily aurait beaucoup a dire sur les transformations auxquelles conduit le « formatage » des pratiques chorégraphiques en vue
d’une mise en spectacle sur une scene européenne. ..

5. Le concept de production domestique est largement utilisé dans I'analyse macro-économique.
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et de différenciation®. Ce choix, enfin, est susceptible de conduire a des indicateurs cohérents de
dynamique culturelle qui se tiennent a distance de considérations ethnicistes, nationalistes ou
particularistes.

Notre dernier préalable est celui lié a la diversité intrinseque de la réalité culturelle qu'il est
question d'analyser. Une chose est le concept de produit culturel qui, pour étendu qu'on pré-
tende le définir, n'englobe jamais I'ensemble des préoccupations, réalités et problemes culturels
sur lesquels une politique gouvernementale doit influer. Des défis comme la liberté d'expression
ou la tolérance culturelle, des valeurs comme la participation citoyenne ou l'acces a la diversité
culturelle, et des fondamentaux comme la créativité artistique ou le sentiment d'identité cultu-
relle font partie de I'agenda analytique d'une politique culturelle. Cependant, les indicateurs
existants, comme l'indique la présentation des statistiques dans le premier Rapport mondial sur
la culture” se limitent aux données et a la documentation disponible, centrée presque exclusive-
ment sur une vision quantitative de la production et de la consommation culturelle. Par ailleurs,
cette vision réductrice doit assumer I'extréme hétérogénéité interne du champ d'étude. La pro-
duction culturelle renvoie a une large typologie de logiques économiques et sociales, ou la
dimension économique et la transcendance identitaire et sociale peuvent étre tres diverses. La
production, la distribution et la consommation d'un service different d'un bien a l'autre, tout
comme les secteurs les plus industrialisés, ou la reproduction en série est possible, se dévelop-
pent selon une forme distincte de celle des activités artisanales, ou le recours a la valeur travail
est intensive. Loin d'étre une banalité, cette question comporte de grandes conséguences sur
I'impact du processus de globalisation des marchés culturels. Ainsi le degré de piraterie, le
volume des importations de I'étranger ou |'oligopolisation de la distribution sont bien plus éle-
vés dans les secteurs les plus industriels que dans la production artisanale ou dans la prestation
de services.

D'un autre cOté, il est logique qu'il existe plus d'informations pour les secteurs les plus consoli-
dés et industriels (le livre, le cinéma), ou pour ceux qui disposent d'une présence plus tradition-
nelle de I'administration publique (bibliotheques, archives, musées) que pour les plus récents
ou artisanaux (multimédia, vidéo et, d'une certaine maniere, les arts plastiques et scéniques
également). Par ailleurs, I'information est également plus disponible dans les dimensions « mer-
cantiles » de la pratique culturelle que dans ses aspects « extra-mercantiles », avec pour consé-
quence que les sociétés les moins pénétrées des logiques marchandes disparaissent quasiment
des données comparées de production et de consommation culturelles.

Ces préalables doivent étre, bien s(r, recus comme des éléments de discussion. Mais on vou-
drait indiquer ici que les questions qui viennent d'étre posées, bien connues des univers acadé-
miques, sont trop souvent négligées dans les univers de la statistique. Pourtant, nous espérons
avoir convaincu que loin de n'étre que des précautions épistémologiques, ces préalables enga-
gent des choix de méthode, d'observation et de quantification des productions et politiques
culturelles. Il nous faut désormais considérer la question des sources d'information.

6. Les pays qui sont les plus actifs dans le financement d'échanges culturels internationaux ont commencé, depuis quelques années, a
sortir d'un modele « standardisé » de leur culture nationale, pour offrir a I'extérieur une image professionnelle de leur propre
pluralité culturelle. Parmi ces initiatives, on peut mentionner le travail de I'AFAA (Association Frangaise d’Action Artistique) en
France, au travers de son partenariat avec les collectivités territoriales francaises. Ces initiatives ne sont d’ailleurs pas toujours bien
accueillies par les milieux expatriés, qui ne « se reconnaissent » plus dans cette image nouvelle, mais parfaitement actuelle, de « leur »
culture. Cf.Allies-Négrier-Roche 1994, Négrier 2001).

7. UNESCO (1999).
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Les sources

Notre réflexion s'appuie sur I'analyse de I'origine des données, de leur traitement, ainsi que,
dans une moindre mesure, du probleme de la logique et des intéréts qui se trouvent derriere
chacun des acteurs engagés dans ce travail de recueil, d'analyse et de diffusion des données.
Evidemment., il existe toute une partie subjective, ne serait-ce que celle qui touche a I'existence
méme et au type d'élaboration des données primaires, qu'il est important de prendre en compte.
Il faut savoir également que les champs d’activités que nous analysons correspondent a des
domaines divers dans lesquels nous pouvons noter la présence du secteur public, des entrepri-
ses, des professionnels, des amateurs et des consommateurs. Chacun de ces acteurs, surtout
les entreprises mais aussi les syndicats et gouvernements ont un intérét précis, distinct pour
chacun d'entre eux. Il importe aussi de tenir compte du co(t tres élevé de recueil des données,
une activité pour laquelle ces acteurs ne se mobilisent qu'en fonction d'un impératif 1égal, d'in-
téréts stratégiques (avec une logique de diffusion restreinte qui rend alors tres difficile le recueil)
ou pour tenter d'influencer I'opinion publique. Dans ce dernier cas, ils donnent une vision
prédéterminée de leur propre point de vue afin de tenter de d'orienter a leur avantage les
perceptions que nous avons tous de la situation.

D'un autre coté, une bonne partie des activités les moins « mercantilisées », fruits de petites
initiatives locales, du mouvement associatif ou des pratiques amateurs, sont habituées a béné-
ficier d'une moindre visibilité statistique que les activités de marché. Plus un secteur est conso-
lidé et industrialisé, ou plus sa dépendance est grande a I'égard de I'intervention publique, plus
nous détenons d'informations sur lui.

Ainsi donc, il nest pas surprenant que nous disposions de beaucoup plus de données sur la
production cinématographigue (un secteur tres consolidé et bénéficiant de larges aides publi-
ques) que sur la vidéo; sur les musées que sur le marché de I'art; sur les estimations de piraterie
que sur les chiffres d'affaire des entreprises, etc.

Enfin, sil'on compare le développement et la disponibilité des statistiques culturelles avec d'autres
secteurs d'activité économique, la situation est clairement défavorable aux premieres. Le bas
niveau traditionnel de développement de la production et du marché culturels, sa relative fai-
blesse en chiffre d'affaire consolidé, ou l'inexistence d'un secteur d'activité économique auto-
nome — liée a I'hétérogénéité productive que nous avons déja signalée — n'ont pas favorisé la
constitution de données culturelles spécifiques de la part des instituts officiels de statistiques, ce
qui est encore plus vrai pour les pays les moins développés.

Qui analyse?

Nous pouvons probablement différencier quatre types de producteurs de données et d'analy-
Ses

* Les unités de recherche gouvernementales et spécialisées en culture, dépendant
normalement des Ministeres de la Culture.

* Lesservices de statistique, tels gu'un Institut National des Statistiques, des services touchant
a I'économie, ou autres structures d'informations générales.



PROCEEDINGS OF THE INTERNATIONAL SYMPOSIUM ON CULTURE STATISTICS * 107 o

e Les unités de recherche privées des entreprises, des syndicats ou d'autres institutions, et
les consultants qui travaillent sous leurs auspices.

e Les unités indépendantes telles que les Universités ou les chercheurs autonomes.

Chacun de ces quatre niveaux possede ses propres objectifs, ses propres ressources, sachant
qu'une relation existe entre objectifs et ressources. Certaines approches sont différentes en
fonction des objectifs, mais aussi des méthodologies.

Un premier enjeu lié a d'obtention des données réside dans les objectifs, variables, qui sont
poursuivis. Il s'agit de savoir quel est le type de données que I'on doit ou que I'on peut traiter.
Quelles sont les ressources humaines, techniques et budgétaires disponibles pour une telle acti-
vité? Quelle approche veut-on privilégier? Par exemple, on peut opter pour une approche secto-
rielle ou, au contraire, horizontale. Quelles sont les méthodologies les plus utilisées? Choisit-on
de privilégier uniguement une méthodologie quantitative ou s'oriente-t-on vers des approches
qualitatives (par entretiens, études de terrain approfondies...)? Peut-on et veut-on comparer
les données de facon longitudinale, en tenant compte de I'évolution dans le temps, ou bien les
comparer dans I'espace, en croisant d'autres réalités territoriales, par exemple? Quelle sont les
limites de telles comparaisons? Se pose également la question de I'interdisciplinarité, de la
pluralité des regards scientifiques ou experts. Toutes ces questions sont vives deés le premier
niveau d'obtention des données.

Ensuite, le deuxieme niveau est celui du traitement des données. Comme dans |'étape précé-
dente, on peut étre sélectif ou ouvert, se limiter a une variable clef ou étendre la recherche a la
comparabilité et au souci de cohérence analytique.

Le troisieme niveau concerne l'interprétation analytique. La démarche peut se contenter d'étre
tres descriptive, ou bien au contraire proposer une vision clinique de la réalité, ou encore ap-
profondir pour s'approcher d'un modele d'évaluation prescriptive.

Finalement, la derniere étape consiste dans la diffusion de cette information et de I'analyse qui
résulte des traitements. Que voulons-nous diffuser : des cas exemplaires ou bien I'ensemble des
résultats obtenus par la recherche? Méme si Internet diminue fortement les colts de diffusion,
en rendant ainsi I'accés a l'information plus démocratique, les formes de mise a disposition
conditionnent le partage des analyses. D'un autre coté, il faut mentionner les difficultés d'obten-
tion d'informations pour certaines industries culturelles pour lesquelles I'élaboration des don-
nées n'a aucunement pour but de déboucher sur un partage des résultats et analyses. Dans ce
cas, il est important de tenir compte de ce type de position qui s'étend a I'ensemble du proces-
sus de recueil, de traitement, d'interprétation, d'analyse et de diffusion de données. L'échange
de points de vue peut éventuellement permettre de résoudre certaines difficultés d'acces, ou
donner lieu a des formes de collaboration qui pourraient contribuer a rendre I'information plus
transparente.
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\oici un tableau qui tente de synthétiser la situation :

Tableau 1
Producteurs, Stades et Enjeux des données culturelles (Tendances dominantes)
Producteurs Stades Collecte Traitement Analyse Diffusion
Enjeux des des des de
données données données I'information
Centre d'étude Objectifs Ciblés Ciblés Etendus Etendus
gouvernemental Ressources Limitées Adaptées Adaptées Fortes
spécialisé Approche Restreinte Ouverte Ouverte Ouverte
Meéthodologie Sélective Descriptive Analytique Descriptive/
Prescriptive
Service Objectifs Etendus Etendus Ciblés Ciblés
statistique (représen- (Cohérence/
généraliste tativité)  comparabilité)
Ressources Adaptées Fortes Limitées Adaptées
Approche Elargie Restreinte Restreinte Elargie
Meéthodologie | Descriptive Descriptive Analytique Descriptive
(sources
primaires)
Consultants, Objectifs Ciblés Ciblés Ciblés Etendus
unités de recherche Ressources Limitées Adaptées Adaptées Adaptées
privée (entreprises, Approche Restreinte Restreinte Restreinte Restreinte
syndicats...) Méthodologie Sélective Descriptive Prescriptive Prescriptive
Unités de recherche Objectifs Etendus Ciblés Etendus Etendus
indépendantes Ressources Limitées Adaptées Fortes Limitées
(Universités, Approche Restreinte Elargie Ouverte Ouverte
centre de recherche...) Méthodologie Sélective Analytique Analytique Analytique
(sources
secondaires)

Une simple observation de cette présentation des différents stades d'analyse permet déja de
constater la grande interdépendance qui existe entre les divers enjeux. Les objectifs condition-
nent d'emblée les ressources disponibles pour le recueil, I'analyse et la diffusion des recherches,
et tres souvent aussi les approches et méthodologies. D'autre part, le volume des ressources
constitue une limite pour I'étendue du travail a réaliser. Toute I'analyse, mais notamment le
recueil des données, dépend de ces ressources. Ceci implique donc, le plus souvent, une activité
limitée, compte tenu de I'acquis (lacunaire) et du colt exorbitant de la création de sources
primaires. Chacun des stades de I'observation représente donc, pour les acteurs en présence,
des enjeux de nature variable. Les objectifs peuvent étre ciblés ou étendus, non seulement en
fonction des ressources mais aussi des intéréts qui fondent une telle activité.

Pour ce qui concerne les approches, on peut partir de prémices tres sectorisées (restreinte), ou
liées a une logique ad hoc. propre a chaque étude, ou bien au contraire se fonder sur des
perspectives élargies, voire totalement ouvertes, comme le sont les démarches autonomes
ou encore horizontales (celles qui prennent en considération I'intégralité d'un territoire par
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exemple). Enfin, dans ce dernier cas (une approche territoriale ou horizontale), il faut prendre
en considération la nature propre des outils mobilisables, tres différents de ceux généralement
utiles a I'analyse verticale ou sectorielle. Finalement, les méthodologies développées par chaque
producteur peuvent étre plus ou moins sélectives, développer un point de vue analytique, ou
s'engager dans une logique prescriptive (aide a la décision, stratégie d'influence) ou, au con-
traire, se limiter a une méthode descriptive. La préoccupation académique ou la finalité utilita-
riste conditionnent, naturellement, 'usage de tel ou tel type de méthode.

Objectifs de recherche et objectifs de politique culturelle face a la
comparabilité et a I’échange international

Tenons pour acquis les éléments qui précedent, que I'on peut synthétiser autour de trois ensei-
gnements :

* L’activité d'observation quantitative des données culturelles est structurellement incapa-
ble de parvenir a I'idéal de comparabilité objective des informations produites, car celles-
ci dépendent toujours de sources hétérogenes, ambivalentes et incompletes. D'un autre
cOté, il reste tres difficile de travailler des indicateurs qualitatifs a I'échelle internationale.
La comparaison, qui demeure un objectif de I'observation internationale, doit donc pren-
dre le parti, modeste, d'un regard partiel, et avoir le souci permanent de choisir I'indicateur
le moins insatisfaisant.

e Les sources, hétérogenes, vont de pair avec une pluralité d'agents intéressés a la produc-
tion et a la diffusion de ces données, au travers de stades qui manifestent des différences
d'approche, de méthode, d'objectifs. Les agents, ou plutdt les logiques institutionnelles
qui président a cette observation, ne considérent que rarement prioritaire la mise en
convergence de leurs activités. En tout état de cause, cette coordination demeure
occasionnelle, partielle, motivée par des initiatives plus individuelles que collectives.

e Aucun de ces agents ne détient, a lui seul, le monopole de I'observation légitime. Chaque
logique dispose d'atouts certains et de réels handicaps pour mettre en forme une évaluation
exacte et informée du contenu, de I'impact social et économique et du rayonnement
territorial des politiques et productions culturelles.

Cet état des lieux, qui reste ici impressionniste, est certes ennuyeux pour un esprit cartésien
épris de rationalité et de modeles préts a étre reproduits. Mais cette réalité doit surtout étre
confrontée a I'utilité, sociale et politique, de cette observation vis-a-vis des objectifs de politique
culturelle. Il est donc nécessaire de croiser deux types d'objectifs (d'observation et de politique
publique) nécessairement distincts mais, nous allons le voir, interdépendants.

Quelle est la nature de la notion d’objectif de politique culturelle? Essentiellement cumulative,
structurellement universelle. Les normes qui ont conduit a rendre légitime I'intervention publi-
que sont de deux sortes. Les premieres sont intrinseques; I'art pour I'art, la culture pour la
culture. On ne peut concevoir systeme plus universel et auto-référentiel de justification. Il s'est
accompagné d'une autre norme d'action qui fut celle de la démocratisation culturelle. L'acces a
I'art et a la culture, I'usage de la notion de développement culturel ont été, et demeurent des
objectifs centraux de toute politique culturelle. L'invention de nouvelles normes a été, en partie
seulement, motivée par I'échec des précédentes a parvenir en pratique a un niveau satisfaisant.
Ces nouvelles normes, que nous appelons extrinseques, se sont accumulées a coté des
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précédentes, qui demeurent valables quelque soit leur succes pratique. Culture et développe-
ment économique — lien redoutablement difficile a évaluer — culture et renforcement des liens
sociaux, citoyenneté, lutte contre I'exclusion; culture et préservation ou revitalisation d'une identité
collective... On le voit au travers de cette série historique (voir tableau 2), aucun des objectifs
dont nous parlons n'a disparu de I'agenda collectif. C'est la une difficulté structurelle des politi-
ques culturelles, que n'affrontent pas nécessairement les politiques agricoles, environnementales
ou industrielles, qui fonctionnent plus volontiers par substitution d'objectifs.

Tableau 2
Evolution cumulative des politiques culturelles dans les démocraties occidentales
Période | Logique Secteurs Finalités* Exemples
dominante d’intervention d’indicateurs
Du XIX® | Patrimoniale, Patrimoine Conservation, Monuments protégés
siecle élitiste et archéologique, Construction Diffusion nationale
21945 | nationaliste bibliotheques et identitaire de livres scolaires
archives, nationale, Niveau éducatif
beaux-arts Instruction publique, Nombre d'écoles d'art
Formation artistique
d'élite
1945 Artistique Beaux-arts et arts Diffusion de la haute Nombre d'institutions
a contemporains culture et de festivals de
1960 Créativité, qualité et qualité
liberté d'expression Propositions artistiques
de rupture
1960 Socioculturel Culture traditionnelle Démocratisation Décentralisation sociale
a Equlpements polyvalents | culturelle et territoriale de I'offre
1980 Culture de masse, Intégration et cohésion | Participation inter-
populaire sociale Classiste
Moyens de Participation et Pratiques amateurs
communication démocratie culturelle
1980- | Développement | Audiovisuel Production et diffusion | Part de la production
2000 économique et | Patrimoine naturel et culturelle domestique | nationale
culturel intangible Plein emploi, Capacité d'exportation

Nouvelles Technologies
de Communication -
Multimédia

compétitivité et
croissance

Diversité culturelle
multiculturalisme
Coopération culturelle

Offre de formation aux
pratiques multi-
culturelles

Echanges interna-
tionaux équilibrés

*  Enitalique, les finalités « extrinseques » des politiques culturelles.
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Dans ce contexte, les chercheurs et consultants sont en permanence interpellés pour produire
des données nouvelles, directement en rapport avec la priorité du moment, tandis que les
apparelils statistiques demeurent arc-boutés sur leurs séries longitudinales, soucieux qu'ils sont
de préserver un outil technique, efficient. Les deux positions (I'inscription dans les hiérarchies
de politique publique et la distance fondée sur I'intégrité d'un mode de calcul) ont chacune ses
mérites et ses défauts.

Apporter une réponse adaptée a une question posée par l'autorité publique, quel qu'en soit le
niveau, manifeste un certain idéal par lequel la recherche et I'observation accomplissent une
mission d'intérét général. Mais elle court le risque de se fondre dans la particularité d'une
demande orientée, spécifique et qui a peu de chance d'étre cohérente avec celle que formule-
rait, dans un méme contexte, une autre institution. Si I'évolution des objectifs de politique publi-
que sont a peu pres convergents, leur traduction en termes de demande d'information demeure
distincte d'un pays, d'une région ou d'un continent a I'autre. On ne peut donc se satisfaire d'une
telle posture, qui renforcerait, au lieu de les atténuer, le poids des particularismes, et rendrait la
comparaison presque impossible.

L'autre position, qui consiste a camper sur des acquis analytiques et sur des grilles établies, se
heurte a une autre réalité structurelle des objectifs et productions culturelles; leur caractere
dynamique et évolutif. Nous avons mentionné I'essor du multimédia, qui rend le classement
sectoriel des pratiques et politiques de plus en plus décalé par rapport a la réalité. Quant aux
objectifs « extrinseques », ils posent, on le sait, des difficultés statistiques fréquentes, liées no-
tamment & I'absence d'indicateur fiable. A partir de quels indicateurs mesurer I'atteinte, par la
culture, d'un objectif de lutte contre I'exclusion ou de renforcement de la citoyenneté? On
pourrait également mentionner les décalages qui existent entre la production de statistiques sur
la distribution des équipements culturels et les conditions sociales de leur usage. Il n'est pas
indifférent, par exemple, que I'usage de la radio soit devenu essentiellement individuel dans le
monde développé et qu'il demeure une pratique collective dans maints pays d'Afrique. Que
vaut, en termes de diffusion des produits culturels, une statistique qui indique, brutalement, un
différentiel fondé uniquement sur le nombre de postes par habitants, tout en admettant bien
entendu que ce chiffre reste un indicateur de I'inégalité entre les nations? En Europe elle-méme,
la différence entre les taux de lecture scandinave et méditerranéens, est souvent expliquée par
un différentiel de développement des réseaux de lecture publique, ou bien par un différence
dans les dynamiques d'activités artistiques (a I'intérieur versus dans la rue). Mais, d'une part,
ces différences statistiquement mesurables vont de pair avec d'autres dimensions tout aussi
pertinentes comme le climat, les cultures religieuses, etc. D'autre part, il est le plus souvent
difficile de tirer des lecons univoques en termes de politique publique, car cela conduirait a
poser une question elle-méme tres périlleuse; celle de la hiérarchie ou de la non-hiérarchie entre
différents types d'activité culturelle; toutes les pratiques (ici lecture ou participation au théatre
de rue) se valent-elles?

Plusieurs foyers de rigidité menacent en permanence la pertinence des séries statistiques, dont
la portée est donc nécessairement limitée.
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Ces derniers exemples sur l'interprétation des différences intra-européennes et intercontinenta-
les d'équipement culturel mettent en lumiere tout I'intérét, mais aussi tous les risques que
comporte la comparaison des productions culturelles domestiques. L'intérét réside dans I'appui
que peut manifester la comparaison dans I'identification des priorités, d'une part, et dans la
diffusion de recettes sinon duplicables, du moins adaptables, transférables. Le second intérét,
lié au premier, est bien s(r de contribuer au débat sur les objectifs de politique, débats qui sont
sans doute, en matiére culturelle, plus intenses et récurrents que dans d'autres domaines d'ac-
tivité.

Les risques qu'encourt le développement de la comparaison ne sont pas moins importants.
D'une part, compte tenu des défauts structurels des données culturelles (hétérogénéité des
sources et modes de production, caractére incomplet et contextuel des informations disponi-
bles), le parti de la comparaison doit demeurer modeste. L'idée que la mise en ceuvre d'une
batterie d'indicateurs (aussi fine soit-elle) puisse contribuer a produire un certain standard de
politique culturelle nous paraft ainsi déplacée, démesurément ambitieuse sur le plan quantitatif.
Elle est méme, sur le plan qualitatif, dangereuse. Derriere la réalisation de « modeles » de poli-
tiques culturelles se profilent en effet tous les « démons » de la standardisation. On sait que si
celle-ci est une tendance propre a certains secteurs industriels, elle demeure pratiquement im-
possible en ce qui concerne les politiques publiques. La meilleure preuve est sans doute admi-
nistrée par I'Union Européenne elle-méme. L'aspiration de certains pays membres, et notamment
la France, a exporter leur modele a I'échelle de I'Union rencontre de multiples obstacles. Par
contre, cela n'empéche nullement les échanges, les imitations, le partage de socles communs de
principes d'action publique. Mais en ce domaine, plutdt que de parler de standardisation faut-
il parler de tendances convergentes, partielles et relatives. Ce qui est vrai des contraintes a la
standardisation au sein d’un bloc continental « relativement » homogene I'est encore davantage
a I'échelle intercontinentale.

Conclusion : quelques recommandations

Les préconisations qui peuvent étre formulées doivent tenir compte de I'état des lieux, des
forces en présence et des précautions de méthode que nous nous sommes efforcés de clarifier
dans ce papier. Trois séries de propositions peuvent étre avancées, en guise de conclusion.

La premiere a trait a la sauvegarde de la pluralité des sources et, derriere elles, des contextes
dans lesquels se déploient les politiques culturelles. Il ne s'agit pas seulement d'une question de
principe pluraliste, mais aussi d'une question tres pratique; toute observation statistique qui ne
prendrait pas en compte cette réalité polymorphe et polysémique de la production culturelle
domestique est condamnée a demeurer tres générale, simplificatrice et mystificatrice. En lien
avec ce premier principe, on suggerera que 'une des priorités est sans doute ici I'appui aux
dispositifs (nationaux ou régionaux) qui, sur le plan technique, sur le plan de la pluralité des
agents, sont les moins avancés. On pourrait objecter que ceci représente un colt nettement plus
élevé que la production de statistiques standardisées. C'est avoir une vision étroite et a court
terme de la rentabilité des outils d'analyse. Payer le prix de la pluralité est une exigence liée a la
nature elle-méme plurielle des formes de globalisation culturelle et, croyons-nous, plus efficient,
collectivement, a moyen terme.
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La seconde préconisation concerne la dimension des agents eux-mémes. C'est une question
délicate. En effet, I'nétérogénéité des statuts et méthodes ne se rapporte pas uniquement, on I'a
vu, a des divergences formelles, mais aussi a des intéréts distincts, méme quand ils sont, occa-
sionnellement, portés par une méme personne, comme dans le cas d'un chercheur universitaire
qui entreprend, parallelement, une activité de consultant. Mais on doit plaider ici pour le renfor-
cement des groupes de travail mixtes, ceux qui sont les plus fragiles puisque plus éloignés de la
satisfaction d'intéréts professionnels immédiats. Il ne s'agit pas seulement ici de poursuivre un
objectif d'accumulation de données détenues par plusieurs types d'agents. Au demeurant, cet
objectif serait sans doute trop ambitieux, notamment pour ce qui concerne les agents de pro-
duction de données liés a des logiques industrielles privées. Mais il s'agit de constituer un réseau
mixte d'information susceptible d'alimenter en permanence le débat sur les objectifs de politi-
que culturelle. La confrontation réguliere des analyses gouvernementales, sectorielles, universi-
taires constitue sans doute un objectif de I'observation comparative qui peut, par effet en retour,
avoir un impact sur notre maniére de penser et d'agir non seulement dans un cadre pluraliste et
dynamique a I'échelle internationale, mais aussi au sein de chacun des contextes de travail.

A ce sujet, la troisieme recommandation vise le développement d'approches horizontales dans
la production des données culturelles. Les études par secteur d'activité sont disponibles grace
au travail régulier des appareils, publics pour la plupart, de statistique. Elles sont précieuses
pour au moins deux raisons; leur reproduction dans le temps permet de saisir des logiques
d"évolution, a partir de protocoles identiques ou presque; les logiques sectorielles demeurent au
centre de bien des productions culturelles domestiques, et leur comparaison est facilitée par la
disponibilité de statistiques. Mais le maintien de ces protocoles de recherche statistique doit
s'accompagner du développement d'autres types d'études qui sont, encore aujourd’hui, trop
peu mises en ceuvre, et encore moins comparées.

Il s’agit d'abord des horizontalités intersectorielles, qui résultent soit d'une évolution technologi-
que (le multimédia) qui brouille les frontieres entre secteurs, soit de dynamiques culturelles qui
combinent plusieurs fonctions (formation-création) ou domaines (lecture publique/animation
culturelle).

Il s’agit ensuite des horizontalités territoriales. Le mouvement de globalisation s'accompagne de
I'émergence de nouveaux poles de définition et de mise en ceuvre des politiques culturelles, qui
ne sont plus directement dépendants de la forme historique de I'Etat-nation. C'est méme I'une
des tendances dynamiques les plus contemporaines, qui concernent a la fois les Etats de tradi-
tions centraliste, fédéraliste ou crypto-fédéraliste, ou ceux qui s'appuient sur le gouvernement
local. D'ailleurs, les nouveaux pays d'Europe Centrale et Orientale, dans la phase de transition
démocratique puis dans celle d'une association au destin de I'Union Européenne, ont presque
tous traité simultanément la mise en ceuvre d’'un Etat de droit et celle d’une décentralisation
politico-administrative. Cependant, en matiere de culture notamment, cette dynamique territo-
riale ne s'appuie que sur des instruments rudimentaires, généralement produits a I'échelle na-
tionale. Dans les pays fondateurs de I'Union européenne, un diversité préoccupante existe entre
les entités territoriales, sub-étatiques, qui disposent d'appareils tres développés (La Catalogne,
la Lorraine, la Communauté francaise de Belgique, le Piémont par exemple) et celles ol aucune
démarche véritable n'existe. Ce déficit de connaissance est d'autant plus génant qu'il concerne
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des foyers sans doute déterminants pour le maintien de I'impératif culturel dans I'action publi-
que, associant pluralité des cultures, développement des échanges artistiques et participation
citoyenne dans un cadre local et globalisé.

On ne peut conclure tout a fait sans mentionner le défi que représente, pour tous ceux qui
défendent une réelle diversité culturelle, le fait de disposer de ressources statistiques et analyti-
ques qui aident a interpréter les véritables dimensions de I'homogénéité croissante des marchés
culturels. Ceci implique de disposer non seulement de données objectives sur les pratiques de
consommiation culturelle et sur le volume de production et de chiffre d'affaire des entreprises,
mais aussi d'améliorer la connaissance de leurs stratégies de marketing et de programmation.
La compétitivité d'un marché n'est pas la garantie automatique d'une offre plurielle, respec-
tueuse des aspirations des minorités culturelles qui, pour ne pas disposer d'un grand pouvoir
d'achat, n’en possede pas maoins un patrimoine vivant susceptible de disparaitre. Un regard sur
I'évolution négative du solde des échanges audiovisuels entre Union Européenne et Etats-Unis®
est certes mal vécu dans les bureaux bruxellois, parisiens, romains, madrilenes ou berlinois.
Mais le malaise est bien plus grand encore quand le regard provient de Bogota, de Lima ou de
Montevideo, ou depuis une optique catalane, québécoise ou suédoise, pays riches mais mar-
chés trop étroits. Bien des activités économiques disparaissent a cause du défaut de compétiti-
vité de beaucoup de pays. Mais peut-on renoncer a s'exprimer par la culture? C'est pour cela
qu'il est nécessaire de repenser les hypotheses d'étude, pour tenter de répondre a des questions
aussi génantes mais aussi cruciales que celle-ci.

8. Observatoire européen de I'audiovisuel (2001).
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« Réseaux, systemes, milieux : les défis de
I’analyse et de I’évaluation »

Résumé

L'analyse régionale, ce qui est I'activité prin-
cipale de I'Observataire Culturel du Piémont,
pose aux chercheurs un ensemble de proble-
mes méthodologiques de grand intérét. Il ne
s'agit pas seulement de construire un cadre
statistique des principaux indicateurs, il s'agit
plutét de produire un patrimoine de connais-
sances, une structure cognitive, en mesure
d'aider les professionnels du secteur culturel,
les fonctionnaires et les politiciens, dans un
processus décisionnel qui se base aussi sur
des éléments de détall.

Le défi consiste a reconnaitre les tendances et
les dynamiques a leur naissance, c'est-a-dire
quand leur impact guantitatif est encore im-
perceptible; le défi est de reconnaitre les phé-
nomenes a |'état embryonnaire, de déterminer
les facons les plus efficaces pour aider les mi-
lieux culturels a se développer, les réseaux
culturels a « grandir ». Le défi se trouve dans
I'évolution méme des moyens de production
et de distribution qui créent autour du cceur
de la production culturelle une économie qui
bouge vite, qui est « adrénalinique », et donc
difficilement analysable a travers les moyens
et méthodes traditionnels de recherche.

Abstract

Regional analysis is the core activity of the
Cultural Observatory of Piedmont. Research-
ers therefore have to deal with a set of meth-
odological issues of major interest. The task
of the Observatory is not only to deliver a sta-
tistical framework of main indicators, but also
to provide a knowledge tool kit to support
cultural industry professionals, public servants
and politicians in a decision-making process
that often requires a strong understanding of
details.

In this context the challenge lies in recogniz-
ing rising trends and dynamics when their
quantitative impact is not yet clear. Further-
more, the challenge is that of identifying
emerging phenomena and of understanding
how it is possible to support the development
and growth of cultural environments and net-
works. Finally, the challenge lies in the evolu-
tion of production and distribution means
which have placed cultural production in the
middle of a fast-paced dynamic economy not
easily analysed using traditional research tools.
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1. Introduction

Les notes qui suivent constituent une réflexion fondée sur les modalités de fonctionnement de
I'Observatoire Culturel du Piémont (Osservatorio Culturale del Piemonte, indiqué ci-dessous
comme OCP). Elles sont donc en relation étroite avec la demande de connaissances, d'outils, les
urgences que les différents usagers manifestent a I'égard de |'Observatoire. Il s'agit par consé-
quent plus d'une réflexion sur une expérience qui a maintenant pres de cing ans d'age, sur les
questions qu’elle pose et sur ses contradictions, que de la discussion sur le cadre théorique
auquel elle se réfere.

Par ailleurs, la demande de connaissances qui s'adresse a cet observatoire régional' comporte
une requéte bien concrete — parfois méme explicite — de « solution a des problemes » : non
seulement donc un tableau général, mais des interprétations pertinentes, pouvant étre utilisées
a breve échéance, des indications d'outils permettant d'affronter un probleme. Ce qui ne veut
pas dire, pour ce qui est des administrations publiques, demander a I'Observatoire de trouver et
de proposer des politiques culturelles — sa responsabilité technique deviendrait alors politique —
. mais d'intervenir pour soutenir les politiques en vigueur, en créant des outils techniques, en
étudiant I'impact des mesures prises. Quant aux privés qui operent dans le secteur de la culture,
ils demandent des données, des informations pouvant étre directement utilisées pour prendre
des décisions, comme support a leur activité.

La limite entre une « observation détachée » et une « participation opérationnelle » est conti-
nuellement sollicitée, redéfinie, ajustée; ce qui comporte évidemment des conséguences non
marginales aussi bien sur le plan méthodologique, épistémologique, pour ce qui est de I'activité
scientifique, que sur le plan politique, autrement dit de la construction et de la gestion du
consensus/opposition. Ces notes affronteront d'abord le sujet sur le versant scientifique, pour
se pencher ensuite sur les questions liées a la gestion des politiques publiques.

Ce texte a pour but de reconnaftre les difficultés, les défis que I'activité de recherche de I'Obser-
vatoire est amené a relever. On ne proposera pas un outillage et des méthodes qui s'adaptent a
la complexité des problemes, mais uniquement quelques réflexions qui pourraient se révéler
utiles a I'avenir. Il ne s’agit pas la d'un simple artifice d'exposition; ce texte reflete simplement
I'état des choses, de I'élaboration au point ou elle en est, la tentative actuelle de résoudre les
problemes, sur le plan de la méthode et concretement. Un ensemble cohérent d'outils et de
méthodes qui permette de répondre correctement a ces questions apparait aujourd hui comme
un objectif & atteindre, mais non dans I'immédiat.

2. Caractéristiques et conditions de la demande de connaissances au
niveau régional

Les propositions de recherche, les demandes de données, d'informations et d'outils s'adressant
a I'OCP peuvent étre classées en trois catégories, ou mieux répondent a trois conditions aux-
quelles les résultats de la recherche et I'activité de I'OCP doivent se conformer : en général, vu
qu'elles sont tres liées entre elles, ces conditions doivent étre remplies dans chague résultat,
dans chaque analyse de I'OCP; selon les cas toutefois, il peut arriver que I'une des conditions

1. Situé au pied des Alpes, a I'extrémité nord-ouest de la péninsule, le Piémont est I'une des 20 régions italiennes. Il couvre 25 398 km?
sur une surface totale de 301 302 km? et possede une population de 4,5 millions d'habitants sur un total national d'environ 57 mil-
lions. Turin, la capitale régionale, est aussi I'un des pdles économiques et industriels du pays.
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domine sur les deux autres: les situations différentes, le poids qu'occupe chaque condition,
déterminent alors une géométrie variable, méme si les conditions sont presque toujours présen-
tes toutes les trois. On pourra les formuler ainsi :

Dimension territoriale

Cerner la dimension territoriale des phénomenes pris en considération représente une cons-
tante de la demande. La description d'un secteur (qu'il s'agisse de I'ordre de grandeur d’une
certaine production ou de I'impact d"une politique culturelle) doit s'articuler sur une géographie
détaillée des territoires internes a la région afin de permettre la confrontation entre territoires et
systemes de gouvernement semblables.

Intégration entre culture et développement local durable

La demande s'exprime généralement ainsi : « De quelle fagon des investissements et une cer-
taine politique culturelle peuvent-ils contribuer au développement local d'un territoire, a quelles
conditions peuvent-ils susciter des effets bénéfiques sur les entreprises locales, étre a I'origine
de valeurs et de projets partagés? » La culture apparalt ici comme une « enzyme » capable de
catalyser les ressources locales, comme une composante stratégique pour exprimer une identité
territoriale.

Recherche finalisée a la mise en ceuvre concrete

C'est la une requéte spécifique aussi bien des administrations publiques que des agents opérant
dans le domaine culturel : I'Observatoire n'est pas un centre d'études sur I'économie de la
culture, ce n'est pas non plus un institut de statisques, mais un outil destiné a produire des
connaissances pour orienter les décisions et donner des interprétations pouvant étre facilement
utilisées, sans élaboration et médiation ultérieures.

Tout en tenant compte de I'interaction forte qui existe entre ces « conditions », il sera utile de
traiter séparément les implications de chacune d'entre elles sur la recherche, du ramassage a
I'élaboration, au traitement des données.

L"attention constante a la dimension territoriale place au premier plan la possibilité de comparer
les données. Pour certaines variables, généralement disponibles au niveau national sous forme
plutdt générique, la comparaison région — nation est utile pour cerner un ordre de grandeur;
dans bien des cas toutefois, sa portée est modeste : sur des sujets spécifiques, la comparaison
région — nation montre souvent des déséquilibres ou des convergences bien connus; par ailleurs,
la différence entre données régionales et données nationales n'indique pas forcément un besoin
de rééquilibre; de méme, la convergence entre le niveau national et le niveau régional n'est pas
nécessairement le signe d'une situation satisfaisante.

Dans d'autres cas et dans des secteurs spécifiques de la production et de la consommation, la
donnée décomposée au niveau régional ou interne au territoire de la région, bien qu'intéres-
sante dans son contexte, concerne une grandeur plut6t limitée, de petits nombres jouant un role
statistique modeste si on les considére a une échelle supérieure et donc pouvant difficilerment
étre comparés aux données nationales.
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La confrontation avec d'autres régions ou avec d'autres territoires de la méme région est, elle,
beaucoup plus intéressante. La confrontation entre différents territoires est alors d'autant plus
productive qu'il existe la possibilité de comparer non seulement au sein d'un certain secteur
culturel, mais aussi de tenir compte des principales variables socioéconomiques. Il n'est pas tres
significatif de confronter des zones rurales a faible densité avec des zones urbaines tres peu-
plées, si ce n'est pour souligner les divergences: il est par contre intéressant de comparer entre
eux différents territoires ruraux ou différents territoires urbains, ou les éléments qui concourent
a former la diversité sont connus et peuvent étre quantifiés.

Tout ceci souligne la nécessité d'un réseau d'institutions capables d"échanger des informations
structurées, aussi bien pour ce qui est de la culture que pour les principaux aspects
socioéconomiques de la région et de son territoire. Malheureusement, en Italie, il n"est pas facile
de trouver, de facon constante, structurée et non épisodique, des statistiques concernant les
régions et leurs territoires internes; ceci est dl aussi a I'absence d'observatoires culturels régio-
naux ayant pour mission la construction d'un panorama statistique régional.

Au niveau européen, la confrontation avec certains territoires et certaines régions est possible;
elle est toutefois rendue difficile par les différentes traditions statistiques et par les sources
différentes.

Quoi qu'il en soit, la constitution d'un réseau d'institutions qui s'engagent a confronter les
données régionales et internes aux régions est fondamentale pour I'existence méme des obser-
vatoires régionaux, pour éviter d'affiner et de détailler toujours plus des informations et des
méthodes d'analyse, chacun sur son propre territoire, sans pouvoir les comparer a d’autres
niveaux d'analyse et a d'autres territoires. Une spécification et une articulation accrue des don-
nées ainsi que I'impossibilité de comparer risqueraient de vider ces organismes de leur sens : les
informations ne pouvant étre communiquées, elles deviendraient toujours plus difficiles a inter-
préter.

Ces questions sont tres liées a ce que nous avons énoncé dans le deuxiéme point, autrement dit
considérer les activités culturelles comme une composante essentielle d'un développement local
durable. Analyser la production et la consommation culturelles ne suffit alors plus et il faut
brosser un panorama global de la société locale a I'étude, de son territoire. Il faut dans ce cas
identifier les possibilités de développement souhaitable et déterminer le role que la production
et la consommation de culture peuvent y jouer pour contribuer a un processus de développe-
ment durable. L'interprétation nécessaire ici va bien au-dela du domaine de la culture; elle va
méme jusqu'a relativiser les données culturelles en les liant a des stratégies de développement
plus générales.

Il ne s'agit pas simplement d"élargir I'horizon ou situer les données ayant trait a la culture, mais
de choisir un nouveau modele qui modifiera en profondeur le sens méme des données, en
fonction des contextes et des situations. Un exemple : une exposition artistique durant trois ou
quatre mois et totalisant dix mille visiteurs ne constitue pas en soi un événement mémorable; si
elle est organisée dans la capitale régionale par un musée prestigieux qui 'y a engagé les fonds
adaptés, on peut méme la considérer comme un four pour ce qui est de I'affluence; par contre,
si les conditions suivantes se vérifiaient :

a) I'exposition se déroule en zone rurale, dans plusieurs endroits différents reliés par un
itinéraire ou les visiteurs pourront admirer villages et paysages différents,
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b) une partie consistante du public local apprécie cette initiative car c'est une occasion
importante de consommer de la culture dans un territoire traditionnellement pauvre en
activités culturelles,

C) les visiteurs provenant de centres urbains méme lointains sont nombreux; grace a cette
expaosition, ils « découvrent » un territoire peu connu mais de grande valeur pour ses
paysages et son patrimoine culturels,

alors cette initiative aurait une tout autre importance et les dix mille visiteurs, vu leurs caractéris-
tiques et leur provenance, deviendraient un élément du succes : I'exposition jouerait en effet un
role précieux pour promouvoir un tourisme « doux », a base de culture, de paysage, de nature,
de bonne chere et de bon vin, en vue d'une intégration possible des ressources agricoles, et
satisferait par ailleurs une demande locale auparavant négligée. Si, au niveau territorial, on
déploie une stratégie de développement de ce genre, I'exposition avec ses dix mille visiteurs
devient un succes et un investissement utile visant a promouvoir des conditions de développe-
ment pour ce territoire, pour cette zone bien précise.

Par contre, a un niveau plus élevé, celui de I'ensemble de la région par exemple, les dix mille
visiteurs sont quasiment insignifiants sur la totalité des visiteurs de musées et expositions, s'il
s'agit d'évaluer le pourcentage de variation sur I'année précédente. Selon le contexte d'inter-
prétation ou 1'on place une donnée numérique, celle-ci indiquera un succes, un échec, un phé-
nomene peu significatif, voire négligeable. Comme nous I'avons souligné plus haut, cela ne
dépend pas de la relativisation par rapport a I'échelle choisie: le phénomeéne est d'autant plus
important que I'analyse a lieu a petite échelle — I'exposition est tres importante pour le village ot
elle se déroule, assez importante pour le territoire provincial, peu significative si I'on considere
I'ensemble de la région —; tout dépendra par contre des criteres adoptés pour l'interprétation.
S'il s'agit de montrer I'apport de I'exposition a une stratégie de développement territorial, sur
un certain territoire elle pourra avoir une importance cruciale, alors qu'elle ne sera pas particu-
lierement révélatrice sur un autre, en fonction aussi bien des différences entre les territoires que
des stratégies de développement respectives. Si toutefois I'attention se déplace sur les indica-
teurs généraux de consommation et d'affluence dans les musées et les expositions, sur les
comportements du public & un niveau plus général, alors c'est la prise en considération d'une
exposition en particulier qui perdra tout son sens.

Les rapports entre la culture et le développement territorial pose la question du milieu local, a
I'intérieur duquel les composantes culturelles jouent un réle qui n'est pas de second plan car
elles servent a promouvoir des valeurs et des possibilités de développement que la population
partage. La donnée chiffrée prend un sens par rapport a ce milieu, aux perspectives de déve-
loppement, aux configurations possibles: elle a un réle a jouer dans un réseau de phénomenes
orientés, ou orientables, a une dynamique du développement.

En ce qui concerne la troisieme condition, autrement dit une recherche et des données statisti-
ques qui soient finalisées a la mise en ceuvre concrete, les chercheurs doivent affronter une
double question, symétrique et spéculaire en quelque sorte : d'une part, la donnée doit étre
extrémement précise, raffinée, détaillée, tenir compte de phénomenes et de conditions méme
minimes capables de I'influencer; d'autre part, a partir de données fragmentaires, de variations
a peine perceptibles, de symptomes légers, on leur demande une interprétation forte, capable
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de distinguer les tendances, dans des configurations qui ne soient ni ambigués ni nuancées; de
prendre position, en définitive, de formuler des observations a caractere fortement prédictif.

Un exemple servira a éclaircir le premier aspect : I'OCP releve et élabore les données concernant
I'affluence dans les principaux musées, les expositions et les principaux monuments ol un billet
d'entrée est prévu. Les données sont tres décomposées : les entrées sont comptées quotidien-
nement et s'articulent en matinées/apres-midi; de plus, on tient compte des entrées spéciales, a
savair tarifs réduits pour les différentes classes d'age, abonnements et gratuités en tous genres,
et ainsi de suite jusqu'a obtenir un tableau comprenant pres d'une centaine de billets différents.

Ces chiffres sont particulierement intéressants pour les institutions qui organisent des manifes-
tations spéciales dans les musées et des expositions temporaires afin de controler en cours de
route I"évolution de I'affluence, en rapport avec les autres manifestations de la région. L'analyse
des pourcentages permet aux organisateurs de trouver la cause d'éventuelles divergences par
rapport a leur attente, par exemple le manque d'efficacité d'une campagne de presse, et de
réagir chemin faisant.

Afin que cela soit possible, il faut toutefois que les données soient communiquées a de brefs
intervalles, hebdomadaires par exemple; ce qui comporte toute une série de difficultés concer-
nant les statistiques « en ligne », un sujet que nous ne pouvons affronter ici. Mais surtout, les
chiffres devront étre accompagnés d'une multitude de remarques : il faudra par exemple dres-
ser la liste de toutes les manifestations particulieres qui ont vu la participation de différentes
institutions : soirées de gala, ouvertures exceptionnelles en soirée, vernissages gratuits sur invi-
tation, fermeture ou ouverture de salles, spectacles, soit I'ensemble des phénomenes suscepti-
bles d'influencer tant soit peu I'affluence du public. Sans ces détails, une confrontation a breve
échéance entre expositions ou musées devient difficile a interpréter; les organisateurs peinent a
comprendre les oscillations journalieres. C'est ainsi que parfois il a été demandé d'indiquer les
conditions météo, qui peuvent favoriser I'exaode du week-end plutét que la visite dans des mu-
sees.

Il existe donc une sorte de paradoxe : afin que les données sur un musée en particulier puissent
étre immédiatement utilisables, elles doivent étre détaillées et agrémentées de tant d'informa-
tions qu'il résulte impossible de les comparer a celles d'un autre musée. Les données d'un
musée refletent toute une série d'événements, forment une petite histoire intéressante aux yeux
des organisateurs, car c'est sur cette série d'événements qu'il interviendra pour modifier les
données en sa faveur.

Par contre, lorsque le chercheur de I'Observatoire doit interpréter les tendances du public dans
la région ou dans une ville, il doit « dépurer » les données en leur enlevant tous les « ajouts
descriptifs », il doit oublier toutes les remarques, les explications, les justifications et revenir a un
chiffre « dépouillé », simple et pouvant étre comparé dans le temps, dans d’autres villes ou
d'autres régions. Il y a & ceci au moins une raison : le résultat global n'est pas le fruit d'une
somme de micro-événements, d'éléments particuliers, accidentels et liés a la conjoncture; les
tendances de fond se déploient sur une échéance relativement longue, elles se stabilisent apres
avoir « couvé » pendant un certain temps; on ne peut les reconnaitre qu'au-dela d'un certain
seuil de variations. Souvent, I'attention envers le micro-événement, la fibrillation temporaire
empéchent de reconnaitre la portée véritable, a long terme, d'un événement historique ou
d'une pratique culturelle.
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C'est sur cette contradiction que repose le deuxieme aspect cité auparavant, a savoir la de-
mande d'une interprétation forte, d'un tableau sans ambiguité, méme lorsque la situation est
confuse, les données « faibles », autrement dit n'indiquant pas de facon univoque des phéno-
menes importants. C'est une demande qui provient avant tout du monde politique et de ['admi-
nistration publique, afin de pouvoir exercer un controle ponctuel sur les effets d'une politique
culturelle & partir d'une série de données soulignant un certain impact, ou bien de cerner des
phénomenes a partir desquels élaborer une politique ou agir.

Toutefois, le moment le plus favorable pour agir, pour imaginer une action de soutien, est
lorsque le phénomene est a I'état naissant, au début de sa trajectoire; c’est a ce moment-la que
disposer de ressources, d'aide, de soutien, peut se révéler crucial pour mettre en route un
processus de développement. Malheureusement, dans les recherches et les statistiques, les ten-
dances et les phénomenes a I'état naissant se percoivent peu et laissent une trace incertaine de
signes et de symptomes. Au contraire, lorsqu’une tendance apparait clairement dans les statis-
tiques, c'est parce qu'elle s'est désormais consolidée, immobilisée, ce qui rend toute action
d’orientation difficile.

C'est ainsi qu'on demande a I'analyse, a I'élaboration des données de « parier » sur le sens de
petites différences, de symptdmes contradictoires, pour en arriver a des interprétations capa-
bles d'orienter avec précision |'action concrete. On pourrait résumer cela par un slogan : « une
interprétation forte sur des données faibles ».

Attention! Il ne s'agit pas la de la requéte illégitime de forcer les éléments pour en arriver a une
version de facilité en « arrangeant » les statistiques — un risque qui existe et dont nous parlerons
plus loin —, mais de favoriser I'interprétation plutdt que la description. On demande au cher-
cheur de prendre position, d'assumer ses responsabilités quant a I'interprétation, de donner un
sens méme dans des conditions relativement opaques: il s'agit d'orienter la connaissance vers
I'action — méme lorsque les données sont faibles ou incompletes —, d'explorer plutdt que de
créer un systeme et, évidemment, de se sentir responsable de ce processus.

3. Les risques de I'interprétation forte

Toutes les conditions rapidement décrites ci-dessus tendent a sortir le chercheur de son role
d'analyste « au-dessus de la mélée », celui qui raconterait les phénomenes d'un point de vue
externe, pour le plonger dans I'arene du quotidien, sur le terrain complexe et contradictoire ou
ceuvrent les secteurs public et privé. Les limites d'un domaine ou d'une discipline sont dépas-
sées par I'exigence d'intégrer les statistiques de la culture a I'économie du territoire; le niveau
d'approfondissement et de détail des données tend a se structurer au cas par cas sur les besoins
de la contingence opérationnelle; enfin, on fait appel a une capacité d'interprétation forte, ra-
pide et efficace, qui devienne un outil pointu en vue de I'action.

Bien que I'ensemble de ces requétes soient parfaitement compréhensibles dans un observatoire
régional de la culture et constituent en quelque sorte sa raison d'étre, il y en a suffisamment
pour se sentir parfois désorientés, livrés aux aléas des contradictions. Il est vrai que I'Observa-
toire Culturel du Piémont n'est pas né comme centre d'études sur I'économie de la culture; il ne
s'agit d'une institution académique, mais d'un service qui se veut utile a ceux qui agissent dans
le monde de la culture. Malgré tout, la difficulté a maintenir le cap. a éviter les bas-fonds d'une
analyse correcte sur le plan scientifique mais stérile quant a sa capacité d'orienter l'action, a
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éviter aussi les écueils d'une interprétation improvisée et arbitraire, est bien réelle, aussi bien
dans la pratique que pour ce qui est de I'outillage scientifique et conceptuel.

Le besoin d'une interprétation forte constitue un premier risque, trés présent dans le monde de
la culture. Comme chacun sait, la principale caractéristique de nombreuses activités culturelles
est leur « Iégéreté » en termes économiques, ce qui signifie aussi en termes pouvant étre quan-
tifiés et mesurés; heureusement, les effets ayant une portée, un impact, plus vaste sont d'ordre
culturel, immatériel et se manifestent en cycle de longue durée. Cela veut aussi dire légereté des
données et des indicateurs a utiliser, au point qu'il faut généralement créer un outillage d'ana-
lyse sur mesure. Vouloir utiliser le modele « input — output » ou les analyses d'impact économi-
que tels qu'on les emploie dans I'industrie équivaudrait a penser que I'on puisse filtrer un liquide
avec une grille en fer forgé plutot qu'avec un tissu a la trame serrée.

C'est bien cette légereté « structurelle » du secteur — hormis quelques filieres spécifiques de
production industrielle — qui constitue la difficulté caractéristique de I'interprétation. On ajou-
tera a cela le défi conceptuel que représente |'accélération de I'innovation dans le domaine des
techniques de I'information et de la communication qui a révolutionné les systemes de distribu-
tion et méme les produits culturels; il est ainsi de plus en plus difficile d"établir les frontieres de
la culture. Les services on line et off line dilatent le monde de I'édition, le MP3 et les algorithmes
de compression permettent la distribution de produits multimédias avec des implications et un
impact remarquables; toute une Net-économie, solidement reliée aux secteurs de la culture et
des télecommunications, se développe en élargissant ultérieurement les frontieres incertaines
du secteur.

C'est ainsi que, de notre point de vue d'observatoire régional, nous assistons a une situation
bizarre ou les productions traditionnelles de la culture (édition, musique, théatre, spectacles
live, musées) tendent a la stabilité, voire a la stagnation, alors que tout autour, aussi bien dans
I'usage de technologies nouvelles que dans la distribution musicale en ligne, dans les services
culturels offerts par internet, ce n'est qu'un intense fourmillement d'activité; une foule de nou-
veaux opérateurs s'engagent dans I'innovation et inventent de nouveaux produits contenant
souvent une forte composante culturelle. Mais c'est justement cette activité intense, en marge
du secteur culturel tel qu'on I'entend traditionnellement et dans les interstices entre les diffé-
rents domaines de la culture, que I'outillage usuel de I'analyse, a savoir les recensements, les
monitorages, peinent a capturer. Une grande partie des entreprises de cette Net-économie nais-
sent, disparaissent, se transforment en quelques mois; elles vivent d'une économie tres rapide,
de « pile électrique », évoluent et font évoluer leurs produits a des rythmes qui rendent I'analyse
maladroite, pachydermique. Il apparait hors de portée de parvenir a cerner avec précision les
limites de la production culturelle dans cette zone de frontiere, a dresser une liste des opéra-
teurs et des entreprises, de les recenser et d'en suivre I'activité. La situation évolue si rapide-
ment qu’elle met constamment hors jeu une recherche qui se veut systématique et exhaustive.
Par ailleurs, un tableau apparait déja vieilli des son élaboration. Il ne reste alors qu'a essayer de
comprendre, d'analyser « de l'intérieur », au moyen de I'étude des cas, ou mieux de I'interac-
tion avec ce monde, en testant par exemple ce que les technologies nouvelles peuvent apporter
a un observatoire, en acceptant d'étre interactifs avec le changement. Quoi qu'il en soit, il
apparalt comme nécessaire d'accepter la partialité, la fragmentation, I'équilibre instable de la
connaissance, I'incertitude due a une situation que I'analyste ne peut certes dominer.
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Il est évident que, dans ces conditions, une interprétation lucide et pertinente, pouvant étre
clairement utilisée pour orienter stratégiquement I'action quotidienne des opérateurs et des
institutions, est un objectif qui n'a rien de facile a atteindre.

En voulant interpréter une situation complexe qui évolue continuellement, qui est souvent ca-
ractérisée par des phénomenes contradictoires et peu « orientés », on court le risque d'y mettre
une bonne part de subjectivité, de se fier a des sensations et & des impressions qui n'ont pas
grand-chose a voir avec les données, de « relacher » les liens entre le ramassage des informa-
tions, leur traitement et une interprétation pertinente. A I'extréme, on court le risque d'utiliser
ses propres intuitions et interprétations comme un aimant sur lequel faire converger toutes les
données — selon un proverbe cher aux statisticiens « torturez les données, elles finiront par
confesser... » — et encore, tout aussi paradoxalement, on court le risque de se transformer en
experts bons pour les shows télévisés, fournisseurs d'intéressantes interprétations quel que soit
le domaine concerné, capables d'influencer brillamment I'opinion, de produire des métaphores
suggestives sans grande pertinence avec les données concretes.

Il n"existe toutefois pas qu'un risque implicite au chercheur, lié au controle de sa subjectivité et
de son narcissisme; il y a aussi le risque d'adopter les interprétations suggérées par « |I'exté-
rieur », autrement dit d'adapter I'interprétation aux désirs de I'opérateur ou de I'institution qui
I'a demandée, de produire une version épurée de tout élément contradictoire afin de confirmer,
soutenir, appuyer une politique en vigueur ou d'influencer une décision a prendre. La encore, i
I'on pousse a I'extréme, I'observatoire régional perd toute crédibilité s'il se transforme en un
organisme qui confond le role d'un centre d'études avec celui du bureau de presse d'une
institution. On se gardera toutefois des simplifications : il n'est pas particulierement fréquent
que ce risque se manifeste par une pression directe et explicite pour appuyer ou confirmer une
version établie au préalable et donc avec un usage évident du pouvoir; il est possible que ce
risque s'exprime de fagon plus subtile et plus difficile a reconnaitre. Ce peut étre, par exemple,
I'ensemble des questions posées par I'institution qui oriente I'interprétation, excluant d’autres
directions de recherche, ou encore le vceu de trouver une confirmation pour certaines actions,
voeu que partagent opérateurs et chercheurs; il peut s'agir aussi d'une sorte de volonté de
survie de la part des chercheurs qui ne veulent pas faire la guerre avec ceux qui les financent.

C'est la une question sur laquelle I'Observatoire s'est penché des sa création. C'est justement
pour garantir concretement I'indépendance et I'autonomie de I'OCP que celui-ci a été structuré
a partir d'un protocole d'accord entre les différentes administrations publiques (Région Pié-
mont, Ville de Turin, Provinces), des fondations d’origine bancaire (SanFaoloet Cassa di Risparmio
di Torino) qui jouent un role particulierement important quant au financement des activités
culturelles, les associations professionnelles du spectacle, des instituts de recherche publics tels
que I'IRES (Institut de Recherche Economique et Sociale du Piémont) ou privés comme la
fondation Fitzcarraldo, active dans le domaine de la recherche, de la formation et de la docu-
mentation dans le secteur culturel et qui constitue la structure opérationnelle de I'Observatoire.
Tous les partenaires mettent a disposition les moyens financiers nécessaires pour I'activité an-
nuelle de I'Observatoire et, par I'intermédiaire d'une commission d’orientation, établissent les
grandes lignes des recherches a mener et les sujets a approfondir dans le cadre des statistiques
culturelles régionales.
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La diversité des partenaires au sein de la commission d'orientation — publics et privés, avec des
missions différentes dans plusieurs domaines culturels — favorise la coopération et la concerta-
tion entre des pratiques et des points de vue différenciés et garantit un intérét véritable a dispo-
ser d'outils de recherche et d'interprétation impartiaux, représentant une base de connaissance
fiable a partir de laquelle toutes les négociations sont possibles. Cette pluralité d'intéréts, qui
caractérise explicitement I'Observatoire, s'est révélée particulierement utile pour parvenir a une
indépendance réelle, négociée entre différents équilibres.

Il ne s'agit pas de prétendre ici que le probleme de l'indépendance et de I'autonomie de la
recherche et de I'analyse ait été résolu une fois pour toute; il est au contraire affronté au quoti-
dien sous forme d'une renégociation constante de I'équilibre entre les différentes composantes.
Les intéréts divergents entre les partenaires de I'OCP se révelent une richesse bien concrete et
favorisent la discussion.

On a essayé de trouver une solution a travers la structure méme de I'observatoire, en essayant
d'instituer dans la pratique les conditions pour une autonomie et une indépendance réelles, en
faisant en sorte que la recherche ne doive pas se soumettre a une question unique, a un point de
vue unique, mais tiennent compte d'une multitude de questions et de points de vue, afin d’
arriver a un équilibre et réussir a discuter, convaincre, communiquer.

Quant a la difficulté d'interpréter des tableaux complexes pour parvenir a y reconnaitre une
tendance a partir de symptomes et de signes faibles et opaques, la question n'a pas encore été
résolue. Ce n'est qu'a travers la recherche et |'outillage scientifique que I'on pourra éviter de
déformer une réalité peu déchiffrable par une interprétation forte et liée a des intuitions person-
nelles du chercheur.

4. Au-dela de I’analyse sectorielle : réseaux, systémes, milieux

Les conditions, les questions et les risques dont on a parlé dans les paragraphes précédents
conduisent la recherche au-dela des limites du relevé des dimensions numériques d'un secteur;
ils imposent un déplacement de la perspective, I'utilisation d'un outillage pluridisciplinaire et la
capacité de lire des systemes complexes ou les éléments de la production et de la consomma-
tion culturelles ne constituent qu'une partie de I'ensemble a I'étude, et il ne s'agit presque jamais
de la partie principale.

Pour décrire ce déplacement, on le comparera a la photographie : I'analyse atteint son but
lorsqu’elle prend une bonne photo. Cela signifie bien cadrer le sujet et ne pas le découper
arbitrairement, I'insérer dans un contexte qui permette d'en comprendre les dimensions tout en
distinguant clairement le sujet principal du fond; les contours du sujet et les détails devront étre
précis et I'image ne devra pas étre floue.

D'apres ce qui a été dit dans les paragraphes précédents, il est évident que c'est I'objectif choisi
pour cette photo qui est en cause et inadapté dans la plupart des cas.

Nous avons vu en effet que les opérateurs du monde de la culture recherchent un approfondis-
sement qui ressemble fort a une image au microscope : le grain doit étre fin, le détail précis, au
risque de perdre la vue d’ensemble ou plutot de renvoyer cette derniere a un niveau d'analyse
totalement différent, qui exclut quasiment toute comparaison. Un tailleur d’Armani ou de Saint-
Laurent n'est pas un ensemble de fibres textiles; la structure du tissu ne permet de savoir quelle
sera la forme du vétement dans le projet du styliste.
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Par contre, qui a pour mission de planifier la culture au niveau du territoire et a donc besoin
d'une confrontation entre les différentes activités culturelles ne considére la photo que comme
un indice, une vision partielle et subjective, un point de vue parmi tant d'autres. Il nécessite une
vision plus structurée, un tableau synoptique d'ou résulte la place qu'occupent les phénomenes
dans les différentes parties du territoire, une sorte de carte thématique.

Si I'on souhaite que I'analyse constitue la base pour articuler une politique d’intervention ou
pour en évaluer les modalités de fonctionnement et I'impact en cours de route, il faudra alors en
donner une interprétation raffinée et puissante, d'autant plus nécessaire que les phénomenes
pris en considération ont des contours vagues, difficiles a saisir.

La photo ressemblerait dans ce cas a un tableau informel; ce qu'il faudrait, c'est une échogra-
phie, un sonar qui reconstitue un milieu invisible autrement. L'ceil humain ne suffit pas ici : les
objets ne se voient pas mais on peut les reconstruire en reliant systématiquement les points
détectés. Le rapport entre les différents points devient alors le véritable objet de la recherche;
c'est la mise en forme d’'un systeme dont on parvient a distinguer au moins les grandes lignes.
C'est I'exact contraire de I'image au microscope : des points reliés pour mettre en évidence une
forme, un Gestalt.

L utilisation de modeles et d'outils provenant d'autres disciplines pour analyser des systemes
complexes ne dépend pas uniquement de la « nébulosité » du terrain a explorer, lequel a besoin
d'instruments raffinés et sensibles pour remplacer le regard de I'nomme. Une analyse finalisée
au choix ou au monitorage d'une politique culturelle ne demande pas seulement une « carte »
du milieu, mais aussi un modele des effets possibles, une projection du systeme lorsque la
politique en question aura été mise en ceuvre; autrement dit : « Que se passera-t-il si je pousse
cette action? Comment se modifiera I'ensemble? Et si je proposais cette autre action? » Les
éléments prédictifs ne sont pas la conséquence directe d'une analyse soignée; ils demandent
aussi la construction d'un modéle dynamique, d'une simulation qui permette d'expérimenter
virtuellement et avec une certaine approximation les effets d'une action concréte.

La encore, un exemple sera plus clair.

L'OCP recense actuellement les musées et le patrimoine culturel assimilable, un peu plus de
600 édifices et institutions sur I'ensemble de la région Piémont. Ce recensement a une valeur
expérimentale étant donné qu'il est étroitement lié¢ a un acte d'orientation sur les standards de
qualité des musées, promulgué par le ministere italien du Patrimoine et des Activités culturelles?.
Les Régions devront faire appliquer cet acte d'orientation, au moyen d'une loi valable sur I'en-
semble du territoire régional. Les standards de qualité concernent les différents aspects des
musées et du patrimoine, aussi bien I'identité juridique que la sécurité a I'intérieur de I'édifice,
les problemes de conservation, de classement, de gestion des collections, le personnel, les moyens
financiers, le rapport avec le public.

La requéte de la Région ne concerne pas, dans ce cas, uniquement une analyse de I'état des
lieux — indispensable mais non suffisante —, mais elle vise avant tout a construire une base de
données qui permette d'établir, dans les différents domaines concernés par les standards, le
niveau concret que chaque musée est capable d'atteindre en un délai déterminé, les moyens

2. Ce recensement est coordonné et effectué par I'OCP. Il utilise une commission scientifique a laguelle participent | 'Istat (Institut italien
de statistiques) et des experts qui ont pris part a la rédaction de I'acte d'orientation pour le territoire national.
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financiers nécessaires a I'obtention du seuil minimum, la limite & atteindre, tout seuil confondu,
par la plupart des musées a des colts acceptables, sans courir le risque de devoir constater que
la plupart de ces musées sont inadaptés.

Ainsi la question « Que se passera-t-il si... » suppose que I'on arrive a une réponse complexe a
partir d'une multitude de variables : la construction de modeles de simulation n'est donc pas un
accessoire de I'analyse, c'est en fait le fondement méme d'une enquéte vaste et onéreuse. Ce
n'est pas un hasard que le recensement soit effectué par du personnel qualifié et formé a cet
effet et, qu'outre une enquéte détaillée sur plus de 600 édifices et institutions, il prévoit toute
une série d'approfondissements menés par des experts sur des sujets particuliers (rapports
avec le public, sécurité, personnel, etc.) pour aboutir & une description des liens entre les diffé-
rents themes, indispensables pour comprendre les effets dynamiques des actions envisageables.

Il 's'agit donc non seulement de reconnaitre un milieu complexe, mais aussi de préparer des
simulations afin d'orienter les politiques culturelles vers un impact réaliste et durable.

Telles sont les raisons pour lesquelles les liens entre les données prennent une importance
capitale : I'analyse devient analyse d'un systeme, recherche d'un réseau d'interaction entre les
différents éléments, description efficace et réaliste de son fonctionnement.

En considérant le probleme sous un autre point de vue, il apparait qu'une enquéte qui met en
évidence des systemes complexes et des réseaux de relations n'est en fait que I'autre face de la
médaille d'une fagon d'agir et de penser les politiques culturelles en rapport avec les stratégies
possibles du développement territorial et la limitation des dépenses.

La nécessité de controler avec attention les fonds a investir — généralement faibles par rapport
a la demande — oblige a distinguer de facon précise les points sur lesquels I'action aura des
effets et un impact optimaux, autrement dit les situations ou les investissements deviendront le
moteur d'un développement capable de se propager rapidement dans le milieu concerné. De
facon imagée, on demande aux chercheurs de fournir les connaissances qui permettront d'uti-
liser les investissements comme les aiguilles de la médecine chinoise, autrement dit d obtenir
des effets complexes, de récupérer un équilibre a partir d'actions ponctuelles — une acuponc-
ture d'investissements — capables de mettre en route I'interaction, de susciter des dynamiques
positives.

Par ailleurs, on sait a priori que les actions qu’il faudra soutenir et financer concernent des
réseaux territoriaux, des systemes culturels dans leur ensemble : la fragmentation des opéra-
teurs et des ressources culturelles, qui sont généralement distribués sur de vastes territoires
régionaux, conseille d'adopter des services et des infrastructures en commun ou d'envisager,
comme dans le cas des musées et du patrimoine, I'organisation d'itinéraires, de parcours, de
réseaux d'institutions, pouvant étre gérés par des agences territoriales ou en renforcant les
relations et la collaboration.

Il est évident que dans ces conditions, la recherche n'a pas exclusivement pour but de dresser la
liste des opérateurs, de préciser leur importance en termes économiques: elle devra plutot
distinguer les réseaux naissants, indiquer ceux qu'il serait important de développer en vue
d'une gestion meilleure et de la croissance des activités culturelles. Il est tout aussi évident que
I'attention doit se déplacer sur l'interaction complexe que les activités culturelles exercent sur
toutes les autres activités locales, en commencant par le tourisme.
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Si I'analyse n'est plus d'ordre purement économique, mais vise a mettre en évidence des ré-
seaux de relations a I'intérieur et en dehors du secteur culturel, & construire des systéemes com-
plexes ou se situent les activités culturelles, il s'agit aussi de trouver I'outillage pour affronter les
risques dont il a été question dans les paragraphes précédents, a savoir une interprétation forte,
difficile a démontrer et tres liée a la subjectivité du chercheur. Le nombre des variables dont il
faut tenir compte augmente énormément, la géographie territoriale des phénomenes économi-
ques et sociaux fait irruption et, malgré tout, I'objet de la recherche se précise, I'analyse permet
de confirmer ou de démentir des hypotheses quant aux relations entre les différentes compo-
santes. Il est possible que des hypotheses ne provenant pas nécessairement du secteur culturel
soient confirmées ou démenties. Autrement dit, le probleme est moins d'avoir affaire a un
secteur « faible » numériquement (ressources économiques, emploi, ressources publiques dis-
ponibles), a des grandeurs qui décrivent mal la quantité, puisque I'attention se déplace sur les
rapports qui se créent entre les variables, a I'intérieur mais plus encore a I'extérieur du secteur
culturel; ceux-ci devenant la composante stratégique de I'économie territoriale et du développe-
ment local.

L& encore. le modéle se déplace progressivement. A partir des années 80. les enquétes sur
I'impact économique de la culture ont clairement démontré que celle-ci a une influence — di-
recte ou indirecte — non négligeable sur I'économie et sur I'emploi. I apparait pourtant tout
aussi clairement que I'importance limitée du secteur culturel, par rapport aux autres secteurs de
la production ou pour revendiguer son poids économique, ne le met pas a |'abri de la limitation
de crédits que I'on destine a d'autres interventions prioritaires. D'autre part, en pleine époque
post-industrielle, des politiques de développement territorial fondées sur des secteurs différents
ont eu, elles aussi, des difficultés a démarrer et, surtout, a engendrer des processus de dévelop-
pement capables de s'autofinancer. Par contre, ce sont justement les enquétes sur I'impact
économique de la culture qui ont montré qu'il était relativement facile de créer des emplois dans
le secteur culturel et que sa légéreté économique était somme toute un avantage pour une
politique d'investissements en vue de I'emploi. Cela a produit un phénomene curieux dans les
dernieres années, dans plusieurs régions d'Europe. D'une part, le choix de limiter la dépense
publique réduisait les budgets destinés au secteur culturel; d'autre part, une série de projets
pour la revitalisation urbaine, la réhabilitation de quartiers dégradés, le développement territo-
rial, se fondaient sur la culture, concue comme moteur d'un nouveau développement. Une
partie des fonds structurels, que |'Union Européenne destine au rééquilibre économique des
zones ou la production décline ou qui sont marquées par de profonds déséquilibres, ont servi a
financer des centres multimédias, des écoles de formation professionnelle pour les professions
culturelles, des centres pour la créativité artistique, des musées, des centres d'exposition. C'est
ainsi qu'il existe dans certains cas une sorte de schizophrénie si, au sein d'un méme territoire, le
« secteur culturel » dispose de moins de fonds publics, alors que toute une série d'activités
culturelles sont favorisées par les investissements destinés a la rénabilitation urbaine et au déve-
loppement local. La culture — en tant que composante essentielle et stratégique du développe-
ment local — apparait aujourd'hui comme I'une des voies les plus intéressantes pour éviter la
réduction progressive des fonds destinés au secteur culturel pur et simple.

Et pourtant ce role stratégique des activités culturelles dans le développement territorial doit
étre demontré, expérimenté, stimulé en fonction de cas concrets et d'une estimation des diffé-
rentes expériences. On a déja pu constater des cas décevants ou de grands investissements
n'ont pas permis de faire partir le développement. La légereté et le caractere immatériel des
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productions culturelles se révelent des facteurs aussi positifs qu'aléatoires : positifs du moment
qu'un emploi dans le secteur culturel ne demande généralement pas d'investissements trop
lourds, il ne pollue pas, ne produit pas d'effets négatifs sur I'environnement, il peut étre facile-
ment localisé dans des endroits différents; aléatoire car il ne produit pas toujours une valeur
ajoutée importante ou ne parvient pas a donner lieu a une économie puissante capable de
s'alimenter par ses propres moyens, au contraire il a parfois besoin d'un ultérieur soutien éco-
nomigue pour pouvoir continuer.

Surestimer I'impact économique direct des productions culturelles peut se transformer, si la
tendance se généralise, en un aspect contre-indiqué et se retourner comme un boomerang sur
I'ensemble du secteur culturel : une perte de ressources qui risque de susciter la méfiance a
I'égard du réle que pourrait jouer la culture sur un certain territoire.

Malgré tout, il existe des expériences de développement local ou la culture a joué un role non
secondaire.

Des investissements bien focalisés sur le patrimoine culturel, architectural et muséal, sur le
spectacle, ont un certain impact économique, mais ce n'est pas la leur seul effet. Ces investisse-
ments contribuent parfois a renforcer le sentiment d'appartenir a un territoire, a une société
locale, a un paysage culturel, ils contribuent & construire une identité locale, une vision parta-
gée, une sorte d'orgueil qui nait du fait d'appartenir a un systeme local.

Et c'est probablement la leur impact plus profond, que les méthodes utilisées pour mesurer
I'impact économique ne releve pas : construire un milieu au sein duquel les agglutinants sont
essentiellement d'ordre culturel. C'est justement I'existence d'un milieu positif qui se révele,
dans certains cas, étre I'une des principales conditions pour mettre en route le développement
local. Tout ceci n'a rien d'étonnant : les dynamiques de développement local procédent « bottom-
up » et se fondent sur la participation des agents locaux dans les différents milieux sociaux, sur
une vision partagée d'une évolution possible et souhaitable. L'existence d'un milieu positif, vi-
vace sur le plan culturel, stimulant, est indiqué dans certaines études comme I'une des condi-
tions pouvant favoriser un développement local trés pointu. Les cas sont nombreux désormais
ou les géographes et les sociologues urbains démontrent le lien étroit qui existe entre les straté-
gies de développement territorial économique et les milieux culturels ou ces stratégies ont « fer-
menté ». Les analyses de I'innovation sur le territoire ont fait école en démontrant I'interaction
complexe qui existe entre le monde de la culture, de I'instruction, de I'industrie, de I'économie,
et qui contribue a créer les dynamiques du succes.

Comprendre aujourd hui combien la culture peut contribuer a un développement local durable,
non seulement sur le plan économique, mais aussi en se faisant promoteur de sentiments d'identité
et d'appartenance, de visions partagées, en concourant a forger et a entretenir un milieu, un
climat, stimulant, apparait comme |'un des défis les plus intéressants a relever pour la recherche
et I'analyse. Passer de l'impact économique a I'impact « émotif » de la culture sur une société
locale est aussi fascinant qu’ardu et astreignant. 1l s'agit d"utiliser un outillage pour I'analyse des
milieux culturels et territoriaux dont les instruments pour mesurer les quantités ne représentent
qu'une partie — indispensable, certes.

Tel est le défi que les politiques culturelles de développement local lancent et tel est le défi qui
pourrait avoir des effets positifs sur I'évolution des modeles de la recherche sociale et aussi sur
celle de I'outillage nécessaire a I'analyse.
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Résumé

Au cours de la présente communication, nous
verrons quelles sont les méthodes possibles
d'élaboration des indicateurs des effets et des
avantages sociaux de la culture. Les ministe-
res responsables de la culture au Canada sont
de plus en plus intéressés a trouver des fa-
cons d'évaluer les avantages sociaux de la
culture. lls ont demandé au ministere du Pa-
trimoine canadien de diriger un programme
pour examiner ces questions. Dans la premiere
partie de la communication, nous explorons
une méthode de présentation normalisée des
indicateurs : une grille a deux dimensions qui
donne la liste des disciplines culturelles (par
exemple : livres, films, radiodiffusion, arts de
la scene) sur un axe, et la chaine de valeur
(par exemple : création, production, distribu-
tion et consommation) sur I'autre. La trans-
formation de la grille en modele qui donne le
tracé des flux de I'information entre les élé-
ments de la grille, révele les sources des effets
sociaux. La communication émet ensuite I'hy-
pothese selon laquelle la consommation de
biens et services culturels est différente de la
consommation de biens ordinaires puisque la
consommation de biens culturels produit deux
effets supplémentaires chez le consomma-
teur : elle suscite la réflexion et elle renforce
la cohésion sociale. Le résultat ultime de la
consommation et de la participation culturel-
les est donc I'évolution des valeurs, la révéla-
tion d'une identité et le développement de la
conscience communautaire. Si ces hypothe-
ses sont confirmées par la recherche, elles
serviront de base de référence a I'élaboration
d'indicateurs des effets sociaux.

Abstract

The purpose of the paper is to examine how
we might begin to develop indicators for the
social effects or benefits of culture. Ministries
responsible for culture in Canada are increas-
ingly interested in finding ways to measure
the social effects of culture, and have asked
the Department of Canadian Heritage to lead
a program to explore how this might be done.
The paper begins by examining a standard
way of organizing indicators: a grid listing
cultural disciplines (e.g.. books, film, broad-
casting, performing arts, etc) cross referenced
to the value chain (creation, production, dis-
tribution and consumption). This grid is ex-
panded into a model which traces the flows
of information between elements of the grid,
to reveal the sources of social impact. The
paper then advances the hypothesis that cul-
tural consumption and participation differs
from consumption of ordinary goods because
cultural consumption has two external effects:
it makes the consumer think and it reinforces
social cohesion. The ultimate result of cultural
consumption and participation therefore is
value change, identity formation, and com-
munity building. If these hypotheses are sup-
ported future research, they provide the
grounds for development of indicators of so-
cial effects.
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Introduction

The purpose of this paper is to describe the set of cultural indicators being studied by the
Canadian Federal and Provincial Government cultural authorities, and to explore how these
indicators can be expanded to include indicators of social impact.

The first part of the paper discusses the definition of culture being used. The second presents a
model of the flow of creative content through society from creation to consumption, with feed-
back. The model serves as a checklist for ensuring that the indicators chosen are comprehen-
sive and efficient. The model taken as a whole also suggests that there is something beyond
simple measures of volume, rate, and size, namely the impact or effect that this flow has on
society itself. The third section takes up the issue of what precisely is to be measured: volume of
products, financial performance, employment, consumption, economic impact, social impact.
This leads directly to the question of what is understood by social impact, which is taken up in
the fourth section. Section five discusses several specific secondary issues such as cultural tour-
ism and new media, and section 6 concludes with an overview of the current status of indicator
development. An appendix lists the proposed indicators in detail.

1. Definition of Culture

The first step in modelling the cultural sector is to define what culture is. Scholars define culture
in a wide variety of different ways. In fact, two American scholars once published a list of 160
different definitions of culture'. The various definitions resolve themselves however into two
main perspectives. One defines culture broadly as the set of symbolic resources people use to
make sense of the world around them and to enable them to interact with each other. Culture in
this perspective includes the ideas, values, and systems of belief people hold, the norms and
social rules they live by, the languages and protocols they use to relate to each other, as well as
their patterns of behaviour and even the material products they create. The other perspective
defines culture as the activity of aesthetic creation and expression and its products, in other
wards, the creative and performing arts. Closer consideration reveals however that these are
Just two perspectives on the same body of knowledge. If culture is thought of as a stock of
knowledge individuals use to interpret the world around them (the first perspective), then the
second perspective, aesthetic creation and expression, is the source of that stock of knowledge,
the process by which all the knowledge was originally created and from which flows new
knowledge and new ways of interpreting the world.

Culture as aesthetic creation and expression can therefore be thought of as the Research and
Development laboratory where new symbolic resources are created and tested to see if they
work, and then released to the world as cultural products to see if they will be absorbed into the
existing stock of ideas and perceptions. The reason the cultural sector understood as aesthetic
activities attracts policy interest, therefore, is that a society must continuously refresh and up-
date its stock of symbolic resources (i.e., ensure cultural diversity) if it is to cope with rapidly
changing world circumstances and phenomena.

The cultural sector that this paper talks about therefore is the sector of society which is con-
cerned with activities that use creative and aesthetic expression to make cultural products that
society can experience and use.

1. Kroeber, A.L., & Kluckhohn, C. (1952). Culture: A critical review of concepts and definitions. Harvard University Peabody Museum
of American Archeology and Ethnology Papers 47.
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2. A Model of the Cultural Sector

Schematically, the cultural sector can be represented as a flow of information through several
nodes, from initial creation to final experience (consumption) and its effect or benefit in society.
Figure 1 illustrates this schematic.

To understand the cultural sector therefore, it would first be necessary to model this basic flow
for each part of the cultural sector (e.g., book publishing, film making, painting, dance, music,
etc) and demonstrate the connections between them. Fortunately, in the late 1990’s, the De-
partment of Canadian Heritage, Industry Canada, Department of Foreign Affairs, and Statistics
Canada developed a statistical framework for the cultural sector and its main elements, to serve
as the basis for an number of statistical analyses, including analysis Cultural Trade and Invest-
ment, the Economic Impact of the Cultural Sector, and the Cultural Labour Force.?.

The framework defines the cultural sector as including:

- Books and magazines - Architecture

- Film - Photography

- Broadcasting - Design

- Sound Recording and Music Publishing - Advertising

- New media - Festivals

- Performing Arts - Cultural Education

- Visual Arts - Heritage and Preservation
- Crafts - Libraries

It also defines the cultural sector functionally as including creation, production, preservation,
manufacturing, wholesale retail, and consumption, which is the same as the cultural flow de-
scribed in Figure 1, but using economic terminology.

Figure 1
The basic flow of cultural information in the creative process
i . Performance/ Experience E?f?eiitaér
Creation Production Distribution (Consumption) fect o

AUTHORS —> PUBLISHING —> BOOKSELLING —> READERS |::>

If this whole framework is drawn as a flow in the same way as Figure 1 was, it appears as
Figure 2.

Figure 2 provides an overall picture or model of the cultural sector and the flows of ideas
through it. Itis these flows that we wish to measure. The model traces the flow in each discipline
from the roots of creation in arts education and heritage preservation, through the creative
functions (authors, composers, etc) to the process of turning of created ideas into culturally
consumable products and services (publishing, sound recording, film making, etc), to dissemi-
nation (book stores, broadcasting, art galleries) onward to consumption and experience

2. Statistics Canada. A Canadian Framework for Cultural Statistics, Mimeo, Cultural Statistics Program, April 2002.
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(readers, viewers, visitors) and finally to the social effects or human benefits which the cultural
flow if ideas creates. The model also illustrates the feedback loop whereby future creation is
inspired by the effects past information flows have had, through personal experience and its
effects on heritage and tradition.
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Figure 2: A model of the cultural sector. The name of each node is shortened for graphical
convenience, but should be understood to stand for the larger number of related activities. For
example, "AUTHORS” should be understood to include playwrights, poets, etc, and museums
to include zoos, planetaria, etc.

3. What Do We Want to Measure?

Statistics Canada has a long tradition of collecting statistics on the main cultural activities in
Canada. These statistics have been the mainstay of the cultural sector since the collections
began in the early 1980's. These statistics measure mainly the physical product of the cultural
sector (number of book titles published, volume of books sold, number of films) and the eco-
nomic dimensions of this flow (revenue, costs, employment). In addition, certain characteristics
of the flow are captured (language of the product, nation of ownership of the enterprise, or of
origin of the work).
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There are a number of other sources of quantified information about the cultural sector in
Statistics Canada and in administrative and other collections elsewhere (e.g., consumption and
participation data in the household expenditure surveys and General Social Surveys, attendance
and participation data in provincial ministries responsible for culture).

These statistics are ones that have withstood the test of time and proven to be useful, which
argues that they should constitute basis for the indicators that populate the model. In fact, they
are actually largely the indicators of the rate, volume and characteristics of the flow of informa-
tion through the model, which is exactly the terms which are typically used to describe flows.

Flow measures such as these provide a basic picture of the sector, but do not allow us to
interpret the significance of it. To understand the significance, it is necessary to synthesize this
basic flow data into a series of trends, comparisons and ratios. Trends show growth and de-
cline. Comparisons (e.g., largest employer) indicate significance of individual flows. Ratios (e.q..
profitability, market share) reveal the inter-relationships of the parts. This implies that we need
a second level of indicators, which we might term synthetic indicators, since they are synthe-
sized from the base indicators, and do not require new data.

In order to talk about the sector as a whole, it is necessary to have macro indicators (e.q.,
proportion of GDP accounted for by the sector, total employment in the cultural sector), which
are essentially aggregates of the basic flow measures.

Finally, we will want to measure the effects or benefits of these flows on society, which will be a
challenging task for the future.

[t must be kept in mind that we are seeking this data not only at the national level, but also at the
provincial and, where possible, the major municipality level as well.

Appendix A provides a list of what a «complete» set of indicators might look like. This appendix
provides a starting point for discussion of what are the essential indicators we need for the model.

Note that synthetic indicators are not included in the appendix. If enough basic data is supplied,
individual users can be left to calculate their own synthetic indicators as needed.

4. Social Benefits: an Area for Special Attention

Social benefits are not well understood and so are represented only embryonically in the model.
Before indicators can be developed, our understanding will have to be developed. It is critical to
include measures of social benefit, however, because it is social benefits that differentiate cul-
tural goods and services from other goods and services.

To help understand what is involved in developing these indicators, and so help plan the neces-
sary research, it is useful to consider what those benefits might be. This section advances some
theoretical considerations as a starting point for thinking.

Consider a shoe as an example of a private consumption good. The benefit it provides is com-
fort and safety to the user as well as enhanced capacity, since he or she can now walk faster and
farther, for longer, and over a wider variety of surfaces. Shoes can even confer a status or
prestige through their stylishness. A key characteristic of private goods such as a shoe however
is that people other than the purchaser are largely excluded from any benefit.
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How does a cultural good differ? Let us take the performance of a play as an example. A play
provides the auditor with pleasure, diversion, and relaxation, the equivalent of the private ben-
efits of the shoe. Others can also be excluded from these benefits, since usually a ticket must be
purchased for a play and only ticket holders are admitted. However, there are two other effects
which a play has.

First, a play changes the way you think about things®. This process of has been described
variously as catharsis or epiphany, or the moment when the light dawns. While this may appear
as a private benefit (or not a benefit at all), what you think differently about is your basic
understanding of the world and how to act within it. In other words, the consumption of a
cultural good changes your relationship to the world and people around you. It changes your
values and identity. This can have quite a significant effect on the world and the people around
you, since it is through your identity and values that you determine how to relate to others. The
change in your way of thinking, therefore, is a public good which is produced by the private
(and indeed shared) experience of the cultural good.

Of course, the change caused by a single cultural experience is not large. The cumulative effect
through a lifetime is.

Propagandists have long recognized the power of art to influence minds, and have tried to
harness it to particular causes. However, culture changes minds in unpredictable ways, so
propagandists rarely dare to leave art to its own devices. That is why propaganda rarely makes
good art and why totalitarian dictators imposed strict controls on artists. Hitler and Stalin re-
quired all art to be censored, the Taliban banned music and blew up sculpture, and Plato
wanted to forbid poetry.

If the effect of art on thought is unpredictable, can it not do just as much harm as good? This is
not an easy question to answer, but while oratory, close-order drill, mass rallies and broadcast
propaganda, all of which can make you change the way you think and behave, and lead you at
times to obey immoral orders and commit unspeakable crimes, no one was ever driven to
committing evil by listening to a performance of a Bach oratorio or a Mozart symphony. What
protects us from the potential harm is the diversity of cultural experience. A single cultural
message, even delivered by an artist not in the service of a propaganda ministry, may be obnox-
ious, harmful or even immoral, but if there is a marketplace of ideas, a cultural diversity, that
idea will be challenged by many others. (the famous dialogue between Sartre and Camus is a
good, though not typical, example).

The second thing a play does is create social bonds. The fact of simultaneously coming to a
similar understanding at the climax of the play, and the realization that you have just had a
collective experience, can recognizably reinforce social cohesion®. The outbreak of spontaneous
applause at a climactic point in the action or of a standing ovation are physical manifestations of
this bonding effect. This effect is most noticeable in sports, of course. Witness the effect on
Canada of Paul Henderson's winning goal over the Soviet Union in 1972. The group bonding
effect of a rock concert appears to be a similar phenomenon. While such bonding effects seem
much more intense, and may even be more enduring, they seem also to be there in more
tranquil cultural expreiences as well.

3. See Throsby. D. (2001) Economics and Culture. Cambridge University Press, Cambridge. UK for a scholarly discussion of the value
of cultural goods and experiences.

4. McNeill, W. (1995). Keeping Together in Time Harvard. See also Throsby, op cit.
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The fact that culture contributes to the creation of values and social cohesion, and may indeed
be the main source of evolution in values in society, makes the cultural sector of policy interest
beyond its mere economic contribution or the creation of material benefits (entertainment and
relaxation).

5. Some Particular Issues
5.1 Where Does Economic Impact Fit In

Economic impact of the cultural sector is an indicator of enduring interest. However, it is in-
creasingly a discredited measure, owing to its frequent misuse. Economic impact simply means
the value added by an economic activity. As such, it is found in the macro indicators mentioned
in the previous section, specifically the proportion of Canada’s GDP accounted for by the sector.

Economic impact of an expensive public project is often used by advocates of the project as a
measure of the benefits it will create, whereas, the reality is that if the public money were not
spent there, it would be used on a project elsewhere which will create as much impact. Using
the term “economic impact” for the GDP accounted for by the cultural sector is an attempt to
imply that the value added would not have been created in the economy if the sector were not
there. In fact, the resources available to the cultural sector would have flowed to some other
sector and created equivalent value added there, leaving Canada’s GDP much the way it was.
Using the GDP accounted for by the sector as a measure of the benefit created by the sector is
therefore incorrect. It also distracts attention from the true benefits.

5.2 Tourism

Arich and unigue culture is one of the main attractions for foreign tourists to a country. Tourism
as an economic activity, however, can only be partially expressed in the model, because it is not
a cultural activity per se. All tourism does in the model is increase the consumption of cultural
goods. This increase is included in the value of the various monetary indicators. Only when we
try to disaggregate exports by asking producers how much of their production is shipped
outside the country (i.e., how much demand is generated by foreigners) does cultural tourism
become an issue. All the other goods it increases the consumption of (transportation, accom-
modation, food, etc) are outside the model. If we want indicators of the benefits of cultural
tourism they will have to be measured by other means and included in a separate module.

5.3 Equipment

Just as cultural tourists have to make expenditures on non-cultural goods in order to experience
cultural ones, and therefore we ascribe their purchases to culture, so to do domestic cultural
consumers have to make purchases of non-cultural goods (television sets, paint boxes, trom-
bones) to experience cultural ones. These purchases can also be ascribed (at least in principle)
to a demand for culture. However, as in the case of tourism, this must also be analysed outside
the model and included in a separate module.

5.4 Education

If the purpose of creative cultural activity is to produce a flow of new symbolic resources into
the society, the educational system is an important component of the effect and feedback mecha-
nisms of the model. The educational system is both a place where symbolic resources delivered
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by the cultural system are appropriated by members of society, and where new creators are
first introduced to their creative heritage. Educational system therefore has a parallel role to
museums and other heritage conservation institutions which are a key part of the cultural flows.
However, the educational system is as vast as the cultural system in terms of information flows,
and is the subject of study and policy development elsewhere, and so must be omitted from the
model and the suite.

5.5 Geographic location

The geographic dimension of culture is taken care of in the provincial perspective.

5.6 New Media

New media is three different things:

a) new ways to produce old goods and services by current organizations (e.g., books on CD
by current publishers). These are not differentiated in the model from old media, any
more than paperback books are differentiated from hard bound ones. There is no a priori
reason however why new media should not be differentiated, just as other characteristics
such as language is;

=

new products produced in a new way (e.g., video game software produced by new style
companies). This is modelled as New Media Creators, Producers and Distributors, and
new information may have to be gathered about them;

¢) the Internet, which is providing new opportunities for organizing the creation and deliv-
ery of cultural products to consumers (e.g., MP3). This is modelled as a grey area cover-
ing the production and distribution areas of the model to indicate the potential alternative
delivery system which is emerging.

New media will be incorporated into the Suite of Cultural Indicators as it becomes statistically
feasible to do so.

6. Current Status

Statistics Canada already collects many of the required statistics, thanks to their cultural survey
program. Therefore, the core of the model can be populated with data series by selecting and
arranging existing statistics to fit the model (data packaging).

Other required statistics exist in disbursed surveys (surveys of other industries, the GSS time use
survey and cultural supplement, the Household Expenditure survey and various administrative
data collections). Some exploration of data sources and data mining will be required to mine
those sources to fill in the picture (data assembling).

Finally, some original conceptual and theoretical research and new data collection will be re-
quired to complete the quantification of the «fringes» of the model (such as data on visual
artists) and to begin to explore the little understood area of social benefits (data development).

To provide some idea of the magnitude of these tasks, Figure 3 illustrates the proportions of the
model that can be completed by each of the three data approaches: packaging, assembling and
development.
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Figure 3: The model of the cultural sector indicating for which nodes information is at hand
(dark shading), probably available but needing mining and assembly (light shading) and re-
quiring significant research before being available (no shading).
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As can be seen from the Figure, roughly 1/3 of the model can be quantified now, another third
completed with existing data but with some effort required to identify sources and assemble it,
and the final third will require considerable intellectual effort to understand.
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APPENDIX A
Node Basic Data (over time and by Classification (Characteristics)
province where applicable) Data
Creators
Photographers - number who work in this profession - full / part time
- average earnings (and distribution)
Authors, Playwrights, Poets, - number who work in this profession - language
other Writers - average earnings (and distribution)
Performing Artists: actors, - number who work in each of these - full / part time
dancers, musicians, singers professions
- average earnings (and distribution)
Composers - number who work in this profession - full / part time
- average earnings (and distribution)
Painters, Sculptors, - number who work in this profession - full / part time
Craftspeople - average earnings (and distribution)
Architects - number who work in this profession
New Media Creators - number who work in this profession
- average earnings (and distribution)
Producers
Book, Periodical Publishing - number of firms (and distribution - nationality of ownership
by size) - language of product
- number of titles (periodicals) - export or domestic market
produced
- number of copies sold-size of
workforce
- total sales
Film making: production, - number of firms (and distribution - nationality of ownership
post-production, labs by size) - language of product
- number of films produced - type of film
- number of copies distributed - export or domestic market
- size of workforce
- total revenue
Theatrical Producers, - number of theatres (and distribution - nationality of ownership
Impresarios, Festivals, etc by size) - language of product
- number of productions - type of production
- number of performances
- attendance
- size of workforce-total revenue
- total sales
Sound Recording and - number of firms (and distribution - nationality of ownership
Music Publishing by size) - language of product
- number of recordings produced - export or domestic market

- number of copies distributed
- size of workforce
- total sales
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Node Basic Data (over time and by Classification (Characteristics)
province where applicable) Data

Producers (Cont'd...)

New Media Producers - number of firms (and distribution - nationality of ownership
by size) - language of product
- number of titles produced - export or domestic market

- number of copies sold
- size of workforce

- total sales
Broadcasters (TV. Radio) - number of firms (and distribution - nationality of ownership
by size) - language of production

- number of hours of programming
- number of productions

- audience reached

- size of workforce

- total revenue

Disseminators
Booksellers - number of firms (and distribution - nationality of ownership
by size) - language
- number of titles sold - type of product
- number of copies sold - import or domestic
- size of workforce
- total sales
Libraries (Can also be - number of libraries (and distribution - type of collection
considered Conservators) by size)-size of collection - type of institution (e.qg..
- number of item circulated public, university, etc)
- size of workforce - language
Cinemas - number of theatres (and distribution - language
by size) - domestic or foreign content
- number of screen hours - nationality of ownership
- attendance
Theatres - number of theatres (and distribution - type of theatre (discipline)
by size) - language
- number of productions - domestic or foreign content
- attendance - nationality of ownership
Festivals - number of festivals(and distribution - language
by size) - type
- duration (number of days)
- attendance
Music Stores - number of firms (and distribution - type of product
by size) - import or domestic product

- number of titles sold

- number of copies sold
- size of workforce

- total sales
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Node Basic Data (over time and by Classification (Characteristics)
province where applicable) Data

Disseminators (Cont'd...)

Video Stores - number of firms (and distribution - import or domestic product
by size)
- number of videos rented
- size of workforce
- total sales

Commercial Art Galleries - number of galleries - import or domestic product
- number of artists
- number of items stocked

- number sold
- size of workforce
- total sales
New media Distributors - number of firms (and distribution - nationality of ownership
by size) - language
- number of items sold - type of product
- size of workforce - import or domestic product
- total sales

Conservers (including Institutional distributors) and Educators

Museums (and other - number (and distribution by size) type of collection
institutions of conservation) - size of collection

- attendance

- size of workforce (paid and volunteer)

- annual costs

- annual revenues government and other
Art Galleries - number (and distribution by size) type of collection

- size of collection

- attendance

- size of workforce (paid and volunteer)

- annual costs

- annual revenues government and other
Z00s, Planitaria, Aguaria, - number (and distribution by size) type of collection
Botanical Gardens - size of collection

- attendance

- size of workforce (paid and volunteer)

- annual costs

- annual revenues government and other
Music Conservatories - number (and distribution by size) type of courses

- number of students

- number of graduates

- size of workforce

- annual costs

- annual revenues government and other
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Node Basic Data (over time and by

province where applicable)

Classification (Characteristics)
Data

Conservers (including Institutional distributors) and Educators (Contd...)

Art Schools

1

1

1

1

1

1

number (and distribution by
size)

number of students

number of graduates

size of workforce

annual costs

annual revenues

type of courses

government and other

Performing Arts Schools

number (and distribution by
size)

number of students

number of graduates

size of workforce

annual costs

annual revenues

type of courses

government and other

Consumers

Museum Visitors - number of users (incidence) type of participation
- number of hours
- number of times (frequency)

Book and Periodical Readers - number of users (incidence) language

(incl Library users) - number of books
- number of times (frequency)

Cinema Audiences - number of users (incidence) language

number of times (frequency)

country of production of film

Video consumers

number of times (frequency)

language
country of production of film

Broadcasting viewers, listeners

1

1

(
(
(
number of users (incidence)
(
(

number of users (incidence)
number of hours

by type of media
by type of program

Theatre (live performance)
audiences

number of users (incidence)
number of times (frequency)

by type (discipline)

Festival participants

1

1

number of times (frequency)

Music (disk) Listeners

(
(
number of users (incidence)
(
(

number of users (incidence)
number of hours

Gallery Visitors

number of users (incidence)
number of hours
number of times (frequency)

Art gallery Customers (collec-
tors)

number of collectors
volume of sales
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Node Basic Data (over time and by Classification (Characteristics)
province where applicable) Data

Macro Indicators

GDP contribution of the sector

Total employment in the sector by industrial and occupational
codes

Total spending in the sector from
domestic and external sources

International trade flows by node

Interprovincial flow of cultural goods
and services

Government spending on culture by node

Base Comparison Data
GDP Canada / Province
Labour force Canada / Province
Population Canada / Province
Total consumption Canada / Province
Government budgets Canada / Province

Consumer Price Index Canada / Province
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Résumé de la session

par Christine Routhier
Observatoire de la culture et
des communications du Québec

Producteurs du domaine de la
culture : firmes, artistes et
autres travailleurs culturels

Compte rendu de la discussion en séance
pléniére

La discussion porte d'abord sur les définitions
permettant de circonscrire la population des
artistes et sur les moyens d'obtenir des don-
nées sur ce groupe particulier qui ne peut étre
étudié a I'aide des recensements généraux de
population.

Il est fait mention de la difficulté qu'éprou-
vent des organismes comme le Conseil des
arts du Canada lorsqu'il s'agit de déterminer
quelles occupations seront considérées comme
artistiques; qui sera considéré comme « ar-
tiste ». Par ailleurs, ces organismes ont besoin
de pouvoir comparer la population des artis-
tes aux autres groupes de travailleurs. Dans
cette perspective, il n'est pas suffisant de réa-
liser, comme le suggérait David Throsby dans
son exposé, des enquétes statistiques ciblant
specifiquement les artistes. Il faudrait en fait
que ces enquétes spécifiques soient conduites
par les mémes instituts statistiques que ceux
qui réalisent les recensements généraux et
donc en appliquant des concepts et des cate-
gories standard.

La définition d'« artiste » que I'on adoptera en
vue de produire des statistiques; les criteres
que I'on retiendra pour déterminer qui est un
artiste et qui ne I'est pas; tout cela a des im-
plications politiques importantes. Car dans
plusieurs pays, le statut d'artiste donne droit
a des privileges. C'est le cas notamment en

Session Report

by Christine Routhier
Observatoire de la culture et
des communications du Québec

Producers of Culture: Firms,
Artists and other Cultural
Workers

Report on the discussions held during
the plenary session

The first discussions deal with the definitions
that allow circumscribing the artist popula-
tion and with the means of collecting infor-
mation on this particular group of people who
cannot be studied using general censuses.

Someone mentions that some organisations
such as the Canada Councll for the Arts are
experiencing problems when trying to deter-
mine which occupations are to be recognised
as artistic and who is to be recognised as an
“artist”. Furthermore, these organisations
need to be able to compare the artist popula-
tion to other groups of workers. From this
perspective, it is not relevant to conduct sta-
tistical surveys that target artists specifically
as David Throsby suggests in his lecture. These
specific surveys would need to be conducted
by the same statistical institutes that conduct
general censuses, thus by applying standard
concepts and categories.

The definition of “artist” that will be accepted
with a view to producing statistics; the crite-
ria that will be approved to determine who is
an artist and who is not; all of this will have
significant political implications. For in many
countries, the status of artist entitles one to
privileges. France is a country where particu-
lar rules apply to artists regarding unemploy-
ment insurance benefits.
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France ou des regles particulieres s'appliquent
aux artistes en ce qui concerne les prestations
de chémage.

Plusieurs remarques portent ensuite sur les
difficultés liées a I'élaboration d'un systeme
de classification des producteurs culturels. Ces
remarques font suite a I'exposé de Claude
Martin qui mentionnait que la classification
qu'il avait élaborée pour le compte de 1'Ob-
servatoire de la culture et des communications
du Québec avait été modifiée ultérieurement,
a la demande des intervenants des milieux
culturels, et que ceci avait eu pour effet d'in-
troduire des distorsions conceptuelles.

Ace sujet, un participant fait remarquer que
tout appareil statistique est destiné a évoluer
sans cesse; a ne jamais atteindre une forme
définitive. Cela vient du fait que I'apparelil sta-
tistique est une construction collective et que
la forme qu'il adoptera est immangquablement
le fruit d'une négociation entre divers poles
d'intéréts. Des choix sont faits donc, mais les
appareils statistiques sont constamment mo-
difiés, voire reconstruits, par les acteurs qui
se succedent « a la barre ». On mentionnera
que c'est d'ailleurs le cas du cadre européen
de la culture qui a subi des « réarrangements »
par rapport au cadre proposé a I'origine.

On note que les nomenclatures et classifica-
tions ne sont pas le seul fait des producteurs
de statistiques et des intervenants des milieux
culturels : les juristes participent aussi a la fa-
brication des nomenclatures, celles-ci étant
partie prenante des enjeux liés a la propriété
intellectuelle dans le contexte de la dématé-
rialisation des contenus et du commerce in-
ternational des produits culturels.

Par ailleurs, bien que les classifications adop-
tées en vue de produire des statistiques cultu-
relles soient différentes selon les pays. la
structure de ces classifications est & peu pres

There are many comments on the difficulties
linked to the formulation of a classification
system for culture producers. These comments
were made following the lecture of Claude
Martin who mentioned that the classification
system that he had devised for the
Observatoire de la culture et des communica-
tions du Québec was modified at a later date
upon the request of members from the cul-
tural community and resulted in the introduc-
tion of conceptual distortions.

On this subject, a participant points out that
any statistical device is destined to evolve con-
tinuously, never reaching a definite form. The
fact is that the statistical device is a collective
work and the form that it will take is neces-
sarily the fruit of negotiations between vari-
ous interest groups. Thus, choices are made
but the statistical devices are constantly modi-
fied, indeed rebuilt, by the players that suc-
ceed one another “at the helm”. The case of
the European framework for culture is
brought up. It went through many “readjust-
ments” with respect to the original framework
proposed.

It is noted that nomenclatures and classifica-
tions are not the singular act of statistic
producers and cultural community members:
Jjurists also participate in the formulation of
nomenclatures. Nomenclatures are an impor-
tant part of the issues connected to intellec-
tual property within the context of the
international trade and the content
dematerialization of cultural products.

Moreover, while the classifications adopted in
view of producing cultural statistics are dif-
ferent from one country to another, the struc-
ture of these classifications is usually the same
and certain elements are present systemati-
cally. Therefore, we can identify what can be
referred to as the “inner core” of culture.
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toujours la méme et certains éléments vy sont
systématiquement présents. On est donc en
mesure de discerner ce qu'on pourrait appe-
ler un « noyau dur » de la culture.

Une partie de la discussion est consacrée au
cas des pays en voie de développement. Des
participants soulignent que la question de la
délimitation de ce qui entre ou non dans le
domaine des producteurs culturels est plutot
secondaire pour les pays en voie de dévelop-
pement parce que dans nombre de ces pays,
I'idée méme que la culture est importante et
qu’elle doit faire I'objet de mesures statisti-
ques n'est pas acquise.

Il est question du fait que les pays en voie de
développement doivent utiliser des moyens
particuliers pour collecter des données sur
certains types de producteurs culturels. Par
exemple, il existe en Indonésie des troupes iti-
nérantes qui circulent dans les villages et dont
I'activité peut a premiere vue sembler désor-
ganisée et difficile a mesurer statistiquement.
Mais il y a peut-étre des solutions originales et
faciles qui s'offrent au chercheur, comme de
sonder les chefs de villages.

On évoque aussi la menace qui plane sur la
diversité culturelle. Ainsi, les genres artistiques
pratiqués dans les pays en voie de dévelop-
pement risquent d'étre déterminés par les
marchés étrangers. En Afrique, par exemple,
le choix des produits qui sont mis en marché
par les artisans locaux dans des foires inter-
nationales est parfois dicté par la demande
d’acheteurs venus du Nord. Il'y a donc « dilu-
tion » par rapport aux intentions originales des
artisans. Selon une participante, pour préser-
ver leur culture, les pays en voie de dévelop-
pement devraient élaborer des politiques qui
prennent en compte les intéréts des consom-
mateurs locaux et pas seulement ceux des
acheteurs étrangers.

Au sujet de I' utilité des statistiques sur les pro-
ducteurs culturels, un participant fait remar-
quer que ces données ne servent pas

Part of the discussion focuses on the position
of developing countries. Some participants
stress that the question of delimiting what does
and does not enter into the scope of culture
producers is rather inconsequent to develop-
ing countries. For many of them, the very idea
that culture is important and must be the sub-
Ject of statistical measures is not part of their
reality.

In fact, these developing countries must use
particular means to collect data on certain
types of culture producers. For example, in
Indonesia, there are travelling theatre groups
that move from one village to another whose
activities, at first glance, may seem disorgan-
ized and difficult to measure statistically speak-
ing. However, there may be an easy and origi-
nal solution for researchers, such as sound-
ing out the village headmen.

The threat surrounding cultural diversity is
raised as well. On that account, the artistic
genres practiced in developing countries risk
to be determined by foreign markets. For ex-
ample, in Africa, the selection of products
marketed by local artisans in international fairs
is dictated often by the demand of buyers from
the North. Therefore, the original intentions
of the artisans are “diluted”. According to one
participant, to preserve their culture, devel-
oping countries should formulate policies that
take into account the interests of local con-
sumers, not only those of foreign buyers.

On the subject of the usefulness of statistics
on culture producers, a participant points out
that these data not only serve the policy-mak-
ing state but the industries as well. The con-
tribution of these statistics is significant since
it allows establishing a link between the cul-
ture industries and other sectors of the
economy.

Finally, panel members raise the issue of the
social effects of culture products and produc-
ers. It is difficult to speak of "social impact”
Decause society and culture are interrelated:
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seulement & I'Etat décideur mais aussi aux
industries elles-mémes. L'apport de ces sta-
tistiques est grand puisquelles permettent de
mettre en rapport les industries de la culture
avec les autres secteurs de I'économie.

En conclusion, les panellistes évoquent la ques-
tion des impacts sociaux des produlits et pro-
ducteurs culturels. Il est malaisé de parler
d'« impacts sociaux » car la société et la cul-
ture sont interdépendantes : elles sont enga-
gées dans une dynamique ou elles
s'influencent I'une l'autre. Par contre, il est vrai
qu'il faut de l'information sur les effets des
industries de la culture dans les sociétés, par-
ticulierement dans les pays en voie de déve-
loppement. On sait par exemple que de
grandes entreprises de dessins animés instal-
lent des studios en Afrique parce qu’elles y
trouvent des ressources artistiques. Or il im-
porte de connaitre les impacts d"une telle pra-
tique.

Au sujet des nomenclatures et des classifica-
tions, on note qu'elles ne sont jamais signi-
flantes en elles-mémes. Elles ne deviennent
utiles et signifiantes que lorsqu'elles sont im-
plantées et que I'on constate qu'elle sont via-
bles. Par ailleurs, la production de statistiques
culturelles est une activité qui n'est jamais
exempte d'implications politiques; elle n’est
Jjamais entierement neutre. La discussion se
clot sur l'idée qu'il n'est pas opportun que les
systemes de classification des différents pays
soient entierement harmonisés car chaque
pays a ses besoins respectifs et il est impossi-
ble d'obtenir un outil uniforme qui convienne
a tous. (« There is no one size fits all »).

they are involved in a dynamic where they
influence one another. On the other hand, it is
true that we need information on the effects
of culture industries throughout society, par-
ticularly in developing countries. For exam-
ple, it is common knowledge that large ani-
mation companies set up studios in Africa
Decause they can find artistic resources there.
Thus, it is important to know the impacts of
such practices.

As for nomenclatures and classifications, it is
reported that they are never significant in
themselves. They only become useful and sig-
nificant once they are implemented and rec-
ognized as being viable. Moreover, the pro-
duction of culture statistics is an activity that
is never exempt from political implications; it
is never entirely neutral. The discussion con-
cludes on the idea that it is not relevant for
the classification systems of different coun-
tries to be completely harmonized because
each country has its respective needs and it is
impossible to find a uniform tool that every-
one will accept. ("Thereis no one size fits all™.)
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“Are there too many artists? The “excess
supply” issue: a measurement puzzle, an
increasingly flexibility-driven functional
requirement and an unavoidable mismatch
effect in creative activities”

Résumé

A partir du bilan des recherches menées de-
puis une dizaine d'années par |'auteur et par
les chercheurs du Centre de Sociologie du
Travail et des Arts en France sur les profes-
sions et les marchés du travail dans les arts,
une évaluation des forces et des limites des
différents outils de connaissance statistique
sera proposée. Les défis posés par les recher-
ches sur les mondes artistiques sont théori-
ques et méthodologiques. L'analyse théorique
conduit a évaluer les criteres d'identification
des artistes et la variabilité des relations entre
emploi, carriere professionnelle et engagement
subjectif. L'inventaire méthodologique des
outils de recensement et d'enquéte et des sour-
ces d'information sur l'activité et la carriere
des artistes conduit a mesurer, d'une part,
I'écart entre I'approche par les professions et
I'approche par les marchés du travail et a rap-
peler, d'autre part, la diversité des professions
artistiques et des problemes spécifiques qui
font I'originalité de chacune d'entre elles.

Abstract

Based on the current state of the research
conducted these last ten years or so by the
author and the research scientists of the Cen-
tre de Sociologie du Travail et des Arts, in
France, concerning artistic professions and job
markets, an assessment of the strengths and
weaknesses of the various tools of statistical
knowledge will be proposed. The challenges
facing the research on the art worlds are both
theoretical and methodological. Theoretical
analysis leads to an assessment of artist iden-
tification criteria and of the variability of rela-
tionships between employment, professional
career and subjective commitment. The meth-
odological inventory of the census and sur-
vey tools and of the sources of information
on the artists” activities and careers brings us,
on the one hand, to assess the gap between
the professions approach and the job market
approach, and on the other hand, to recall
the diversity of artistic professions and the
specific problems that make for their origi-
nality.
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Evidence of sustained growth in artistic employment over the last 20 years is amply docu-
mented by several surveys and Census sources, and trends are quite similar in most advanced
countries: in the USA, over the period 1970-1990 the number of artists grew at a rate of 127
per cent, much more rapidly than the civilian labor force and the rate of increase has continued
to be high. The total number of women artists increased faster, and all artistic occupations, with
the exception of musicians, have seen a steady shift towards a higher proportion of women. By
contrast, ethnic composition of the artistic workforce remains considerably disequilibrated, the
non-classical music sphere being this time one of the relatively few exceptions.

The pattern of change, of course, varies across the different artistic occupations, but the trend
is almost everwhere the same. The overall picture of artistic labor markets and of their growth
is however a quite paradoxical one: employment but also underemployment and unemploy-
ment have been increasing steadily and simultaneously over the period. Obviously, fluctuations
in supply and demand of artistic labor do not provide a satisfying explanation of what appears
to be a highly unbalanced growth. Several historical studies on artistic professions have repeat-
edly insisted on an ‘oversupply of artists’ phenomenon, which they have associated to changes
in the organizational apparatus of the artworlds or to technological innovations or, more radi-
cally, to the emergence and expansion of a free market organization for the arts. But in each
case, ad hoc arguments may overshadow structural disequilibria: the present development of
labor markets for the arts, by highlighting an apparently irresistible trend towards flexibility,
helps to understand the underlying processes of such a course of development, namely the
built-in pervasive uncertainty of artistic undertakings and careers and the ways for individuals,
as well as for organizations, to handle uncertain prospects, and to manage the correlated indi-
vidual and business risks.

One may speculate as to why artistic employment growth has been so rapid. As for demand
factors, increases in real disposable per capita income have shifted demand curves for the arts
and resulted in an increasing fraction of national income and employment being devoted to the
arts. In Europe in particular, the steady growth of federal and local government subsidies,
mainly inthe 1970’s and the 1980’s, has accounted for much of the employment gain, perhaps
more than for the overall change in consumer demand for artistic products and performances,
due to the large expansion of the non profit sector of services for artistic training and for
conservation and display of cultural heritage. Public spending under non-arts headings (e.g.
local economic development, urban regeneration) as well as support for the cultural industries
have also stimulated opportunities for cultural employment.

Here, it should be noted that the definition of art and culture has obviously been broadened as
cultural policies have developed. The anthropological definition of culture has become more
and more legitimate as public support has taken into consideration the local community level
and its whole apparatus (amateur activities, associations, so called socio-cultural activities) by
setting up links between art, culture, leisure, schooling and social work. At the same time, one
may note an opposing trend in cultural policies: the development of a discourse about culture
as a real economic sector. A new form of “cultural accountancy” has in fact emerged that seeks
to quantify the economic output of public spending on culture: of course, the wider the defini-
tion of culture, the more culture can claim to play an economic role, and the stronger the
economic rationale of public support may appear to be, at least at first sight.
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In terms of the increased demand for selective occupations, several industrial sectors which
draw heavily on the skills of artists and other creative occupations underwent rapid expansion
during the 1980s. The most striking change within the cultural industries was the rapid growth
of the audiovisual and broadcasting sector, and along with it, that of the advertising industry as
well as that of the new media industries (video, corporate video) and of the computer game
industry. No less striking is that employment in these growing sectors is mainly on a short-term
contract or freelance basis, which magnifies the shift towards numerical flexibility observed
elsewnhere in the economy (Smith, 1997). One should mention also the expansion of the crafts
and of the design sector, which increasingly contribute to the rise in the numbers of artists in the
Census data (Feist, 1998).

These changes not only rely on demand factors but also raise definitional issues concerning
what the artistic occupations are, where the boundaries of the artistic sector lie, and whether
one should rather adopt a more expansive approach, both in terms of cultural occupations so
as to include arts-related occupations and in terms of the cultural sector. Recent research on
British Census data (O'Brien, Feist, 1995) builds on an occupational as well as on a sectoral
breakdown; the redefined categorizations cross both classifications. As a result, cultural work
appears to spread across a number of professional occupations and industrial activities. Thus,
in Great Britain, among the individuals involved in the cultural sector, 25 per cent work in the
cultural industries with cultural occupations, 40 per cent have cultural occupations outside the
cultural industries and 35 per cent work in the cultural industries without cultural occupations.

More generally, the set of methodological decisions and disputes that goes with any study of
artistic labor markets is by no means negligible, since they reflect conflicting and evolving views
of art and artistic occupations and may considerably bear on the scientific understanding of
them.

The list of the limitations and discrepancies of Census data as well as of Non-Census data opens
almost every research report on artistic occupations: to mention only a few major issues, such
a list may identify as problems the definition of who is a professional artist and how his occupa-
tion is determined; the delimitation of each specific artistic field, and the inclusion or exclusion
of peripheral specialties within a field in a way that may be inconsistent over time or vary from
one survey to the other; the variations in job classifications and the periodic addition of new
occupations to the artists” subset in the Census classification; the lack of any serious treatment
of multiple job holding which is pervasive in the arts, whatever the combination of jobs and
occupations inside or outside the sphere of arts may be.

Regarding the tricky issue of the comparative strengths and limitations of survey vs Census
data, one need only mention the primary source of most variations: the definition of the artist.
The Census uses a parsimonious classification rule, which narrowly interprets the “chief job
activity or business last week” in terms of the kind of industry or employer concerned, the
occupational content and the type of organizational sector. Surveys, by contrast, generally use
one or several criteria, drawn from a list of at least eight (Frey and Pommerehne, 1989), and
are susceptible to categorizing various activities as art in accordance with the particular inter-
ests of the researcher (Becker, 1982). The mast controversial of these criteria is, of course, that
of subjective self-definition as an artist: although it seems to work in all ways except as a market
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test, it encapsulates a temporal dimension of occupational commitment, since artists may at
times or repeteadly cycle between several jobs or experience occupational and sectoral mobility
and yet continue to think of themselves as artists.

As stated by Adler (quoted in Jeffri and Greenblatt, 1996), “a study of artists in a society in
which occupational membership is (fortunately) not defined or restricted by a guild, an acad-
emy or a state system of licensing can neither comfortably ignore problems of occupational
definition nor resolve them”. Indeed, although some of the most remarkable studies by sociolo-
gists, economists or art historians on art labor markets and careers have been historical ones,
(White & White 1965, Montias 1982, Warnke 1989, Ehrlich 1985), the definition of the artist as
well as the orderly course of an artistic career appear today to be dependent variables in the
process of how highly competitive and contestable labor and product markets, interacting or
not with state and public intervention, operate and evolve.

The terms of such theoretical and methodological issues are by no means new in sociology
since labels, taxonomies and classification systems are core issues in interactionist and
constructivist theories. One should note that sociologists deal with such matters more cautiously
than do economists: while the former run the risk of questioning endlessly the significance of
any quantitative measurement, the latter run that of taking for granted that Census data (almost
the only source they use) will lead to strong results by virtue of sophisticated econometric
computation, once they have acknowledged the obvious limitations from which the data suffer.

The ‘excess supply of artists’ phenomenon: historical evidences and
explanations

The excess supply of artists has been underscored nearly as often as sociologists, economists or
historians have dealt with artistic labor markets. One could harly find a piece of research where
an excess supply of artists is not documented. Disequilibrium seems to be a sort of permanent
critical situation: in the first half of the nineteenth century, the glut of novelists and poets in Paris,
as analyzed by the late Cesar Grana (1964), led to Parisian bohemianism and accounted for the
success of the "art for art's sake” ideology, which acted as a compensating device for the
subordination of the artist to the impersonal market forces. In several other European countries,
literary proletariats were similarly spawned by the mid-century publishing boom.

The Impressionists” revolution provides another example. It took place in a Parisian artworld
whose institutional apparatus — the Academic system — was collapsing, as the pressure from the
greatly expanded number of professional painters on a framework conceived to handle a few
hundred men increased and as the functional gaps in the system widened. White and White
(1965) have shown how control was lost over the flow of recruits through art schools, the flow
of paintings produced, and the careers of the painters: a free market took over to launch
innovative artists and movements, on a more flexible and also much riskier basis of open com-
petition involving dealers, critics, painters and buyers. Supply was no more to be regulated, so
that oversupply was known to become a permanent feature of that market.

In Berlin and Minich, at the turn of the century, the art market, as depicted by Lenman (1989),
was similarly overcrowded with painters competing for recognition and success: periodic pan-
ics about the glut and the high rate of unemployment didn't deter students from entering art
schoals in growing numbers. In his minute study of the music profession in Britain, Ehrlich
(1985) reports substantial evidence of a glut at the turn of the nineteenth century, at the end of
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a 60-year period during which musicians had become one of the fastest growing professional
groups; he shows how musicians, aside from lamenting over the damnable flood, tried to react
to the pressures of relentless competition and its consequences (very low fees and depressed
incomes, underdealing practices,...) by establishing professional associations and trade un-
ions, despite increasing segmentation among the workforce.

In each of these cases, a similar array of factors are invoked: a rising level of demand (enhanced
by factors such as urbanization, increasing educational level, growing incomes, more leisure
time, public support), changes in the commercialization of art, which bring market principles of
organization and bargaining into harmony with the stream of artistic innovations, and techno-
logical innovations affecting the transmission and the distribution of art.

Innovations in artistic production, as a result of the interaction between new techniques, aes-
thetic shifts and market transformations, have often been studied in respect to their impact on
labor supply. Some of these innovations tend to lower or to modify the usual skill requirements,
and/or the quantity of input factors in the production process, resulting in an increase of the
artists productivity, a growing competition among them and a declining control over entry and
professional practice through the traditional devices of the professionalization system —among
numerous possible examples, we may cite the new methods of production of paintings in
seventeenth-century Holland (Montias, 1996), the deskilling process at stake in many avant-
garde innovations in visual arts (Crane, 1987; Moulin, 1992), and the pop music revolution
(Peacock & Weir, 1975) or the success of dance music (Hesmondhalgh, 1996), which can be
partly explained as the result of the widespread availability of production technology, of the
transformation of the record industry, of shifts in authorship and of the segmentation of market
demand.

Technical innovations, like motion pictures, radio, television, records and other recent changes,
increase the extent of scale economies in artistic and entertainment activities (Rosen, 1981): as
the market supply of works and services grows, the scope of each performer’s audience gets
larger, and more numerous artists are induced to enter the labor market, though some occupa-
tional trades and niches of specialization may disappear. Even if there is a resultant greater
concentration of the distribution of rewards among the most talented, who can operate on an
international scale, the lure of enormous rewards and large social recognition may favor an
occupational gambling behavior, as success seems like a lottery game in a more speculative
market of talents.

The delayed reaction of training systems to sudden shits may play a major role in favouring
temporary oversupply. Unlike short-term fluctuations that may be provoked by fads and fash-
ions, long-run shifts causing an increase in private and/or public demand for the arts trigger an
expansion in training facilities, and more artists appear. But, as Ehrlich (1985) shows in the
case of musicians, inflexibilities may dramatically hinder the equilibration process if demand
turns down, as in the case of the briefly flourishing demand for musicians in cinemas which
collapsed with the coming of talkies. Existing practitioners are trapped in a disintegrating mar-
ket while new aspirants continue to flood in.

Today, excess supply of artists has still, and more than ever, its scenery and its seasonal conges-
tion peaks: whereas the dramatic example of the 19th Century annual or biennial Salon exhibi-
tion in Paris had been for a long time the true symbol of a congestion phenomenon in the arts,
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with exhibition halls full of paintings from the bottom to the ceiling (as satirically drawn and
painted by Daumier), we can think today of the bookstores overwhelmed by crowd of debutant
writers’ novels, especially at the start of the literary calendar — how often do critics lament over
the crazy publishing policy that releases hundreds of such novels over a very short span of time,
during the literary prizes peak period in Paris. Or take the example of the simultaneous release
of many big-budget movies on the same weekends, quoted by Camerer and Lovallo (1989) in
their study on overconfidence and excess entry. One may also mention the ever more numerous
classical musical contests with queues of contestants trying to win a prize and to attract critical
and public attention. Yet, in this case, filtering procedures are less than vague, and one might
expect that Camerer and Lovallo’s remark (1999, p. 315), according to which, “when the
criterion for success is more vague, people or firms should be more likely to overcompete, since
ambiguity permits excess optimism”™ should'nt apply.

Excess supply of artists raises scientific disputes among economists: Frank and Cook (1995)
call into question the way the winner-take-all markets operate, with their damaging features:
the winner-take-all payoff structure generates a spiral of individual and social occupational
waste, since it leads both to increasing (monetary and non-monetary) reward ineqgualities and
to overcrowdings in the markets and occupations prone to an overestimation of one’s chance to
succeed. As a result, when excess numbers of contestants are induced to invest in performance
enhancement in order to rise their individual odds of winning, these investments will be mutu-
ally offsetting and socially inefficient; end consumers may get more valuable products but the
social cost are excessive. By contrast, Cowen (2000) argues that, as shown by Rosen (1981),
firstly the superstars effect is welfare-improving (consumers get better performances) even if it
leads to raising income inequality, but secondly, that the superstar phenomenon should not be
overstressed. Indeed, fame is a positive-sum game, not a negative nor a zero-sum one. Instead
of an unambiguously increasing concentration of rewards, Cowen states that countervailing
forces operate, such as a convergence of quality that limits the ability of the very best stars to
dominate the market for long, or more radically the elastic supply of fame, so that when de-
mand for fame increases, the numbers of prizes, rewards and whatever fame generating dis-
tinctions is rising too.

Contingent work and the metrics of supply and demand analysis of
the labor market

Casual work and self-employment are today the prevailing work arrangements in the arts.
Although long-term contracts exist in large and permanent organizations like symphony or-
chestras, operas houses or architecture firms, most artists work casually under short-term con-
ditions and craft workers in the cultural sector are increasingly hired on that basis. Proportions
vary with national contexts and occupations but trends are similar. The steady increase in the
number of artists across all art sectors during the 1970's, 1980's and 1990’s appears to be
driven by two forces: the rise of contigent work and the rapid increase of independent, self-
managed work, with increasing numbers of artists now to be found in the sectors where self-
employed practitioners work, such as creative writing, visual arts and the crafts. This overall
trend is reported in recent American (Alper et al, 1996), British (O’'Brien & Feist, 1995), Austral-
ian (Throsby & Thompson, 1994) or French surveys (Observatoire de I'emploi culturel, 1998a
& 1998Db).
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How does freelancing and contingent work affect the way we analyze the artistic labor force?

Let us point to discrepancies between the supply and the demand approach of artistic labor
markets and to their consequences for the “excess supply” issue.

From the labor supply standpoint, one should say: one individual equals one career, however
successful that career might be. Of course, that may be true when employment relationship
stands on a long-term basis and when careers are well patterned.

But, if short-term hirings and self-employement prevail, there is a gap between the vocational
commitment and the way it transforms into work and it results in a career. Self-employment,
freelancing and contingent work, which are the prevailing work arrangements in the arts bring
into the picture discontinuity, repeated alternation between work, compensated unemployment,
non compensated unemployment, searching and networking activities, cycling between mutliple
jobs inside the arts sphere or across several sectors related or unrelated to the arts.

Therefore, statistics on numbers of artists, such as those from Census surveys or from profes-
sional guilds or unions sources, have to be considered cautiously as indicators of the artistic
labor supply and, accordingly, of the actual level of unemployment.

From the labor demand standpoint, things seem simpler: the focus is on contracts, hirings or on
works sold on the market.

Thus, in contrast to the aggregate view of art as an occupational world, the labor market here
is investigated at its most disaggregated level, that of the series of hirings, of work opportunities
and of bargaining relationships. These represent an individual artist’s working life in a given
period; when considered longitudinally, they display a career trajectory.

Disaggregated data lead to statistics on the amount of labor demand expressed in terms of
quantities and prices of work.

[f one brings supply and demand together, the main issue is: what is the impact of the fact that
labour demand is expressed mainly in terms of contingent work”? Numerous studies have shown
that an increase in the number of artists as reported in the Census data may be far from corre-
sponding to a similar increase in the level of activity, since the former trend may have different
and contradictory meanings. If there is more work but an ever more rapidly growing number of
individuals, a fiercer competition takes place that implies higher inequalities in the access to
employment, more variability in the level and schedule of activity and, on the whole, work
rationing for those who share the labor pie and cycle more often from work to unemployment
or from arts work to arts-related or nonarts work.

In their extensive study on the vertical disintegration and flexible specialization trend in the
Hollywood film industry and on its effects on the labor market, Christopherson and Storper
(1989) show that through subcontracting, financing and distribution of independent produc-
ers, utilization of less costly production methods and expansion of auxillary markets, the de-
mand for short-term contract workers increased. They go on to explain how changes in labor
supply occurred as well. Using pension data sources, they demonstrate that the aggregate
quantity of work available (i.e. the total hours of work), even if increasing, increases far less
rapidly than the pool of individuals employed intermittently. generating a growing competition
and resulting in a decreasing average participation in production.
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Recent research on the French performing arts labor market leads to similar results (Menger,
2001). The data reported in the graphics 1 to 3 are from the Caisse des Congés Spectacles, a
fund that collects employment records from the artists and other technical and administrative
personnel employed as intermittent workers in the performing arts in France — nearly 90% of
the labor force in that sector. Records come from each individual hiring, with mention of the
working time and the amount of fees. These records are registered in order to provide the
personnel with monetary compensation for the legal vacation time they are entitled to claim,
according to the legal rules governing contingent employment.

Graphic 1
Trends in the French Performing Arts Labor Market: 1986-1997
Disaggregated Data
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Graphic 2

Trends in the French Performing Arts Labor Market: 1986-1997
Median Values (1)
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Graphic 3

Trends in the French Performing Arts Labor Market: 1986-1997
Median Values (2)
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As shown in graphic 1, the French labor market for the performing arts has constantly ex-
panded over the period 1986-1997. However, the trend of the supply of work (the number of
artists working) and the demand side trend (the number of hirings, the number of worked days
declared and the total amount of earnings) evolved at rates of increase that differ significantly.
As a result, displayed in graphic 2, the median amount of working time and earnings per artist
(unadjusted for inflation) decreased over the period, although the number of hirings increased:
individual intermittent work was increasingly fragmented in shorter hirings, and competition
turned out to become fiercer among the growing numbers of artists sharing the less rapidly
growing “work pie”. The last graphic illustrates the way people are partly compensated for the
increasing risk that goes along with the shortening of individual hirings; on the whole, however,
the decrease of median earnings over the period indicates that employers do not insure the
artists they choose to hire under such a working scheme against the consequences of the unbal-
anced growth of that labor market: employers and consumers may benefit from the increasing
variety of talents supplying their work, at the expense of the increasing level of unemployment
or underemployment, or at least at the expense of increasing variability in the individual work-
ing situations, both across the workforce and during the career of each artist.

The overall result is that of an increasingly wider gap between the trends depicting the evolution
of each side of the market.

Excess supply and monopolistic competition

The artistic labor markets seem to correspond to the spot market model of textbook economics.
Ironically enough, the arts appear to have been forerunners in experiencing the trend toward
increasingly flexible labor markets; I should even say, toward hyperflexible markets: freelancing
means indeed that one may be hired for only two or three hours, without any costly dismissal
procedures.

But it is in fact a rather paradoxical competitive market: on one side, employment is more and
more contingent, as we used to see for secondary labor markets, but on the other side individu-
als are highly skilled and nonsubstituability is a core value, as in the so-called primary labor
market. At the same time, segmentation of the workforce may be so strong that in fact the
seemingly old-fashioned distinction between primary and secondary markets remains some-
what relevant.

Things might be better conceived in terms of a monopolistic competition with some of its essen-
tial features: high differentiation of products (goods and labor services, that is works and per-
formances), a large variety of consumer preferences and excess capacity of production, which
is a common trait of imperfect monopolistic competition (Lancaster, 1979). The application of
a monopolistic competition model to the market of art works, which are durable and highly
differentiated goods, is fairly known. But one might speculate about extending the model to the
market of inputs in itself, that is to the labor market.

In theory, the supply of artistic talent is infinitely differentiated: An artist’s reputation provides
her with a temporary monopolistic position on the market, as long as her skills and talents are
in demand. However, the evaluation and employment of talent obey in practice to much cruder
schemes of hierarchization like the "A-list vs B-list” distinction (Caves, 2000). So a strong objec-
tion could be raised here: may we apply the same analytic tools to the different strata of a
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population of artists since the level of reputation, the amount of work and the occupational
success vary considerably among them? Shall we consider as monopolistic suppliers of their
own work artists who face a rather inelastic demand curve, due to their (temporary or strongly
established) fame, as well as artists who are induced to act as monopolistic suppliers (i.e. to
trade their human capital and work as freelancers) although their market value and market
power are very poor? In the latter case, artists, either young aspiring ones, or moderately or
poorly successful experienced ones, face the risk attached to a self-employed or quasi self-
employed position without benefitting from the rent attached to its seemingly monopolistic

supply.

In fact, as the contingent working system expands, at any given time the number of job candi-
dates more and more exceeds the supply of full-time jobs. New forms of employment instability
and new forms of labor market segmentation appear, since the quantity of work allocated
varies considerably across the workforce. As job allocation takes place on an individual basis
and involves on-the-job accumulation of skills and reputation, experienced and network-build-
ing artists and workers are frequently hired: accumulation of hiring records acts as a reputation
signal in a self-reinforcing process: hiring calls for more hiring. By contrast, younger or less
skilled individuals, loosely connected with the most active entrepreneurs, form a peripheral
population facing discontinuous employment and longer spells without work. Thus differences
in annual earnings of workers may reflect differences in hours worked more than in wage rates
(Christopherson & Storper, 1989; Debeauvais et al, 1997).

In addition, one should note that the population of employers and small organizations in the
cultural sector is surprisingly numerous. In the record and motion picture industry, although
oligopolistic market control by major companies remains a striking feature, mainly through the
control of distribution and finance (Aksoy & Robins, 1992 and Storper’s reply, 1993), a vertical
disintegration scheme at the production level can hardly be overstressed, resulting in an in-
creasing number of independent film producers (Christopherson & Storper, 1989), record com-
panies (Burke, 1997), and publishing houses (Boin & Bouvaist, 1989). In the performing arts,
the expansion of the non-profit sector and the increase in public support have favored the
multiplication of dance companies (Sussmann, 1984) and theater groups (Menger, 1997).
Even if demographic trends concerning the rise and fall of organizations differ across the vari-
ous arts scenes (for an extreme example, see the case of dance music, Hesmondhalgh, 1998),
on the whole, the expansion of the craft-administered production sector, with its growing prod-
uct differentiation, acts as an inflationary labor supply factor since it draws on an increasing
number of aspiring young artists: lower costs pose fewer barriers to entry, but a substantial
share of the risks are transferred to the artists who face a fiercer competition and more uncer-
tain career prospects.

Thus contingent employment magnifies numerical flexibility for those who are handled as sub-
stitutable workers in the lower segments of each category of occupational role, although they
felt attracted to an artistic occupation by claiming to be endowed with a unique set of skills,
talents and abilities.

Consider now the creative artists, whose compositions, paintings, manuscripts, screenplays are
put up for sale by gallerists, publishers, talent agencies and so on. Because most of them are
self-employed, it would seem meaningless to simply equate fewer working hours with unem-
ployment spells or underemployment levels. Their income, which reflects whether their works
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and services are in demand, that is whether they are sold and at what price, does not derive
from a quantity of working time at a given wage rate (Frey & Pommerehne, 1989). Creative
artists decide whether or not to continue to work in their chosen field according to their income
and to the stream of their expected earnings. If their income is low, because of low demand for
their work, a simple increase in production, through more work, may have no effect, and an
excess supply of the works for sale at lower prices may not easily trigger an equilibration
process, since the price acts as a signal of quality and a decrease in the pricing of a contempo-
rary artist will promptly be interpreted negatively. Oversupply of the works they produce cannot
be defined at any given price: that's why so many creative artists, since they can make their own
work opportunities, may, despite working hard and being fully committed, yet suffer from low
or very low income levels, and develop a sense of null or even negative correlation between
effort and earnings, as reported in many studies (e.g. Jeffri, 1991; Moulin, 1992).

However, the monopolistic competition approach gains much more explanatory power if a
familiar trait of artistic life is brought into the picture, that of multiple-job holding, and, more
generally, that of the diversification of activities and resources along an insurable risk-taking
behavior scheme.

What kind of worker is the artist? A professional? An entrepreneur?
A skilled contingent worker? A microfirm?

Several studies, mainly in a socio-historical perspective, have equated the great artist with a
kind of innovative entrepreneur designing not only stylistic innovations but also new organiza-
tional ways of working and distributing his or her work; see for instance Alpers'study on
Rembrandt (1988), or Elias’one on Mozart (1993), or Fitzgerald on Picasso (1995). Basically,
current individual work trajectories combine more and more traits from professional as well as
from entrepreneurial careers. Artistic careers exhibit low loyalty to organizations, and, like pro-
fessional careers, they rely on reputation certified by the community of peers and by the inner
circles of experts and middle men in the art worlds.

One striking dimension of the segmentation of the labor force has to do with the entrepreneurial
skills a number of artists acquire on the job. For, although brokerage has emerged as a major
device for mediating labor allocation and matching processes in a highly fragmented and seg-
mented labor market (DiMaggio, 1977; Bielby, Bielby, 1999), artists may be induced to exercise
supervisory or managerial skills and, in so doing, to blur the line between management and
labor (Christopherson, 1996). In that respect, the artist’s earnings, like those of any self-em-
ployed worker, depend not only on her skill, talent and effort, but also on how well she per-
forms the managerial and entrepreneurial functions (Aronson, 1991).

And organizational or aesthetic innovations may induce role combinations and hybridizations
that shift or extend the entrepreneurial control over new market resources — see Moulin, 1992,
on the case of the entrepreneurial artists who work as performers and producers of services in
the contemporary visual art markets; Christopherson, 1996, on the emergence of entrepre-
neurial filmmakers whose managerial skills blur the lines between management and labor;
Hesmondhalgh, 1996, on the entrepreneurial strategies of sound mixers and DJ’s in the dance
music record sector. Artists set up more often than not companies or fringe firms.
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More generally, the artist may be viewed as a microfirm when attention is given to the supply of
the numerous bits of work and efforts out of which the artist makes a living: the way she acts to
supply work in several related markets and to perform various occupational roles within his
artworld points to the differentiation of the working profiles that underly the competition among
artists not only for success in the vocational labor market but also for securing and maintaining
a position in the art world taken as a whole.

Both sociological and economic studies of artistic occupations show how artists can be induced
to face the constraints of a rationed labor market and how they learn to manage risky careers
by resorting to the insurance devices that are at hand. Pioneering empirical research (Baumol &
Bowen, 1966) has found that artists may improve their economic situation in three main ways,
which are not incompatible and may be combined: artists can be supported by private sources
(working spouse, family or friends) or by public sources (subsidies, grants and commissions
from the state, sponsorship from foundations or corporations, and other transfer income from
social and unemployment insurance); they can work in cooperative-like associations by pooling
and sharing their income and by designing a sort of mutual insurance scheme; and finally, they
can hold multiple jobs.

Most studies, both in sociology and in economics, have focused on this last means, since apart
from being widespread and becoming more so, it brings into light a puzzling feature of the
artistic labor market: that of the diversification of risk through one’s own human capital and
labor, which seems a much more unusual phenomenon than the risk management through
financial assets and income from various sources. In fact, it brings artists close to entrepreneurs
since, like property owners who can spread their risk by putting bits of their property into a
large number of concerns, multiple job holders put bits of their efforts into different jobs (Dreze,
1987).

Multiple job holding shows a general upward trend, and artistic workers rank among the high-
est in the percentage of all workers who have secondary jobs; in addition, artistic occupations
rank at the top in the percentage of all jobs held as secondary j