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ABSTRACT 

Denmark and Britain are examples of closely related West-European national cultures 

and of cultures of major and minor importance. The thesis explores how different 

industry structures and values within publishing facilitate or binder the publishing of 
. " . . " . . ~ , 

translated fiction. It also explores how different traditions, values and history have 

influenced the structuring of state institutions such as the cultural funding systems ... 

The thesis also explores how the differences in the cultural funding systems have 

created ~fferent conditions for artistic production and availability. , , 
The contemporary changing world and the problems it createS between 

national cultures, 'ethnic and racial groups are discussed. In this context cross-cultUral 

understanding and openness and the role of cultural products are discussed. 

, The influence of Britain on Denmark is explored through specific and . 
universal historical developments and popular culture products which have led 'to an 

openness and knowledge of British culture . 

. The two publishing worlds are profiled because translated fiction has to 

survive on the same marketforces as all other publishing . ... . ' 

. The factors which influenc'e the selection of fiction for translation are 

discussed. These factors are selection criteria, sources of information and consider-
'·f % 

ations of the market. 

The imPortance of publicity in Britain is explored through a case study on' 

two Danisb titles published in Britain in 1993. 

Traditions, values and history are drawn upon to explain differences in the'! 

cultural funding systems of Denmark and Britain, as reasons for exclusion or . 
inclusion of different concepts of culture are also looked at. 

The funding systems fo~ literatUre 8s' they are expressed through the' Arts 

Council, the Danish State Arts Foundation and Public Lending Right are analysed. 

The ways in which public libraries are incorporated in the cultural funding 

system are explored. 

The support to translated fiction and the promotion done for export of 

fiction are discussed. Influences from the contemporary changing world in support 

and promotion of translated fiction are identified. 
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1) INTRODUCTION. 

Research more often than not starts with a spark of interest, with a "how curious", a 

"how strange", an "I wonder why". These sparks of interest are of course inspired 

by the field the researcher works within, but especially within the humanities and the 

social sciences, not to mention cultural studies, the inspiration has also come from 

personal experiences, from being as much part of the world in which we live, as a 

professional analyser of it. 

This study too is inspired by living in the world of today, and it is inspired by 

meeting two national cultures. It is inspired by having met British culture first 

through its pop music, its films and novels and language all through my childhood 

and youth. Had I been British this would have been normal, but being Danish 

growing up in Denmark this was also normal. 

When I later came to live in Britain everything was very familiar and very 

strange. What made it strange was in many ways to be seen both as a foreigner, and 

as someone who was not dissimilar to the British, at the same time as the perceptions 

of Denmark were very stereotypical. People would tell me that "In this country it 

always rains in winter" as if this was something very strange for a Dane, and 

perhaps it oUght to be because the next sentence would usually be something like "I 

suppose in Denmark you go skiing all winter". "Well"; I would answer, "Denmark 

is on the same latitude as Newcastle sO we don't get that much snow" .. The stereo

typical picture of Denmark was usually less stereotypical when I met people who ' , 

knew other Danes, and I have met a lot of British people who had met other Danes 

on previous occasions. A friend of mine once remarked that there are so few Danes 

and so many of them are travelling around the world. This led her to conclude that 

there must be a sign on the door to Denmark saying "Out to Lunch". And, yes, I did 

get the double meaning of "Out to Lunch" and she knew me wen enough to .know 

that I would. " . , 

But what no-one would - or rather did not think of explaining - was why' 

everyone perceived themselves as belonging to a class. I knew about the British class 

system, but surely in the 1980s and 90s class could not determine restrictions and 
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opportunities. Surely in the 19808 and 90s in the welfare state, the classes were not· 

so different that they became a barrier to cross or choose to stay within. And if this 

was the case, then of what class was 11 I had to sit down and think that one out, 

because before I came to Britain I had never perceived myself as coming from or 

belonging to a particular class. 

Between these meetings with a stereotypical picture of Denmark, the knowledge 

of Britain I brougbt with me from Denmark and those bard to pin-point and unan

swered questions, I also met my own culture. I found that the questions which were' 

most difficult to verbalise and most difficult to answer were the most important. ; 

Those are the questions which go to the core of a culture's self-understanding 

(selvforstAelse). A meeting with another culture and through this the meeting with 

one's own cultUre lead to the realisation that this self-understanding is subjective. In 

a sense a culture is a subjective reality, but because it is shared by a whole commu

nity it becomes objectified.1 

But what these meetings also show, as in the question of class, is that these 

cultures structure their lives within this objectified subjective reality. In this study the 

focus is on national cultures. And though I have here used my personal experiences 

to point to the fact that British popular culture and the English language imported 

and taught in Denmark have led to familiarity with British culture, whereas British 

familiarity with Denmark is primarily based on individual meetings with Danes and 

an assumption of similarity, the two cultures are in this study to be seen as examples 

of a Culture of major importance in the World Society and one of minor importance. 

The World Society of today is changing through globalisation and political > • 

organisations such as the Europt:an Union. This means an increased contact with 

foreign cultures,and through this an increased awareness of own culture. But where 

a seeking out of foreign cultures and a knowledge of foreign cultures often lead to a 

certain cosmopolitanism,' a meeting arranged by higher powers such as economic and 

political elites seem to lead to reactionary nationalism and racism. 

However, if cultures, also national cultures, are objectified subjective realities 

which influence not only how the world is perceived by that culture; but also how 

the society of the culture is structured, then national identity and nation-states • 
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whether a major national culture such as the British or a minor such as the Danish -

are not only obstacles to a United States of Europe but part of the structure of the 

World Society of today. Even Globalisation, primarily a financial and technological 

venture must mediate cultural differences in its world-wide media venture. 

The media do this by catering for maximum groups through a minimum of .. 

commonalities. For instance channels such as MTV and CNN cater for audiences 

which across national boundaries are interested in pop-music and news. 

CUltural studies have dismantled the faith in a common high culture by focusing 

on class, race and gender. On the basis of these determinants it has shown how the 

formation of sub-cultures is a mediation and opposition to the hegemony of a 

dominant (national) culture. Though cultural studies have studied ideology, hegemo

ny and the mediation and opposition to these, it has also pointed to the fact that sub

cultures which are different, but functioning within national cultures, exist. The 

global media through channels such as MTV and CNN are aimed at world-wide sub

cultures which are big enough to carry financially successful business ventures. 

, Cultural studies do not define class, gender and race as sub-cultures, but its 

study of the uses of popular culture are often based on either sub-cultures such as 

youth cultures or on gender-defined groups as in women's uses of soaps and romanc

es. By the study of the uses of popular culture, cultural studies have pointed to the 

fact that the value of a cultural product whether a television programme or a novel 

are not determined by a fme arts defmition of qUality. Rather the uses are determined 

by the individual in relation to class, gender and race within a hegemonious culture. 

By pointing out that the uses of popular culture give a different value from that 

defined by a high culture quality criterion, cultural studies have pointed to the fact ;' 

that cultural products serve more functions than being expressions of artistic excel

lence and that these functions are also valuable.' 

: The globalised media manage to reach across the boundaries of nation-states 

and reach world-wide sub-cultures and the sub-cultures accept these foreign produced 

channels without a thought to the impact on national identity which they fear from a 

political union such as the EU. What is characteristic of this use is that it is sought 

out, out of interest. .. . . 
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Much art - or cultural products so as not to exclude popular culture - is sougbt out 

out of interest as well, whether this is in a preference of films to novels, or a 

preference for subject. If the point made by cultural studies, that uses determine 

another value than artistic quality, then this point taken further also means that 

foreign produced cultural products sought out out of interest does not only function 

as the camer of a potentially interesting subject for which it was sought out, but , 

also as an unw~tting and unacknowledged source of information on another culture. 

My point is, that because these foreign produced cultural products are both . 

foreign and non-threatening to national identity, they are also great conveyers of 

cross-cultural openness and understanding. . " : 

But if this is so, then the availability of foreign produced cultural products is 

important. It is both important in the sense that diversity in available products 

increase the chances of a diverse understanding and openness; and in the sense that 

diversity in availability increases the chances of reaching a diverse group through 

their particular interests. One such product is the translated literary novel which is ' 

distributed through a commercial publishing world . 

. 1, In the homogenous society of Denmark with no class-consciousness there is no 

cultural studies tradition. The uses 'of popular culture are not much studied and 

though popular culture is not completely discarded, the focus tends to be on art or on 

the differences between art and popular culture. ' " 

For literature, the question of availability is discussed within the branch of 

literature of sociology called "Litteratur och Samhille" (Literature and Society) or 0 

"Litteraturen i samfundet" (Literature in Society). 

In 1972 in Denmark Robert Escarpit's Bogen og Laseren was published. In this 

book Rohert Escarpit explores the literary process consisting of production (author), 

distribution (publisher, sales and libraries) and consumption (readership and the " 

reading experience). This book proved very influential, not least because of the ;, 

substantial supplement by Hans Hertel on the literary system or process in Denmark. 

This tradition is to a certain extent inspired by Marxist thinking and classical j 

sociology. "It is a clear interchange between 'the social situation as producer of the 

literary work' and 'the through the literary work produced social situation'''. 2 About 
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Robert Escarpit, Hans Hertel says that "like his English colleagues Richard Hoggart 

and Raymond Williams he sees research and critique, theory formation and cultural 

politics/policies reform work as sides of the same issue. "3 , 

, ,The Danish tradition, nonetheless has taken the political issue of discussing the 

social situation and uses of culture in another direction than that which the work of 

,Richard Hoggart and Robert Williams has been taken. The reason is perhaps to be 

found in the ambiguity of the word ·politik" which I have left in the above quotation 

,as politics/policies. The cultural studies tradition founded on the work of Richard 

Hoggart and Robert Williams went on to study the politics of culture, whereas the 

ambiguity of politics and policies is kept in Hans Hertel's comments to Robert 

Escarpit's work and has become primarily a concern with policies ... 

For instance when Escarpit discusses the role of the patron he states that in the 

modem form it has made it possible to integrate the author in an economic circula

tion (kredsI0b) so he could exist and produce, but that patronage has also been , 

beneficial for the literature.4 Hans Hertel on the other hand sees early author support 

by king and state as a way. of exempting artistic endeavour from the influence of the 

market-forces in consideration of their importance in society.' Hertel also sees his 

supplement. to Escarpit's book as having the cultural policy/politics aim of removing 

the secrecy around book production because this is part of the reinforcement of the 

mechanics of book production which control the literary system or process.' Finally 

he sees literature policy/politics as part of cultural policy/politics in creating new " 

conditions for the spread of existing literature to all, for equal access and access to 

create new and different literature which is neither avant garde nor mass-culture.' 

" In a Danish tradition the question of availability is therefore a question of 

diversity and access. Although the tradition first focused on aD opposition to mass

culture, it has now the added concern of making alternatives available. The tyranny 

of the majority which is expressed in the' commercial global media of producing for 

a majority on the basis of a minimum of communalities is to be counteracted or, 
, -

supplemented by other forms which are perhaps not economically viable. And this is 

the concern of cultural policies. ) .' , . 

The two different traditions of Britain and Denmark are at the same time - to 
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pick up on an extension of a cultural studies point again - an example of how, not 

class, gender and race, but history, traditions and values of two different nations 

have led to the development of two different traditions. It is an example of bow 

however much a national culture is based in an objectified subjective reality, this 

reality is also based in actual conditions and has led to actual actions based in ' 

perceptions formed through an alloy of history, tradition and values,' where they in a 

constant interaction, have influenced the others in the on-going narrative of that 

particular national culture. ,. ' 

Though both Denmark and Britain are part of a West-European culture with 

roots in Christianity, the Enlightenment and Industrialistion, they have also had 

different circumstances. Britain is a heterogenous society which has roots in Empire 

and an early industrialisation. It is today a liberal welfare state with an emphasis on 

individuality and with a strong class-consciousness. Denmark is a homogenous 

society and has been a small nation for as long as Britain has been an Empire on the 

rise and in decline. It has been primarily agricultural with a very slow industrialis

ation. Today it is a Social Democratic welfare state with a perception of union' 

between country, state and people. Put like this it would be ludicrous to think that 

there in spite of similarities in Danish and British society would not also be differ-
< 

ences. ( I 

. 
Through this study Britain and Denmark are examples of two nations of West 

European culture with individual differences. They are also examples of cultures of 

major and minor importance., ' ,", , " 

The literary translated novel is part of the diversity of availability. It is also a 

product in the sense that it is made available through a commercial publishing world. 

This study aims to explore how industry structures and values hinder or further 

availability. " , 

; \, Since the literary novel is also an art form, the natural agent for support in 

opposition to the tyranny of the majority is according to Danish traditions, cultural 

policy. Therefore this study takes state cultural policy as an example for exploring 

the second aim of this thesis, of how different nation-states in the structuring of 

institutions are influenced by the particular history, traditions and values of that 
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country. This is the overall aim of the exploration of cultural policy, but it also aims 

to show how these different traditions have led to systems which create different 

climates for artistic production and availability. 

. Chapter 2 and 3 form the framework. Chapter 2 focuses on the contemPoniry 

changing world and the problems it creates. It also discusses cross-cultural under

standing and openness and the role of cultural products in this. Chapter 3 explores 

the minor and major dichotomy and cultural openness and understanding through the 

examples of British influence in Denmark. 

Chapters 4 to 6 deal with the publishing industries in Denmark and Britain and 

with the publishing of translated fiction in particular. But they also show the ma

jor/minor dichotomy through the influence of a major culture on a producer of 

cultural products in a smaller culture, as it shows how being a major culture influ

ences industry structures and criteria for selection. 

Chapters 7 to 10 explore the cultural funding systems of Britain and Denmark. 

In particular chapter 7 explores differences based in values, traditions and history, 

whereas chapters 8 and 9 exemplify this through the support for literature. Chapter 

lOon the support and promotion of translated fiction closes the circle by being 

linked to the cultural funding system and by taking up issues of the contemporary 

changing world discussed in chapter 2, which are evident in the work for translated 

literary fiction. 

Chapter 2 does not deal specifically with Denmark and Britain, otherwise the 

methodology is comparative, because this constant meeting of one culture through 

the eyes of another is the way to get to the underlying values, traditions and history. 

But there is no rule without an exception or two. 

In chapter 3, on Danish openness towards Britain, the aim has been to explore 

the influence of a major culture on a minor one and how openness and understanding 

are created. It does therefore not lend itself to a comparative angle. 

Chapter 6 deals with publicity and promotion in Britain. In the two previous 

chapters this is identified as a problem for Britain but not for Denmark. Though a 

comparative methodology would have been possible in this chapter it would not have 

led to a deeper understanding of the issue. 
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In addition to printed sources the work is based on interviews with key people 

within the publishing industry and the cultural funding system. The criteria for 

selection of interviewees are discussed in the appropriate chapters in particular 

chapter 5 but also in chapters 6 and 10. A list of interviewees is to be found at the 

end of the thesis. Chapter 9 also includes a discussion of the translateability of 

. cultural specific concept terms. 
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2) SETTING THE SCENE ' 

, This chapter establishes the framework for the thesis. It draws on the 
, ' 

, latest research in establishing how globalisation and political initiatives ' 

such as the EU are drawing the world together at the same time as forces,' ' 

such as national identity and racism are drawing the, world apart. Within 

this context the chapter points to cross-cultural understanding as familiari

ty with and openness towards foreign cultures, and establishes how : 

tum'ative cultural products can Junher this. The chapter deals in panicu

Jar with, how the qualities of printed fiction can junheT. cross-cultural 

under.srandlng. , \ 

The man made world is an ever-changing place. Though ever-changing ~ the light 

of history, it often seems to change from the stable old to the unknown new for ~" 
, , 

people living in the present. Not only is the world ever-changing, a constant meeting 

with the new, it is also a constant meeting with others living in the world. No man is 

an island unto himself. No culture can stay closed to,the meeting with and influences 

from others. This chapter explores contemporary changes, the fears they bring and 
, . 

how cultural DaITative products such as translated fiction can, be part of bringing 

openness and understanding towards the Other and thereby reduce the fears brought 

on by instability. , ." ._ 

In a sense the world is becoming smaller. In another sense it is becoming more 

defined through cultural groups. The world is becoming smaller through the Global 

Village where information technology allows for a global flow of information and 

entertainment. In Europe, The European Union (EU) is buil~g a political union 

among the states of West, Ew.-ope. The old territorial borders and political power 

structures of the nation-states are becoming blurred. The world is drawing togeth~. , 

At the same time cultural groups are re-~g their identities as distinct , . ' 

ethnic or national. The old world-order in Europe has fallen apart. The enemy is no . 
,_ > • ~ .. • " J' 

longer in East E~, but no-one is quite sure where be is or1who he is. The Other 

, ~ 
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is now West-European in the form of the EU at the blurred borders of the nation

states and the Other is within the blurred borders in the form of immigrants from old 

colonial countries, guestworkers, refugees and asylum seekers. To many they 

become the new enemies, and in the meeting with the Other who is not only of 

different nationality, but frequently also of a another colour, different religion and . 

culture, ethnic and national groups affirm their own distinctiveness. There has been 

an upsurge in nationalism, racism and xenophobia during the late eighties and early , 

nineties. The world is fragmenting in the animosity of cultural distinctiveness. 

Though the world to a West-European eye is both becoming smaller and frag

menting, the causes of this, pull and draw at different levels. The Global Village is 

an information and technology led enterprise. The European Union is a supralareral 

organisation of political nation-states. Nationalism and racism are based in people, 

not organisations. Though they share certain characteristics in protecting a collective 

identity, they are also different. Nationalism can be aggressive towards the Other, 

but it is primarily an affirmation of the collective identity. Racism, though affirming 

the collective identity by focusing on the differences between Them and Us is ' 

primarily aggressive towards the Other. . 

The Global Village is a phrase coined to explain the contraction of the world, 

into one "community" where muJtinational conglomerates become powerful because 

they control the information flow. This is possible because of technologies such as 

flbreoptics and microchips which can be utilised in computers and satellites. This 

again means that the flow of information to the whole world can become simulta

neous and instantaneous. An example of this is the Gulf War which through the ' ' 

American owned CNN was broadcast to the whole western world as it happened, 

second for second, minute for minute, 24 hours a day. . . , , 

The news coverage of the Gulf War shows how much the technology of the 

Global Village has developed, and how we take it for granted. In 1962 the first 

programme was broadcast in the United States via satellite. As Arthur C. Clarke puts 
• " 1." 

it in his book How the World was One ."Today, the TV-newscasters no longer bother 

to superimpo~ 'Live by satellite', ~ everyone takes this for 'graDted. But thirty years 

ago, it was still a miracle.·· Two years later satellites had been further developed 
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and it was possible to transmit the Olympics from Tokyo. But few networks in the 

States broadcast it live, because they did not expect people to stay up for it. "They 

had yet to learn that satellites would teach· whole nations how to do without sleep" .' ' 

The Gulf War shows bow far the technology fOr audio-visual media has 

advanced. But the war was also perfect for transmission through this medium. It was 

short, there was no doubt who were the heroes and who the villains; and it was· 

fairly clean without too much blood and gore or fallen heroes. This sounds crass and 

there are lots of objections to this statement. But for the media event that it was, it is 

true. 

The prolonged war in the former Yugoslavia for instance has not in the same 

way been under constant media scrutiny: This highlights some of the fears connected 

with the Global Village. For one thing, this war was far longer and it was never 

clear cut who were the heroes and who were villains. The fears are that the uses of 

the products of information technology will change our mental abilities, shorten our 

attention-span and dull our senses. ' ' " 

This is the land between modernity and postmodernity, The global flow of 

information based on multinational conglomerates, leads to a "small number of 

centres for production of knowledge and storage of information, nerve centres in the 

cybernetic grids, command and central headquarters of the world's financial and 

industrial system" ,10 But it is not only the world's power structures which will 

change back to some sort of pre-nation-state structure, It is also, as implied, the 

modes of thinking. Not only will news be available instantaneously and simulta- ] 

neously, but because computers have the ability to be interactive, it will be possible 

to work and shop from home and communicate via for instance the Internet. Every . 
human contact become instantaneous, simultaneous and impersonal. Marsball 

McLuhan one of the first to explore the Global Village opined that this would result 

in the electronic man: 

Electronic man wears his brain outside his skull and his nervous sYstem' 
on top of his skin. (00') But he is not flesh and blood; he is an item in a' 
data bank, ephemeral, easily forgotten ,and resentful of the fact,U 
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Humanity disappears, not as a species but as soul, identity and humanistic 

values. What is left is electronic man connected to a computer. As far out as this 

may seem popular culture is exploring it. In PhiJip K. Dick's Do Androids Dream of 

Electric Sheep (a.k.a. Bladerunner) the androids • robots - are indistinguishable from 

humans and more human than humans. In William Gibson's Johnny Mnemonic, the ' 

courier - Jobnny Mnemonic - has given up his childhoOd memories for an informa- ' 

don implant. ~e surfs through cyberspace to avoid the enemy. " 

" It is not the first time popular culture has explored changing paradigms and the 

fears this has brought. But it has yet to be an accurate predictor of the future. In 

Frankenslein by Mary Shelley and in Dr Jekyll and Mr Hyde by Robert Louis 

Stevenson the progress of rationality and emperi of modernity are explored. But we 

are yet to see such monsters as described in those books .• Unless they will be a' 

result of genetic engineering ... Nonetheless, history also tells us that the conscious

ness and world structure of agricultural, oral societies changed when they became 

literate and industrial. What history cannot tell us is what happens when literate and 

industrial become audio-visual and electronic. : : , " 

Returning to the Gulf War for another aspect of the Global Village which 

causes concern. In the Gulf War the USA was directly involved, which it never was 
< 

in East European Yugoslavia.' CNN is an American owned station with a large ' •. ' 

homemarket. In the Global Village.the fear is' that powerful owners of the technology 

decide what information is available to us. 

. . The European Union has set up various schemes to strengthen European audio

visual media. Through its projects, the EU is trying to construct a pan-European 

media industry which can take up the competition with the big, mainly American and 
~ -~. 

Japanese owned conglomerates such as Sony, Matsushita, Time Warner and the Walt 

Disney Co~pany. This is the EU' supporting and piomoting Ew-opeanen~~rise. 
The other fear of the EU, and of nation .. states as well, is based in the nature of 

the programmes broadcast by cllanntls ~ch, ~ 'C~N, MTV and SKY. The trend 

within TV -channels broadcasting via satellite is to concentrate on a particular subject, 
. . -;, ~ , 

Whether it will be news, music, or sport. Another" trend is ~t most of what is ' 
, ~:_ " 1. 

shown is in E~1ish and primarily American. ' . " 
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By having a European based media power the EU hopes to create diversity in 

programmes as such and with an emphasis on European diversity, but European . 

diversity as a characteristic of European unity. 

One aspect of the Global Village which is hardly ever emphasised is that elites 

- whether they are political or intellectual elites - fear the consequences of the Global 

Village, whereas the users of the media have embraced it. The conglomerates behind 

the media are commercial enterprises, which focus on the bottom-line rather than on 

the variety or quality of content. If their products were not profitable they would not 

be on the air. Therefore, to stay within the language of enterprise, the consumers by 

their choices decide by the vote of majority what stays on air. Admittedly they do 

not decide what goes on air. This is decided by an estimate of how big the global 
. , 

audience for a particular subject is. Therefore channels specialising in sports, news 

and music can draw together sub-cultures across the borders of nation-states and 

continents. But the bottom-line is that the consumers through their interests and 

choices have embractxt the Global Village whether it is satellite television, interactive 

banking or a surf on the Internet with no fear for health, sanity or loss of nationality . 

Jeremy Seabrook~s version of the Global Village is the leisure society where 

leisure comes to take on the strenuous forms of work because the industrialised mode 

of thinkirlg is still prevalent. In this society, where "real" work becomes secondary 

to leisure, people's "ordinary passions" become subject to professionalisationand a 

strong sense of escape and nostalgia. Nonetheless Seabrook mirrors the abOve ' 

statement of the acceptance by the pOpulation and in his conclusion on this, the fears 

of intellectuals: . " 
. 

Whatever the political implications ( ... ) may be, they are far from most 
people's thoughts. Most leisure-time activities demonstrate an absence of 
political or ideological consciousness. People want to be left alone. What 
they want to do, the obsessions and preoccupations, are not the concern of._, 
politicians, have nothing to do with them. People want to get on with· -
leading their own lives. This may be a powerful conservative force, one 

, that leads to political inertia and detachment. 12 

But the Global Village is more than consumer goods. It is also an economy in 

which the financial input and output are of a size that can only be handled by . 

multinational conglomerates, and where the division of labour becomes more 
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specialised. In their books Jeremy Seabrooks and David Morley and Kevin Robins . 

point out that the information society leads to specialisation in core and peripheric 

jobs. There will be high-powered jobs within information technology, but there will 

also be a need for low-paid manual workers.13 Most of these jobs are presently held 

by women and young people and by guestworkers and immigrants in Europe . 

. Literature on Racism in Europe expresses the same opinion: , :;' 

That is the most fundamental sense in which the growth of racism in 
Europe needs to be understood. The new imperative of silicon age eco-', : , 
nomics is to have a highly stratified system of employment. Such a 
structure differentiates between 'core' workers - whose jobs carry with 
them status, security and civic rights - and 'peripheral' workers whose '. 
employment is uncertain and ill-paid, and whose rights are minimal, 
conditional and often inaccessible. I.. ;" , • . 

Where the'Glob~' ~illage pulls the world together, the fear of the Other, in the 
, ,;. \ • .. -/ • "~' "" " : ,,~' :. ~ < 

form of racism, pulls it apart. There has been an upsurge of racism in the late 
. ~ , 'i, . ! . l ,.. ._ 

eighties and early nineties in Europe. Alec Hargreaves and Jeremy Leaman explain 
, " ~ I,' , • ~. i 

how powerlessness is "an acknowledged contributor to discriminatory and exclusio-
'. '. " 

nary behaviour". 15 With recession ~d rising unemploy~e~t white majorities in the 

North feel powerless. In a structure where economies seem to fail and unemployment 

seems to rise for no apparent reason it is e~sier to ~ again~'the very visible Other 

than to. find a way through the corporate or political maze which no longer consists 

of local factory o~ners and do~esti~ policies but of ~ultinati~nal ~~glome~tes and 
, ~ I ' - • ~ \ - i" , : 

supranational organisations such as the EU. 
• ' ~ I . , ,: '( " 

Racism is many things. It is racial stabbings in London and the burning of 

asYlu~ centres in Germany. It 'is the British N~tiOlial Party in England, Le Pen in 
, . " 1 _ 

F~ce~ the Klu Klux Klan in the states and neo-~ Parties in GenDany, Denmark 
, , ' , . .' ,I ,.' . 

and most of the rest of the Western World. But it is also when a Dane thinks that 

Muhammed, 'Mustafa ~d All "o~iht ~gO ho~e", but Ke~in can go on DJ'ing in 

c~kn~y 'English'~n' the local radio station. The last statement came from a Dane who 
" ~ t,' c ~ ~ i ,-1 ' . ~"j;,.'~' \ ~ "' 

did not consider herself a racist. , , 

This is the difference ilCtween pre- and Post Holocaust racism. Racism is no 
~ • • , 1- " 

longer based solely on ideas of a superior caucasian race. Rather it is not explicitly 
t ' , \~ < ,,' \ et,' , . , • . 

based on this notion, but often on cultural notions whether this is religion or 
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nationality. ' But as several researchers point out, the notion of "racism without race" ' 

is dangerous because it masquerades the fact that some racism is genuine racisml6
• 

A Danish woman with a Danish mother and an Afro-American father, brought"uP in 

Denmark by her Danish mother and a Danish' citizen, was refused entrance to an 

East-European country. In spite of her Danish passport the passport-inspectors 

refused to believe that a dark-skinned woman with' afro hair could be Danish. This is 

an expreSsion of racism,' not cultural discrimination .. 

, Michel Wieviorka divides racism into infrapolitical and political racism I? In 

the case of infrapolitical racism there are groups and individuals to whom racism is 

either central or not, but to whom racism is often inarticulate and weak. Political . 

racism on the other hand is either part of politics or the state/ such as for installce ' , 

the Third Reich, is racist. 

Infracultural racism is very common in Europe. It is often almost silent, it is 

hidden behind correct attitudes and even hidden for the bearer who would condemn 

expressions of overt racism such at the Klu Klux Klan and neo-nazism. As Robert 

Miles point out, the term racism "is heavily negatively loaded": . 

Thus, to claim that someOne has exp~ssed a' racist opinion is to denounce 
them as immoral and unworthy.' In brief, racism is, in the late twentieth 
century, a term of political abuse. I1 

This means that rather than verbalising and airing racist opinions they are ' .' 

internalised and hidden, but just as explosive and dangerous. This is not to advocate 

open verbal racist attacks but to point out that the discourse on race and racism is ' . 

highly sensitive. As MorJey and Robins say: "The most fundamental challenge is to 
confront the relation of superior to subaltern identity that is embodied in the con

struction of Otherness"19 This is almost impossible on the level of individuals 

meeting when the slightest hint of what could be Perceived as racism cannot be aired 

in so much as a question. ' , , . : 

The nOtion of superior and subaltern in OtI1efness is deeply embedded in 

Western civilisation. It is imperialism, colonialism' and the belief that the white man 

can civilise primitive cultures. Though the civilising mission of White Man is no 
longer expressed, it is embedded in the superior and subaltern of Othemess which is 
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very much alive. It may no longer be a question of Civilising the Other, 'rather it may 

be to exclude him. 

Several researchers have discussed Fortress Europe. Among those are Me} Read 

loo Alan Simpson who in Against the Rising Tide list the rejection of Turkey's 

application to the EU, the conflict' of the Oulf, the upsurge of anti-Islamic feelings in 

Europe and the tightening of immigration rules as indicators of bow Fortress Europe 

is strengthening its borders.' "It all", they say," adds to the momentum which seeks 

to describe EUrOpe'S future in terms which are increasingly white, continental and 

Christian. "20 If this is how Europe is perceived at the political level it only adds to 

the primarily silent racism of the individuals of the white llU\iority. Though political 

elitesmay condemn racism openly, the action of keeping the Other out is an affirma

tion of the beliefs that "they" are taking our jobs, are not as good as "us" and 
"shOuldgohome"~~" ',-:, , ',.1 ' 

In the world society the Global Village is turning the world in to one ·commu

nity", drawing the world together, erasing borders. But it also means bigger power, 

distances betWeen individuals and decision-makers. In a global economy this means 

that it is easier for the individual to turn his' or her sense of powerlessness against . 

very visible minorities. The animosity towards the Other draws the world apart. A 

debate which could lead to a better understanding is difficult when the Other is kept 

in a subaltern position by the jobs offered and by the implicit attitudes of political ' 
elites. ;: .. ', 

An organisation in Europe which is drawing the world together is the EuroPean 

Union. It is also pulling it apart by trying to set up a distinct EuropeaD media power 

which will be able to convey European identity, and by furthering the idea of 

Fortress Europe. ' 

,', . The EU, when it was still the European Coal and Steel Community was 

founded on lessons learned in two world wars. The two world wars, the rise of a! 

Hitler and Mussolini, had shown that some sort of Union was necessary in Europe in 

order to secure peace and prosperity. This resulted not only in the European Coal:. .', 

and Steel Community, but also in other supralateraJ organisations such as OECD, 

UN and NATO. Therefore, after the Second World War the world started drawing 
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together through political - as opposed to the Global Village's commercial .. initia

tives." ~., 

The European Coal and Steel Community h8s been the organisation that has 

had the greatest impact on the citizens of the involved nation-states. In 1957 it 

became the" European Economic Community (EEC, later EC). In the Rome Treaty 

the goals were stated as to "progressively approximating the economic policies of 

member states to promote throughout the Community a harmonious development of . . . , 

economic activities". 21 In the post-war era Europe had to compete with strong 
.. , >. 

economies such as the USA and later Japan. Because of the Iron Curtain, this new:, 

Europe became, West Europe., 

The EEC worked towards streamlining and removing trade restrictions among 

its member states. In 1987 the Single European Act was signed which was to lead to 

the Internal Market in 1992. This has meant a continuous change in the regulations 

of the member-states and an opening up for a free flow of labour between the states. 

Within the cultural area, not part of the BC economic sphere as such, this has led to" 

the aforementioned ~ttempt to str~ngthen BC media technology. But because culture 

~. an economic context become goods, and because the BC did not allow discrimina

tion of nationalities, it has meant that national support schemes such as Public 

Lending Right came under scrutiny. 

In 1993 the EC took one step, further. The Maastricht Treaty was ratified and it 

became the European Union. This meant the inclusion of both social and cultural 

dimensions in the Union. As AJi ~igil points out ,~it ventures into the highly, ' : 

symbolic sphere of national sovereignty and makes provisions for a unique Ew.-0pean 

currency and a European Central Bank to manage it. w22 • . "" ;' 

,Once out of the EMU, Great Britain decided to stay ,out:, It has also opted out 

of the social dimens~on. Denmark was only able. to ratify the treaty after a second , 

referendum on the treaty. In both Denmark and Britain there is strong opposition to 

the European Union. In fact they are ~ as special test cases for public opinion.23 

Nonetheless, the opting out of the social dimension was done by John MtUOf, not the 

British public who have not like the Danes had a say. via a referendum. But as , .. " 

Karlheinz Reif concludes: 

Setting the Scene 18 



The lower levels of explicit support and the higher levels of explicit 
opposition in Denmark and the UK illustrate, without question, the extent 

• ,." to which the level of consensus and support depends on the existence -
and success in mobilizing mass support - of elites who are hostile to 

, integration or to more of it. 24 , . , , \ 

In Great Britain the Conservative Party has always been divided over the 

question of the EU. In Denmark there has been a strong political and non-political 

opposition on the left. Strangely enough it seems that the British right and the Danish 

left agree. All the same they agree for different reasons. In Denmark the question 

has been on the power-distance and bureaucracy between Brussels and Denmark. But 

it has just as much been about cultural integrity and ecological standards. To Danes 

the EU is threatening to national identity and culture.u To the Danes, Denmark is a 

small pawn in the political play of the superpowers of Germany, France and Great " 

Britain. The reality of this major/minor culture notion is exemplified and discussed 

in the next chapter in the bilateral context of Denmark and Great Britain. 

Where Denmark perceives itself as a minor culture in danger between the major 

cultures of Europe, Great Britain does not want to be dragged in to too much " 

regulation such as for instance the social dimension. Not only do Great Britain's 

strong liberal traditions, strengthened in the Thatcherite era, oppose regulation and 
, 

interference, but on a cultural level so does British antagonism to the other major 

cultures of Germany and France and its perception of itself as distinct from Europe 

but closely ~o~t~ to the USA and the Commo~'w~th. ",:' . "," 

Nonetheless; it is' not only the speCifi~ historic-cultural reasons of Denmark and 

Great Britain which have ~oded the permissive co~nsus for ihe EU. It is a general 

trend among all the ~ember states.x Wh8t is ha~ning is 'that as the political union 
, • • , J •• ', " ~ _ ." , : • .' " 

becomes more and more of a reality it interferes more and more with the everyday 

lives of its' citizens. It is very much a Question' of nation8l sovereignty, yes, but it'is 

also the fear of having the ECU rather than kroner,- pOUnd, deutChnl8rk or guilder. 

Other ~ong national symbols such as passports have been; 'changed. 'The passports 

~e now red and are no longer it visible sign of bel~nging. Other streamlining 

regulations have been affected. The telephone number that everyone knows is that of 

the emergency services. In Great Britain it'is 999, ID Denm8rk it was tiJltil reCently 
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000 but is now 112 as it will be in Great Britain because of EU regulations. Den- ' 

mark narrowly avoided having to add nitrate to its Jiver pate because it was accepted 

as a national dish as was Greek feta cheese. England has had to adopt the metric 

system so' that no-one knOws bow tall they are, how much they weigh or how much 

lager they drink. ' 

The EU is seen as moving towardS a federal EUrope of States in line with the 

USA. Both Britain and Denmark have always been intergovernmentalists in an EU 

'context. That is, they have always wanted a uluon of nation-states with common 

institutions for co-operation and co-ordination. Because of strong British resistance to 

the federalist idea this has never been a clearly stated objective in EU politics. But as 

Thomas Wilson points out the objective of the Rome Treaty to "establish the founda

tion of an ever-closer union among the people of Europe" meanS that the EEC "was 

primarily an economic community but which nonetheless retained implicitly the : :.: 

undefined - goal of political union .• 27 ,. • 

. The resistance to this United States of Europe - both as reality and perceived 

threat - is a resistance to the (perceived) abolishment of ~ nation-states. This fear 

may be 'clearly expressed or sensed through the encroachment on national symbols 

such as cUrrency and passports. Nationalism seems to show its ugly head with its 

implied discrimination towards the Other: 'f 

Generally speaking, there is a discourse which is extremely sensitive to 
the effects that a Centralized European Community could have on matters 
of identity (national and otherwise). As with the presence of aliens, the . 
process of European Union generates a real fear of losing territory, 
personality and the power 10 control one's own affairs; in a word there 
arises a crisis of identity. which expresses itself in a reactive nationalism, 
often accompanied by chauvinistic and jingoistic manifestations. 21 

No doubt nationalism shares some characteristics with racism and discrimina-
, . 

tion. When researchers of racism debate the modem form of cultural racism they 

concede that it seems. 10 intermingle with nationalism but is Dot the same thing. 

When researchers of nationalism debate this, they admit that nationalism can include 

discriminatory factors, but that it, fundamentally, is not racism. . . , 

Peter Alter in his book NatiOnalism differentiates three forms of nationalism. 

There is what he calls Integra) Nationalism, inspired by Darwinistic evolutionary 
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ideas it believes in the survival of the fittesf9. This is how most people see national

ism, as fascism or imperialism. Reform Nationalism wants to protect a threatened 

state against outside economic control and cultural influence. Or it may want to,: 

change old structures but keep the values behind if". Japan and Singapore for in

stance are thoroughly modernised nations, but the value systems are not Western . 

. The last form of nationalism that Peter Alter defines is Risorgomento Nationalism. 

According to this nationalism all nations have a "divine" purpose. They are different 

but equal". This is the oldest form of nationalism. It is humanistic and liberalistic .. 

It is also the one which comes closest to pre-national notions of for instance a 

Fellowship of Christians. That is, notions of identification by, say religion, but no . 

notion of division by territory or national culture .. This is probably also in some way 

the way the Danes perceive the British or the Dutch perceive the French. Not as 

either subaltern nor superior, but as different in their own right. After aU, they, like 

Risorgomento Nationalism, have values based in Christianity, enlightenment and 

ratio~ty. They are all Western countries. . ' ~ 

Most recent researchers of nationalism have rejected the idea of nationalism as 

an "ism" as in liberalism or fascism. 'Nationalism they say, is not an ideology. 
~'..: " . ~ . ,,' , . 

Benedict Anderson in his influential study Imagined Communities points out that 
. , . 

na~onalism belongs with ldDship and ~eligionrath~ ~an liberalism and fascism.52 

He says: 

My point of departure is that nationality, or, as one might prefer to put it . 
in view of that word's multiple significations, nation-ness, as well as ' 
nationalism, are cultural artifacts of a particular kind.33 . . 

Anderson's book is a fascinating study in' the changes of Consciousness it too'k 
;' ~ ~ '~;r 

to facilitate nationalism. He explores this through, among other issues, the changing 

concepts of time, how print, capitalism 'and protestantism led to tberi~ of verna-
l • I . . ~ t ~ ", ,., . . .i,.' ~ • 

cular languages of state, which again emphasised difference rather than unity through 
, , ' 

Latin and Christianity. 
1 ~ I ., • , " ' 

This change of consciousnesS is the key to understanding how deeply rooted 
. . 

natioDatism is. For instance,' tooay, a monarch who did not' speak. a' national 'language 
., " ," " .' , • - ,{ .-. .' ",' . ,-' • t, '''-

of the nation-state would be out of the question. Also, when we look at the geogra-
, '. . 

:' '. i ~ 
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phy of Europe, we see Italy. France, Great Britain and Denmark, not centres of 

importance such as Florence, Paris, Berlin and Edinburgh. ' 

The whole breakdown of the Eastern block was a shock to citizens of Western 

European countries, not only because it broke up the Iron Curtain, but because it 

was an example of how fragile the geographical map is, even in the so very old and 

consolidated Europe. In this sense memory is short, because World War lsbaped > 

many of the states now in crisis, and the Iron Curtain did not come down until after 

World War ll. But because nationalism sees old territories, whether they are nation

states such as Denmark or nations such as England and Scotland, the perception of 

old Europe is of solid and defined nations or nation-states. But without a perception 

of linear time or of territory this was not possible. ' ; : 

The re-invention of the past as old as implied above, is the topic of David 

Lowenthal's essay Identity, Heritage and History.'J4 Heritage is used to establish a 

national identity. 

Each group's"heritage is by d~finition incomparlble. The Past we prize is 
domestic; those of foreign lands are alien and incomparable with ours. 
National identity requires both having a heritage and thinking it unique. It 
is heritage that differentiates us; we treasure most what sets us apart." ' 

,This seems common sense. For tourists coming to London, Buckingham Palace 
, , , '. ~ : -< 

and Bobbies on the streets are typical symbols ~f English-ness. ,They are not per-

ceived as property of the Crown and the legacy of man whose first name was 
, j" ," ". .. 

~obert. On visits to Egypt the pyramids will show this country's great past and not 
. , "'" . ' '. . 

the supremacy of the Pharaohs. This is exactly ~hat David Lowenthal points out. 
f· , _ ; ~., . 

Heritage was some~g for the wealthy and p?werful, not for the common man. It 

w~ -not only what rulers were entitled to; it defm~ them and assured their rule- ,Sf> 

LowenthaJ goes on to say tba! heritage remains metaphorically ancestral. But today it 

is.mu: heritage. It confirms identity and boosts the solidarity of nations. 
, , , 

, The past, not as heritage, but as myths and symbols, is also the main compo

nent of Anthony D. Smith' s idea of national identity. His book NationaiIdentity is a 
, .. ".1 ~ ," 

thorough exploration, of the ,~es that bind ~tion, state and nationality. His thesis is 

that nation-states have conceptuaUy blended two dimensions which are components of 
~ < ~ .' ,. > 

the civic state. This is partly an ethnic and genealogical dimension consisting of 
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sbared memories, myths and traditions and partly a civic and territorial one. "By, 

defmition", Smith says, "the nation is a community of common myths and memo

ries, as is ethnie. ( ... ) [N]ations always require ethnic 'elements'. T~ey may, of ' 

course, be reworked. But nations are inconceivable without some common myths and 

memories of territorial bome. ",'7 , , , 
.~ b" .. ' ~ i.' 

Where Anthony D. Smith explores the ~nstruction of national identity Michael 

Billig in his book Banal Nationalism shows how integrated and how common sense 

nationalism is. We are constantly reminded of nationality through flags in front of 

public buildings, through coinage and through discourse. But it is never perceived as 

a reminder because it is so common sense. Every "we" in a newspaper ~ry implies 

our national "we". Every "this nation" implies our nation. But no-one needs to have 

these implications explained. They are common sense. ',' ; " '. ," , 

.. Nation-ness, nationality or national identity then, is cultural, imagin~d, ,but 

strong. Not only is it almost impossible for contemporary western consciousness to 

perceive a lack of nationality, it is also a strong component of both individual and 

collective identity to belong to this imagined community. , .. , 

" \ All the same, even though these communities are imagined, ~ey are also real. 

They are real partly because whether imagined or not they are an integral part of the 

cultural make-up of the nation. And they are real because the nations and nation

states have formed their policies in accordance with the limitations and options which 

their territorial placement have given them in the world society. Though West- , 

European countries share a legacy of Christianity, modernity and industrialisation, 

they also show individual differences. Denmark has not been an empire as Britain 

has. Britain, on the other hand has never had the same union between nation and , 

state that Denmark has. None of the countries has had a Hitler or Mussolini. Re

invented myths and real events converge in national identity to form so.mething " 

which both shares roots with other nations and is specific to that nation. Real, or, , 

imagined individual circumstances have shaped societies distinct from each other 

with distinct traditions and structures. The chapters on cultural policies in this thesis 

show that though there are communalities, the differing British and Danish concep

tions have shaped two different systems of cultural support. '. . " 
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The EU in its search for legitimacy acknowledges the cultural differences in 

Europe, but prefers to ignore the strength of the consciousness of nationality. It 

does try to create European symbols of unity in line with national symbols of unity 

such as a flag, a hymn, a cultural city of the year, book awards and European 

media, but it does not realise how strong national identity is. In the name of unity it 

changes the colour of passports and emergency phone numbers which in no way can 

obstruct the Internal Market or closer political union, though of course it would be 

an inconsistency in a United States of Europe. 

The European Union pulls the West-European continent together, the Global 

Village pulls the world together. National identity and racism draw it apart. It, 

happens at different levels; politically and commercially the world is pulled together. 

Identity and discrimination draws it apart. But what seems to be happening as well is 

that the pulling forces are ignoring actual human behavior and the drawing apart 

forces are ignoring the vision of the future that political and commercial eUtes are 

offering. Individuals live small histories in the present and the big history as what 

was or what will be, where the big history by and large are thought out today and 

lived tomolTOW. The individuals of today ar:e experiencing the by-product of this 

through a polarisation of "them" and "us" and a suspiciousness tOwards the Other. 

Instead of ignoring the actual differences between "them" and "us" in the 

general discourse, a debate on difference and sameness would be much more fruitful, 

in neutralising the subaltern and superior in the Other, in keeping the actual distance 

to what it is and in bridging the difference rather than having expectations of 

removing it. This is the land of cross-cultural understanding. 

This however, expands the field in question, for if nationality is culture, then . 
religion is another dividing aspect such as Muslim vs Christian. If national identity is 

based on myths and symbols, traditions and an actual and re-invented past then it is 

culture, in the anthropological sense of culture, as a way of life. And if the question 

is of a way of life then sub-cultures too are part of the field. All in all, cross-cultural 

understanding is not only between nations but between cultures at all levels. One 

does not exclude the other. In fact an interest in for instance pop music can be the 

bridge to youth cultures abroad, who are also part of other national cultures. 
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Knowledge and understanding of the national culture may not be the objective, but 
~. ~ ~' . ' "'" . , , . - , ~ : ~, 

will, so to speak, be a by-product. .. ', . ' 

Cross--cultural understanding is understanding across cultures. It attempts to 

show that cultural differences exist, but also that the cultural differences are not 

arbitrary or incomprebensible. Cross-Cultural understanding is a meeting with the 
, , 

culture of the Other, but in the understanding of the foreign it is also -, ideally - a 

meeting with the unacknowledged cultural elements of the familiar self., 
, , 

Hans Gullestrup identifies these unacknowledged elements of the familiar self 

as the self-understanding (egenforstAelse) of a culture". Most of us are encultured 

into a culture, that is, the culture is learned by the example of others, rather than <:. 

having been taught as a skill or a fact. Therefore these cultural traits are unacknowl

edged as acquired. They are part of a subjective reality. But because thi~ reality is 

shared with all members of the culture, it seems as if this is the natural order of 

things. The subjective reality becomes objectified. Because the subjective reality goes 

unacknowledged as subjective, it becomes what Daniel Norman has called a cultural 

barrier. He defmes the cultural barrier as follows: 

... everything that the individual derives from the 'community in which he 
, is brought up, and which he does not share with individuals brought up in 

other communities with different ways.39 " 
. 

The objectified subjective reality does not only become a barrier, it is also the 

basis for the ·us·, and ·them· dichotomy because it dictates the premises on which 

the Other is judged. The judging of people of other cultures by our own standards is 

ethnocentrism, and this is the major obstacle in crossing the cultural barrier. There

fore, in order to understand the banier, cross-cultural understanding is trying to 

transgress Daniel Norman's definition will have to be refined. ' 

, Ethnocentrism is to judg~ people from foreign cultures by one's own standards, 

but the concept includes the notions of trust and distrust. Ronald Inglehart has on the 

basis of the Eurobarometer measured trust and distrust among EEC countries.4O He 

defines trust and distrust in the following way: 
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Trust is the expectation that another's behavior will be predictably friend- , 
ly; distrust is the expectation that another's behavior will be harmful or 

"unpredictable. Thus trust or distrust predispose one to interpret another's 
actions as friendly or threatening when ambiguity exists. "I .. 

". Cross-cultUral understanding is· therefore not only to brmg understanding of 

another's culture, but to open up for the idea that other cultures are only unpredict

able because they' cannot be understood purely on the basis of one's own culture. 

The Unpredict3ble becomes 'predictable through knowledge of the foreign culture. 

Furthermore being aware of this, leads to less fear of what is Unpredictable because 

the unptedictability lies in lack of knowledge .. ; , '.0 • 

The whole idea of openness towards others, the idea of gaining knowledge of a 

foreign" culture and seeking to understand this culture on its own premises is called 

cultural relativism; and it is through cultural relativism that we can transgress the 

cultural barrier. ' : ., , " 

Cultural relativism has more often' than not been criticised for being "value 

less", a blind acceptance of everything within the other culture. Are we to condone 

the holocaust of Nazi oermany because we understand that it is based on the idea of 

the aryan rice as superior to other races? In my view this is not the c8se~ To ' i 

understand is not neCessarily to accept, as accepting is not always the same thing as 

understanding.'·;". 

Gillls Herliti discusses cultural relativism from this perspective . .u According 

to him we have peripheric and central vatues. These values are culture bound. For) 

instance in Western cultures there is a strong emphasis on individual freedom and the 

rights of the individual. It is difficult for individuals of these cultures to accept 

cultures or aspects of cultufes which do not respect the freedom of the individual. 

This is because this value is central to Western' culture. With more peripheric values 

other cultures' differences are judged as either positive, neutral or negative. With 

peripberic values, perceptions of a foreign tradition can be changed through accept-

able explanations. Gillis Herlitz gives two examples. "," , " 

, . In India cows are holy.a Members of a Western culture may find it ridiculous 

that these cows can walk around freely and die of old age while part of the popula-
.' -; 

i •• ,. 
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tion is starving. But the cows do actually have economic importance as well, and 

when this is explained it makes sense that they are not slaughtered. 

GiJlis Herlitz' other example is that of circumcision of girls in Africa44
• This 

can be explained by the high mortality among children under the age of one. By 

making sex purely reproductive women can breastfeed their children longer and 

. thereby increase their chances of survival." 1. " 1 .. ' ~ \,' \ , 

. Both explanations are logical from a Western point of view, whereas the 

cultures involved would probably stress tradition and religion. Nevertheless most 

people brought up in the Western tradition would intuitively reject circumcision of 

girls even though they understand the rational explanation. This is too close to the 

core values, whereas the holy cows of India will be accepted because the set of· 

values involved here are not part of the core values. '.' 

:. To follow Herlitz' theory through, there will always be a part of us which will 

stay ethnocentric. In practical cases of, for instance, support to the developing co

untries this can - as cultural relativism can - lead to severe ethical questions of our 

right to give or withhold support on the basis of our values. But when the question is 

of cross-cultural understanding between cultures without a specific goal, a core of 

ethnocentrism is healthy. 

A measure of ethnocentrism is necessary in an attempt to gain a general cross

cultural understanding. As discussed above, nationalism is an identity. It is an 

identity which tells the individual where he or she belongs, but it is also part of who 

he or she is. If this part of the individual is made purely relative, incorporating all 

sorts of contradictory values all held as being of the same importance, the person. ' 

will end up being completely uprooted and alienated from his or her own culture. 

This is not the idea of cross-cultural understanding. 

At the same time, ethnocentrism is the biggest danger to cross-cultural under

standing because it distances "them" and "us" and fears the Other. Fear of what one 

does not know or understand makes it impossible to cross the cultural barrier. It is 

therefore paramount to reach some sort of balance between cultural relativism and , 

ethnocentrism, because cultural relativism is an openness towards what is different. " 

This opeMess leads to more than an understanding of the Other. The meeting with 
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what is different is also a meeting with familiar values and ideas in the light of the 

Other's otherness. It leads to an awareness of our own objectified subjective reality 

and a chance to re-evaluate it - or keep it as it is. But whether the meeting with the 

other in the light of cultural relativism changes our perception of ourselves and our 

culture or not, it will always lead to an openness towards those who are different. 

_ Though cross-cultural understanding tends to focus on where we differ, part of 

the meeting with the other will often show a sameness as well as an otherness. 

Again, the knowledge of sameness will erode the cultural barrier. As with the 

understanding of the other, it will remove the fear of what is not known. _, _" 

" It is not easy to reach a balance between cultural relativism and e~ocentrism 

when the Other is seen as threatening as he is in the world which is pulling together, 

whether he is within the borders of states as guestworker or from old colonies; or 

whether he is standing just outside the border threatening national sovereignty. But 

there are ways. -One is actual tuition in schools. The next chapter will show how 

English language learning and the changing concepts of the tuition of foreign " _ 

languages in Denmark was part of creating familiarity with and thereby openness 

towards British culture. Yet another way is tourism. To go abroad is to seek out the 

unfamiliar. ,Tourism is one of the activities in the leisuresphere. But it is also , 

possible to meet the Other through cultural products such as translated fiction and 

foreign produced television programmes. Popular culture as a conveyer of openness 

and familiarity is also exemplified in the next chapter on Danish openness towards 

Britain. . '-. 

As discussed earlier in this chapter, users of the media-prodUCts in the Global 

Village have embraced these with no fears of loss of identity or antagonism towards 

the Other. Products of the Global Village share characteristics with the above ' 

mentioned ways of keeping a balance between ethnocentrism ,and cultural relativism. 

All are non-threatening. They keep the distance between ·us· and "them" without 

accentuating it, .. ~, 

Foreign produced cultural pr~ucts on the whole. - not just popular culture - are 

ways of expressing objectified subjective realities and ways of expressing that "them" 

is also an "us". 
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These cultural products could also be termed cultural artifacts or representa

tions. But these terms covering plays, novels, fllms, television programmes, paint

ings and more, are in this particular context too close)y connected with representing 

a particular culture. The idea of representing a specific culture is more often than not 

secondary to exploring more universal themes in arts and popular culture. Of course, 

the term cultural products implies the exchange of goods and in connection with art 

and popular culture has connotations of Adorno's faJse consciousness and mass

culture. All terms - art, popular culture, representations, cultural amfacts and 

cultural products have each their debateable connotations. Nonetheless, I have chosen 

the term cultural products in order not to force a link between arts and popular 

culture and a specific culture. It is of course my contention that there is such a link, 

but not that it is the primary concern of the cultural product. - ~-

. " Through most of this study it is art rather than popular culture which is the , 

focus. Wbether discussing the publishing industry or the funding system, the implied 

starting point is the conditions of economically non-viable art - through most of this 

study the translated novel - in the marketplace. This is why novels are not published 

and why it is supported. On the other hand, in this and the next chapter I do not 

wish to exclude popular culture. Therefore cultural products connotes representations 

of culture, whether universal or specific, which are also products in the marketplace. 

The cultural products I have in mind in the context of this chapter are ~hat 

could be termed narrative cultural products such as film and television shows, but 

also plays, opera and translated fiction and to a certain extent music videos and pop 

music. It does not have to stop there, game shows, human interest documentaries and 

sports events can share some of the characteristics of the namtive cultural products 

in being based in the "us" of the Other. Nonetheless, I shall concentrate on the -

narrative cultural products and later on, on literary fiction in particular. These forms 

of expression are not produced to teach a culture as the "Other". Rather they start 

from the premisses of an "us" expressing ideas, criticisms and visions of various 

aspects of human life, whether they are stories of love, bate, violence, injustice or 

alienation in contemporary or historic society .. " 

, " .. 

Setting the Scene 29 



, , .' The Othemess is pointed out not by subject but by language,' settings and 

different traditions. In particular television can, if not dubbed, 'point to Otberness 

through language. But settings and traditions particularly point to the Otherness. ',' 

Cities, towns and villages are no longer London, Birmingham or Aspley Guise, they 

are - in a Danish context • Arhus, Greve and Ejby. The chanlcters are not called 

Debbie, Martha, Kevin or Anthony but Dortbe, Mette, Keld of Arne. Christmas is ' 

not celebrated on the December 25, but in the evening of the 24th. No-one pops out 

for a sandwich at lunch time, they open their packed lunch~ All these external ': ',' 

characteristics become signs of Otherness. ' , 

;' What the reader/viewer is doing, is exploring cross-cultural differences or 

similarities as a secondary aspect. It is most' often a' secondary aspect bCcause cross

cultural differences are not necessarily the subject explored, mainly because for ' 

instance, readers of fiction, choose their reading according to interest, whether that is 

by genre such as crime, romance or science fiction or by subjects such as addiction 

to heroin, a young man in the eighties or a middle aged woman's way out of a ~, " 

marriage. For 'the reader it may be expressed in even more vague expressions such as 

"sounds interesting"," what I feel like reading now" or "sounds similar' toa book I' 

enjoyed reading" : It is therefore subject whether it is expressed in the terms of plot' ,,' 

or in subject matter such as violence, identity,. alienation, love or hate which is' what 

attracts the reader, not its culture of origin and culture-bound perc~ons of prob

lems and solutions. But it is in the culturally different perceptions of problems and 

solutions'that the deepest cross-culturaJ understanding is embedded. 

Experience of the Other as part of an "Us" is an imPortant part of openness 

towards other cultures because it highlights the objectification of the subjective 

reality. Though the culture bound perceptions of Solutions and problems lead to the 

most genuine cross-cultural understandhig, the externalities or the SettingS for the' 

plot also lead to cross-culturaI understanding. The characters· acceptance of the 

externalities of settings and traditions as ordinary" pohtts to' this.·A knowledge of 

specific external differences may come in bandy in an actual meeting with an Other " 

of that particular culture. But most importantly, by having met an Other so to speak 

at home where the Other treated it as normal, it opens up for a general awareness of 

Setting the Scene 30 



Othemess as a possible Us where the obvious differences fit into a different everyday 

life. Because seldom is the specific celebration of Christmas, the Ramadan or a'·' ' 

birthday the focus of the tension or solution of the subject explored. Rather they are 

part of the externalities through which it is explored. Therefore universal problems 

discussed in specific settings turn obvious differences into ordinariness. By turning , 

them into ordinariness they Jose some of their power as a focal point for fear of the 

Other. 

Foreign narrative cultural products can therefore just by being consumed, open 

up for a general awareness of foreignness as relative and ordinary when it is at ' ., 

home. 

,There are other signs of Othemess embedded in narrative cultural products in 

the way characters solve their problems within their objectified subjective realities . 

which will be different to perceptions and solutions in the objectified subjective 

reality in which the reader exists. These are the true expressions of cross-cultural 

differences because they are based not on the external expressions of traditions but 

on the internalised understandings of myths, traditions and heritage which make up 

the ethnie of the culture. But in the consumption of a narrative cultural product this 

may be perceived either as expressions of another culture, of Otherness, or they may 

be perceived as the specific individual responses of the characters to their specific' . 

circumstances. In the interpretation of narrative cultural products from other cultures 

there are no teachers to point to the correct cultural interpretations. , ' 

.. ; This does not necessarily defeat the idea of cultural narrative products as 

conveyers of cross-cultural understanding. This is partly because it does not conflict 

with the idea of relativity of foreignness conveyed through narrative cultural prod- . 

ucts. But also because whether perceived as a culturally different perception or 

solution of a problem, it is at the individual level perceived as a different perception 

from that of the reader's. This could lead to a rejection of the perception expressed 

in the cultural product in question. But if the cultural product is able to suspend 

disbelief of its fictional universe, then the perceptions expressed within this universe 

will be part of its intrinsic logic. 
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A closer look at some of the qualities of fiction and the process of reading will 

exemplify bow foreign narrative products can come to form a cross-cultural frame of 

reference. ' , " 

. It is a cross-cultural frame of reference which is established through the non

threatening narrative cultural products of foreign cultures. They are non-threatening 

. because they are chosen by the user and because they teach cross-cuJtural under

standing in~tly. It is an indirect teaching because foreign cultural products are 

chosen not for the foreignness of their cultural origin, but for the subject they deal 

with. Foreign cultural products are foreign because of externalities such as origin and 

language, but they do not perceive themselves as foreign but familiar and therefore 

they point to the ·us" in the "Other". Linked with this is the content of the products. 

The cultural products point to foreignness through externalities to the subject matter 

such as a foreign setting, names and traditions. Because of the'secondariness of these 

to the' subject matter' and because of the way they are treated as ordinary, they point 

to the relativity of foreignness. This dismantles the fear of Othemess. But the 
- " t 1 

cultural products can also convey a genuine understanding of cultural differences 

through the qualities of:ftction. Becau~:b. the tex~ th~perc~v~ problems and 

solutions are dealt with in the context of an objectified subjective reality different 

from the one the reader/viewer exists in. This is partly through its ability to suspend 
, '" ~ '. c 

disbelief in a fictional universe. And it is partly in the case of literary fiction or - in 
.' • • -< .,' " 

order not to exclude popular culture - print based fictions through the qualities of the 
, . ~ , ' 

tex~ and the reading process such, as tmlpithy, the aesthetic experience and, a,ccommo

dation and assimilation. This cross-culturaJ frame of reference is both specific , 
,. . .'. , . ' 

~use it conveys actual knowlooge of a foreign culture, and it is general because it 

allows ,for acquiring a stance of cultural relativism and openness towards foreign 

cultures. 

Now on to literary fiction and the qualities of reading. Fictions, when they 

work, are able to suspend disbelief. But printed fiction allows for a way to get to 

know the characters which people the fictional universe. This can be done in various 

ways, through an unreliable narrator to multiple reliable narrators, through actions 

which discredit an unreliable narrator. Basically what fiction allows is for the reader 
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to step in to the shoes of the characters. It is easier to understand a fictional charac

ter through the qualities of fiction, the structuring of an intrinsic logic universe, 

through bringing a problem to its solution or non-solution in accordance with this 

universe, than it is to understand an actual individual in his or her changing persona 

to whose inner thoughts other individuals have no access and whose life is an on

going, changing often illogical narrative. 

What fiction does is to allow the reader to identify with the characters, in the 

sense that the reader comes to understand the characters and their reasons for action. 

But this is not identification because the reader does not become the character. It is ., 

empathy. The notion of empathy rather than identification is one of the qualities 

which leads to a cross-cultural frame of reference and not a direct incorporation of 

the identity. Empathy allows the reader to stay the reader as someone different from 

the character at the same time as it allows for understanding of the character. Ency

cJopedia Britannica defines empathy in the following way: 

An ability to imagine oneself in another's place and understand the other's 
feelings, desires, ideas and actions. It is a term coined in the early 20th 
century, equivalent to the German Einfiihlung and modelled on "sympa- . 
thy". The term is used with special (but not exclusive) reference to 
aesthetic experience. 

Encyclopedia Britannica links empathy with the aesthetic experience. Aesthetics 

is most often thought of as the appreciation of the beautiful in art. It is through and 

by the aesthetics that we decide the body of literary works which is to form the 

canon. In its original sense the word aesthetics emphasized apprehension through the 

senses. Through science we gain knowledge and through the arts we gain pleasure by 

recognizing the beautiful. Raymond Williams concludes his outline of the develop

ment of the word by saying: 
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It is clear from this history that aesthetic, with its specialized references to 
art, to visual appearance, and to a category of 'fine' or 'beautiful', is a 
key formation in a group of meanings which at once emphasized and .' 
isolated subjective sense activity as the basis of art and beauty as distinct . 
for example, from social or cultural interpretations. It is an element in the 
divided modern consciousness of art and society: a reference beyond 
social use and social valuation which, like one special meaning of the 
word culture, is intended to express a human dimension which the domi
nant version of society appears to exclude. The emphasis is understandable 

. but the isolation can be damaging ( ... ). 4j , .• ' 

, L. " r. 

. Though the idea of fine, beautiful and subjective sense may be the generally ac-

knowledged meanings of aesthetics, it does not combine aesthetic with empathy in a . , 

way which is productive for cross-cultural understanding. As Raymond Wi1liams 

points. out, it is dangerous to isolate the aesthetic from other experienc~s. And 

empathy is more than an appreciation of the beautiful through the senses. It is an 
, ' ,'" ~ , ,:. " . /. '. 

ability to understand how others feel and why they act as they do. The purpose of 
• ~ \ t , ~. • ' l 

the aesthetics combined with empathy (if one can talk about purpose with such a 
• ~ • 0'; 

non-utilitarian term as aesthetics) is to h<?ld on to the idea of the pleasure of reading 

and experiencing what the Other feels without losing the distinction between self and 
. .' 

other. But in order to combine understanding with feeling in the aesthetic it is . 
J ' • - , .~" ' ~ • 

necessary to approach the concept from another angle .. 
. , ' , \; t. ~; ~ 

. The American philosopher Nelson Goodman discusses in his book Languages of 
• , '. < ,., 

A.rt the idea of art and understanding through the aesthetic experience. While 
" '. . . 

stressing that the aesth~tic experience is basically non-utilitarian he does not see this 
, - ,~. j ,'. , 

as a distinguishing feature. Also, he substitutes the notion of pleasure with that of • 
. '" ~ -. ' 

emotion. It is possible to be angry, confused, distressed, saddened while reading a 
, , I 'J. 

novel or watching a play. Still, it is the novel or the play apprehended through the 
.. ' " T , ' " • • 

emotions. Nevertheless, the idea of literature as a promoter of cross-cultural under,,; . 
. .. . ~- ; , \ . 

standing is to learn while being entertained. That is, to understand the foreign 
, ...' , . 
culture, n~ only to feel for and with the characters of the plot. This can be achieved 

by combining the sensory notion of aesthetics with the cognitive process of learning. 
. , '. . ,.' . 

Nelson Goodman says: 
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. ", Sensory and emotive experiences are related in complex ways to the 
properties of objects. Also, emotions function cognitively not as separate 
items but in combination with one another and with other means of kno
wing. Perception, conception, and feeling intermingle and interact; and an 
alloy often resists analysis into emotive and non emotive components. The 
same pain (or is it the same 1) tells of ice and fue.'" . 

. ' ~. . . , ,'" 

To sum it up, though literature is first and foremost to be enjoyed, part of the 
'~ , . , ~. " , 

enjoyment is to experience and learn through a combination of cognitive faculties 

and emotions. One does not exclude the other., At the same time comprehension 

through the emotions is different from pure cognitive comprehension because it 
, ..' -, '. 

opens up for the possibility of empathy. 

Nonetheless, because the qualities of fiction and the aesthetic experience allows 
, ...! ~ 

for cognitive and pleasurable experience it does not necessarily follow that cultural 
, . " ,- , ,~ . . - . 

differences, whether perceived as this or as individual differences become part of , 
• • "' \"<.' • 

understanding, of expanding a cross-cultural frame of reference. Lotbar BredeUa 
, ~ .' - . 
~scus~,s this in ~ essay Understanding a Foreign Culture through Assimilation and 

Accommodation.47 He follows the cognitive line introduced earlier with Nelson 

Goodman's conceptualisation of the aesthetic experience. Through reading it is , . ' '. . . 

possible to either assimilate or accommodate foreign concepts. The two terms both 

imply the learning or incorporation of something new. But where assimilation 

reduces the new to something which is part of already familiar co~, accommo

dation is to accommodate new concepts among the old ones. 

Bredella combines this with the concept of the irreal borrowed from Rickert. " 
• , ., ~ , b 

The irreal bridges what is foreign with what is familiar, "because as irreal sense it is 
• • " ... J -'. 

neither one's own nor foreign".48 That is, the meal is that which is in common. It 
, " ", . \ ' 

can be feelings such as love, hate, disillusion and so forth. But the expressions and 
~ o· '. , • ' " 

reasons for these feelings can vary considerably. The reader has chosen the novel out 
, ".' -/ i <'-

of interest for the subject, and hereby aIt:eady found his irrea1, sense. to bridge the 

differences. 

To take this one step further, if this understanding of learning is accepted, it 

follows that the r~ding of transl~ted fiction will ,allow both for personal develop

ment, by understanding through old concepts, and for the expansion with new 
concepts. That is, the reader who reads a translated novel out of interest can read the 
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~ovel at both levels of personal interest, but also accommodate foreign concepts 

which may not apply directly to something familiar in his or her own universe. 

; The cross-cultural frame of reference is based on the idea that the consumption 

of foreign produced narrative cultural products can help put the "Us" in the "Other" 

and enhance openness and cultural relativism by removing the fear of the Other. In 

addition to this, these products can provide ac~al knowledge of foreign behaviour 

and values. : 

·c > Most foreign produced cultural products are consumed during leisure time. It is 

not a taught knowledge, neither informal nor formalleaming. Rather it is a broaden

ing of the mind, enlightenment. Not necessarily in the old sense of the cultured man 
, 

as in high culture, but through sheer exposure and consumption. Firstly, this means 

that it is an unacknowledged knowledge. A frame of reference to be drawn upon 

when needed or wanted without awareness of it as such. Secondly if placed within 

leisure time, the conditions and uses of this time influence the formation of this .. c. 

frame of reference. ' 

There are enumerable forms of leisure pursuits: recreation through arts, sports 

and ~ountryside, hobbies, crafts, education, tourism, holidays, entertainment, eating 

out and so forth. An of these take place during time free of work, time free to do 
< 

what one wants to. 

Several studies have shown that it is not' quite adequate to defme leisure as time 

to do what one wants in time free of paid work. For instance studies such as. . 

Women's Leisure. What Leisure by Eileen Green et al show that women do not have 

this experience of the division of work and leisure, and rather than seeing leisure as 

a time to pursue specific leisure pursuits, leisure is "a state of mind o~ quality of 

experience",~ and that for instance reading means solitude, time and space to 

oneself"'. John R. Kelly finds that within families leisure is understood primarily in 

terms of the stability and richness it can bring to family life even though this may 

mean restrictions in the leisure pursuits chosen. The Rappaports find that the leisure 

pursuits found interesting depend on where in the life cycle the individual is: young 

and single, married with children, elderly; and that ~ific activities as for instance 

walking in the park takes on different meanings according to this. Stanley Parker ex-
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plores leisure related to the work experience and finds that if work is rewarding, 

leisure is seen as an extension of this, if work is not rewarding the leisure pursuits 

sought are as deliberately different from work, whereas if there is indifferen~ to 

work, leisure pursuits are neither like, work, nor deliberately different, but attitudes 

towards leisure pursuits are as indifferent as those to work". Danish research 

focuses on lifestyles. Thomas H9jrup has distinguished three lifestyles, the self

employed who do not divide his or her time between work and leisure, because the 

"free" is in being responsible for his own work. The employer lifestyle follows the 

old perception of work and leisure, and in which the ,focal point is spare time. The , 

third lifestyle is the career lifestyle where work - or rather career - is more important 

than spare time, and where activities in the spare time are aimed at enhancing the 

career'2. ' .. ~ 

All these studies with their individual visions and limitations show that leisure 

is many things, and that the strict division between work and time free to do what 

one wants is mediated by factors such as family and position within the family. It is ~ 

mediated by perceptions of what uses leisure time is for whether it is to enhance . 

family life or secure time for solitude, and it is mediated by attitudes to work. This 

means that leisure pursuits are chosen in accordance with these mediations, and , 

although peopJe are free to choose what they want to do, this freedom is used to ' 

choose what is suitable according to their specific circumstances. For the narrative 

cultural products this means that it is not only in competition with the mu~titude of 

other activities and products but also with the changing needs and wants of individu-

als. , 
'\ ~ . ~ , 

, This is a fairly straightforward conclusion to draw from the complexity of 

leisure studies. But what they also tell us is that leisure in its diversity is ~ver , ' 

changing. This is not so much a conclusion drawn from the fact that leisure interests 

are dependent on factors such as family composition and attitudes to work, but on '. 

what the Rappaport study indiCAtes, that life is changing. This is as they point out, in 

connection with the lifecycle from child to elderly, but can also be based on other 

changes such as change of work or changes in the family for instance by divorce. : '. 

Therefore solitude and contemplation may be sought at one period; and acti~ity and 
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socialising in another while the pursuit of a specific hobby is a constant. All this 

leads up to the point that people choose according to wants and needs, but that it is a 

choice and the circumstances this choice depends on can change. This means that the 

narrative cultural products are in competition with other leisure activities, but also 

that just because they are not pursued at one point of an individual's life, this does 

. not necessarily mean that they won't be at another. 

More and more leisure time is spent at home, and television is becoming the 

most used leisure pursuit. 53 This means that a lot of narrative cultural products are 

being consumed. Unfortunately most of what is being consumed is American. This is 

for two reasons. It is because this is what people want to watch and it is because this 

is what is available. These are two other mediating factors; that of availability and 

that of what Joffre Dumazedier has called the hedonistic character of leisure.54 

The hedonistic character of leisure, is the pleasure of leisure. The "I want to", 

the "I find it interesting". As Dumazedier points out this is not necessarily instant, 

empty gratification, but may mean the postponement of gratification in order to reach 

a goal. "But such efforts, such commitments are freely chosen in the expectation of 

disinterested pleasure, not for utilitarian ends"." This is not a problem for narrative 

cultural products, but of course the fact that people do not choose them is. Therefore 

it is important that there is a constant supply of foreign produced narrative cultural 

products for if and when people choose to use them. 

This ties in with the limitation of availability. If the foreign cultural products 

are not available they cannot be chosen. If only American products are available it is 

not possible to form a broad cross-cultural frame of reference. But also, if the 

hedonistic character of leisure is to be taken into consideration, if all that is available 
, 

is American cops and robbers stories, they will not catch the attention of people 

interested in' fine arts. It will of course also mean that the cross-cultural frame of 

reference will tend to form a picture of the USA as a nation with nothing but villains 

and their Jaw-abiding pursuers. There must therefore be a variety of offers both to 

ensure uiterest and diversity in expressions of foreign cultures: . 

Cultural narrative products are primarily Produced by commercial niterests. The 

media conglomerates of the Global Village have shown that it is possible to produce 
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programmes and channels which are so specialised in catching mass interest that they 

can broadcast to huge numbers of audiences. But this specialisation is also a generali

sation or universalisation which focuses on the minimum of requirements of content 

of a product in order to'catch a maximum of audiences with diverse interests. ' 

The media conglomerates are an extreme example of a commercial enterprise. 

But all commercial producers of cultural products have to keep an eye on the 

bottom-line in order to stay in business and therefore produce what can be sold. This 

goes for foreign produced television, film, opera and fiction as well. 

The bottom-line is dependent on what can sell, but also on the competition 

within the business and with other products and on distribution channels such as 

cinemas, theatres, TV -stations and bookshops. For translated fiction this means a 

dependence on the importing publishing industries. The conditions of publlsbing in 

Britain and Denmark are expJored in chapter 4 

But foreign cultural products go through one more selection prOcess than home

produced products. They have to catch the interest of the distributor/producers . 

abroad, and the channels through which they are made available such as film 

festivals, book fairs and international talk up through the inner circles of distribu

tor/producers influence this. The case of translated fiction is explored in the Dan

ish/British context in chapter S. 

The diversity and availability is therefore dependent on the structures and 

attitudes of the commercial environments which produce them and by the profit they 

can bring. 

The profit they can bring in is "the tyranny of the majority". It is audience 

attendance figures, viewer ratings and print-runs sold. It is the minimum require

ments for reaching the maximum audiences. If availability is judged by figures rather 

than diversity in products sold, this means that people with minority interests, 

because of the hedonistic character of leisure, will DOt be able to form a cross

cultural frame of reference through foreign narrative cultural products. 

All the same, the industries which produce these products cannot be expected to 

make loss-making products available in order to cater to minority interests. This does 

not mean that they do not do so. After all translated fiction is available and foreign 
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films are shown in the cinemas. But this is not the nature of their business. Rather, 

the actual agents of diversity in foreign produced narrative cultural products are the 

support schemes made availabJe through the cultural funding systems of the individu

al nation-states. It is also from these agents attitudes towards the products can be 

attempted changed, so that the hedonistic character of leisure does not exclude 

foreign produced narrative cultural products. Whether these agents are abJe to . 

function in this role depends on the attitude of states towards the funding of culture 

in itself and to what should be funded. This is explored for DenmarklBritain in 

chapter 7. Chapters 8 and 9 explore the case of support for literature since attitudes 

towards the support of this specific art form influence the particular circumstances 

for support to translated fiction. .. 

In the support of foreign narrative cultural products there is a certain reciproci

ty. If there is nothing to draw upon in the country of origin, there is nothing to 

import. Also countries can promote their cultural products abroad. The forms of 

promotion and the availability of products to import or promote are dependent on the . 

art form. So are the support schemes for the support in the receiving country. In 

chapter 10 the support of translated fiction and the promotion of fiction abroad is 

explored, again through the example of Britain and Denmark. 

,I' 

., , 
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3) DANISH OPENNESS TOWARDS BRITAIN . 

1. ~ • 

1his chapter links to the previous chapter and the following chapters on 

publishing by focusing on familiarity with and opeMess towards other . 

cultures. The next chapters will show the importance of familiarity with 

the foreign culture in what is chosen for translation. This chapter explores ' 

familiarity and openness through the example of British iTifluence in 

Denmark. The chapter shows how bilateral connections through trade 

facilitated interest in Britain and how language teaching and the English 

language rise to become a lingua jranca with increased OptMtSS towards ",' ;. 

. Britain.· Furthermore. after supralateral rather than bilateral relations . , 

took on increased importance. popuklr culture has taken on the role of ' 

creating openness towards British culture in Denmark. The chapter shows· 

how these products accumulate interest and expand the range of British 

cultural products which can be incorporated in a Danish context. 

I .' 

This thesis explores the publishing of translated fiction in Denmark and Britain and 

the cultural funding system related to this. The two countries have a long inter- '. 

related history. Or rather they have a history of Britain being dependent on Denmark 

for import of agricultural products and Denmark being dependent on this export. 

Whereas this dependency for a major culture like the British has not meant any 

substantial considerations of Denmark, for Denmark the wishes of the importing 

country has bad substantial implications. ' ' 

, , . This chapter explores the impact of the maVor culture ot'Britain on the minor 

culture of Denmark. Major and minor is not to be understood as one culture being 

superior to the other, rather it is to be understood as one being more powerful than 

the other. This is further exemplified through more universal trends such as English 

language tuition and the rise of English as lingua fraDca in the specific setting of 

Denmark. 
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Apart from exploring the major/minor culture dichotomy, the chapter also 

explains how the cross-cultural frame of reference is established. The openness 

towards and familiarity with a foreign culture is in the case of Denmark and Britain 

based on specific historic reasons, universal historic reasons and on cultural products. 

Literary novels, which this thesis concentrates on, are one of these cultural 

products but so are popular culture products. In this chapter the cultural frame of 

reference is exemplified through Britain's huge export of popular culture. 

Nonetheless, British fiction in translation in Denmark is part of this cultural 

export and a lot of British fiction is published in Denmark every year and it sells. 

The bookshops have shelves full of fiction in Englisbl American paperbacks. There is 

no doubt that Danes are open towards British and American fiction. There is no 

doubt they want to read it. In fact, this fiction is much better represented OD the 

Danish market than fiction from Denmark's traditional "brother" countries Norway 

and Sweden. 

British and Danish culture are similar and it is therefore easy to find points of 

identification in the people and environments portrayed in British fiction. But 

German, French, Dutch, Belgium, Swedish and Norwegian cultures are also similar 

to Danish culture and can provide points of identification. This puts the question in 

perspective. Why should one particular European national culture be more acceSsible, 

popular or attractive than another of relative closeness to the Danish? 

The answer is still relatively simple. Representatives of British culture and 

Britain are everywhere. No Dane, no matter what interest or age can avoid coming 

into contact with some representative of British culture: Shakespeare, Byron, Yeats, 

Arsenal, Manchester United, Hooligans, John Major, Margaret Thatcher, Inspector 

Morse, Taggert, Miss M8!ple, Lord Peter Wimsey, Sherloek Holmes, poll tax 

demonstrations, Union Jack, Big Ben, Lady Di, Camilla Parker-Bowles, Prince 

Charles, Charles Dickens, Oliver Twist, Wimbledon, Henry vm and his six wives, 

HamJet, "Something is rotten in the State of Denmark", Monty Python, the Young· 

Ones, kilts, bagpipes, Andrew Uoyd Webber, Vera Lynn, BeatJes, Rolling Stones, 

David Dowie, Sex Pistols, Warebouse raves, Mary Quant, Naomi Campbell and the 
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list goes on and on. But whether a Dane has interests within politics, sports, high or 

low culture, British national culture shows its many-sided face. 

No wonder Danes fmd British culture familiar when we can discuss the crisis in 

the British royal family, when we in fact discuss that more than our own royal 

family~ince that family is not as'rich on sc~dals as the British. We ali know that 
~ 

....~ ,,' . 

the Beatles came from Liverpool - not England, but Liverpool - and our Danish 

football fans have been named ·roligans tl (calm-gans) as an answer to the British 
~ ,. ~ .' , , . . , 

Hooligans. In this way British culture is part of a Danish cultural frame of reference 
" . . ;~, . ' . ~. ~ , 

and a cross-cultural frame of reference ... t ;" ;', 
, . 

Nevertheless, it is not a God-given situation, or a law of nature that Danes 
-- . , , ,,~, '"- ~ ~ ~" 

should feel a familiarity and openness towards British culture. When the British navy 
~ . .'.' . ~' / ~ . ~. 

bombed Copenbagen in 1801 and six years later in 1807 returned to Denmark and 
" <- jo, '. • " _ , 

kidnapped the Danish fleet, Danish sentiments towards Britain were not positive. 
. . , 

. Likewise, Danish openness towards British literature and the Danes' ability to 

read it in the original language i~ not t~ be ~en for granted either. Jergen Erik . 
• ~: I . .",-' • 

Nielsen describes in his book Den Engelske Litteraturs Dyrkere i Holsten Omkring , 
• ... , , > , 

1820 how a small group of anglophiles in Holstein read, discussed, translated and ". 
,,;. ; . ~, ~ . ' 

wrote about and to, in particular, Lord Byron, but also showed an interest in Walter 
~. • -. " . ~ I ~ 

Soott and Thomas Moore . 

. Especially the solicitor F.J. lacobsen and the poetress Elise Von Hobenbausen 

s~m ~o have shown interest in the British authors. They were both born and brought 

up in the German speaking duchy Holstein which was part of the Danish monarchy, 

and it was through the German language and these people that 8 knowledge of the 
, ., ~ '-

new British authors reached Copenhagen. . . ' ," , . - . 
,~ugh the German anglophiles admired British au~ors and though for instance 

Hans Christian Andersen published his first book under the pseudonym Villiam . . 

Christian Waiter for WilIiam Shakespeare, Bans Christian Andersen, WaIter Scott, 

the general interest and influence of English literature and culture was small .. On the 

whole English was not a well-known language. Few spoke, it and the most influential 

literature was German. Hamlet, for instance, was Dot translated until 1777.56 
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But things change over time. In 1864 the Danish government discussed the 

construction of a new harbour on the west coast of Jutland: 

It was stressed, that the advantage of a harbour was not alone of material 
kind, but also, and not the least, that we thereby would get in a more 
intimate touch with a country [Britain] "whose people is friendly towards 
our people and at least does not hate us, as one would have to say that the 
German people hates US".57 

As can be seen from this quote, the close connection to Germany has disap

peared as has the anti-British sentiment. In 1864 Denmark lost Schleswig-Holstein to 

Germany, and trade with Britain had started. Until 1864 this trade went through the 

harboUrs in Holstein, mainly Hamburg but also Altona, but after the war in 1864 
i .~ 

Denmark had to establish a new harbour from which goods could be shipped to 

BritaiJi~ Eventually Esbjerg harbour was constructed and it is from this harbour that 

the only direct connection by sea between Denmark and England still exists. This 

line is still run by the company founded in 1870 as a result of Danish-British trade, 

namely "De forenede Dampselskaber" - DFDS. 

" Danish-British trade started after the NaPoleonic wars. Britain had come out of 

the NapoleO!rlc wars with victory, whereas Denmark had lost. Not only did Denmark 
A- ",. , 

lose Norway in 1814, but the country was also declared bankrupt. Since Britain had 
. . 

seized the Danish fleet in 1807, Denmark had not had a merchant fleet. After the 
t ' • ~ '" 

Napoleonic wars the trade conventions under which oenmark had operated success-

fully were no longer applicable' and Denmark never became a sea-merchant nation 

again. What was left of Denmark was a small agricuJtural country. 
'. _: i , '; ". ~. ',' r ',. t " 

Britain on the other hand, was the head of a growing empire and in the grips of 

the Industrial Revolution. bt 1861 only 19% of the British pOpwation was 'employed 
. , " "\ 

in agncultural business" and the coUntry was therefore not able to prodUce suffi- . 

dent food supply for its PoPulatio~ and it' ~ importing. From Denmark it 

imported grain .. 
. '/, 

1" ~" , ',. • I., " • " 

From the 1840's Britain wastbe 'main iJnpo!ter of Danish grain. When 0enDa-
ny started its industriali~tion it too began impOrting fu,m Denmark, but Britain was 

the main buy~ of agricultUraJ pr~ctS. It was through this'trade that Denmark 
, . 
" " 

.' ,-, 
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reached financial success and became a country as rich as the industrialised coun-

tries.J9 '" : I~.' ' ).. ~ : " 

'- '. The dependency on Britain can be seen in the way the infra-structure of , 

Denmark changed to accommodate this trade. As mentioned before, after the loss of 

access to Hamburg Harbour, Esbjerg Harbour was constructed, as were railway, ". 

connections to this harbour ~ But Danish farming also changed to accommodate " ' 

British needs. When it became possible and more profitable, Denmark began to 

export live cattle: Later the main export products were eggs, bacon and butter. .' i , , 

Danish farmers improved methods of butter-churning, bred cows better for milk 

production and bred Jong Jean pigs to accommodate the British taste in bacon.' By 

1914 Danish economy was flourishing because of its agricultural export. 
, ,. - ". >~f • ~. ~' • i 

British-Danish trade reJations also played a part in the few considerations 

Britain had aroUnd Denmark in connection with the First World War, where Den-
.jI~ • • -~ " , ' ....' ~ , • ' 

mark stayed neutral. 

Denmark with its dose proximity to Germany and dependence on this country 

could be important because it could provide access to the Baltic. Britain decided to 

accept a slightly pro-Oerman Danish neutrality not only because Denmark had no . 

real strategic importance, but also because a German occupied Denmark would cut 

off access to food provisions . .o 

After World War I Danish agricultural export continued to Britain. But in the 

1930s British import feU because of policies encouraging import from the Common-

wealth.· ' ~ f. :. 

Nevertheless at the outbreak of World War 11 Denmark once again found itself 

caught between Britain and Germany. The country wanted to show its anti-German 

sentiment and also keep trading with Britain. At the same time Denmark bad to take 

into consideration that it shared a border with Germany, in particular since this ", ,; 

border was drawn through Scbleswig, one of the duchies lost in 1~. In 1920 North 

SchJeswig voted itself back to Denmark, but Germany bad never signed the treaty. 

Denmark wanted to keep neutrality as in the 1914-1918 war, but this time 

Britain would DOt accept it, since this time political relations took precedence over 

commercial relations. On the whole "British relationship with Denmark was seen 
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increasingly in the light bearing on Anglo-Germ.an rivalry, both in economic and 

strategic terms, and the traditional friendship between the two countries suffered as a 

result".6I The strained relationship did not improve until later in the War when 

Danish resistance became visible and Britain began to consider the post-war period. 

Because British policy of buying from the Empire in the 1930s had not been success

ful, Denmark as a provider of dairy products and bacon became a desirable possibil

ity .62 

British troops liberated Denmark, Danish export resumed, and the Ministry of 

Information, the British Council and the BBC did their best to turn Denmark 

westward." Jm-gen Sevaldsen concludes in his paper Culture and Diplomacy that: 

In bilateral Anglo-British relations, the years 1945-49 had an intense 
quality that marked them out from the 50s and 60s, when economic 
problems were increasingly taken care of in international organizations 
such as the OECD or GATT or EFT A, when political and military 
questions were discussed in NATO where the USA was the dominating 
influence ( ... }." 

After the Second World War the international society we know today was 

created. Anglo-Danish trade relations were also strong, but their bilateral characteris

tic lost some of its significance, especially when both countries entered the EEC in 

1972. In addition other SOCialising powers within culture took over. 

Relations between Britain and Denmark have a strong historical background in 

the export/import of agricultural products from Denmark. History shows how the 

relationship helped to shape Denmark. It shaped Danish farming and part of the 

infra-structure of the country and it made Denmark capable of shaping a modem 

society in spite of the fact that the country stayed mainly agricultural until the late 

1950s. Put another way, the affluence of Danish society today has its roots in 

providing an industrialised country with agricultural products. Also British attitudes 

towards Denmark during the two world wars were influenced by the perceived 

importance of food import from Denmark. 

Danish openness towards British culture has roots in the trading relations 

between the two countries and Danish dependency on this trade. But trade alone does 
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not lead to an awareness of a foreign culture. Another important factor is the culture 

communicated through the learning and knowledge of a foreign language. 

For instance, earlier in this chapter it was shown how the awareness and '. 

influence of British authors like Lord Byron and Sir Walther Scott was communicat

ed through Oerman. Oerman was an important language in Denmark because of its 

close connections to Germany and because of its Oerman~speatcing Duchies. French 

was also spoken because it was the international language of diplomacy. But very 

few people spoke English. ' 

. Today most Danes speak some English. Recent years have seen a major debate 

about when to start the teaching of English in primary schools, whether pupils should 

start learning English from the time that they start school in the first grade as six or 

seven year olds or whether they should wait until the fifth grade as they have been 

previously. A compromise was reached in consideration to the mother tongue. In 

order for the pupils to speak their mother tongue properly before starting to learn a 

foreign language, tuition of English is now started in the fourth 'grade. English, then, 

has reached major importance since the mid-nineteenth centurY. 

Until the end of eighteenth century modern languages were not taught in the 

learned schools "Latin-skolerne". Latin and Greek were studied both as means of 

learning grammar and as sources of knowledge and as aCcess to knowledge in further 

education. Latin and Greek kept this position until late in the nineteenth century. 

In 1795 a decree introduced modem languages to the learned schools for a trial 

period. The languages introduced were French and Oerman. The form of tuition was 

taken from the classical languages. That is, they were taught as dead languages with 

an emphasis OD grammar and with no pronunciation taught. ~g1ish was 'not intro

duced because it was thought of as having no particular grammar and so its study 

could not lead to the ability of reasoning, abstraction and critical sense. 
: The learned schools continued this line. Whenever the modem languages were 

given more space in the curriculum French and Oerman were the priority. When 

English was introduced it was not a compulsory subject. ' , " 

English was taught in another school namely "real-stolen" which was a school 

directed at the practical working life rather than preparing the pupils for higher 
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education. Here trade relations played a greater part and as Danish-British trade 

relations grew so did the importance of English as it language for communication. 

The learned schools adapted to this demand in the mid-nineteenth century by 

introducing the "real" stream, but not by introducing it in the general ~culum. 

English ~~ not accepted as a language carrying cUlture.' " ' 

Neve~eless a slow change was taking plac~ towards the turn of the century. 
, 

By now Britain was a nation to be taken into consideration not only because of 

Danish trade with Britain, but also because Britain as a nation was important. 
, ~ , . . , 

Likewise the Victorian age with its bourgeoisie began to be seen as culturally 

important. Denmark too had its bourgeoisie. 

This gradual cluulge was seen in the Act of 1903 (almueskoleloven) which 

reformed the Danish school system and brought the learned schools into contact with 

the primary schools. After four or five years of primary school the students could . 

now continue with four years of middle sChool or three years of -gymnasium" (the 

learned school). English and German were compulsory in the middle school and on' 

the modem language stream in -gymnasium" and optional on the classica11anguage 

and mathematical streams. French was compulsory on all three streams. 

Modem languages were no longer taught as the classical languages. That is the 

languages in themselves were no longer means to an end. What they could convey " 

grew in importance. English and Ot..rman wer~ now subjects which were inteDded to 

elevate the student to a cultured person. The main subjects for this were Danish and 

History, and the language subjects followed this line of tuition." 

Here, for the first time the beginning of what could lead to an openness and 

familiarity with British society is seen. What is taught is no longer pure language, 

but understanding through language. Likewise the importance of England is shown. 

Though this importance was reflected in the teaching of English in "real- skoleme -

and there is no doubt this would have opened the eyes of these pupils • this teaching 

was aimed at trade rather than culture. 

Language teaching was changing. Not quite to the extent where it became the 

teaching of cross-cultural understanding, but compared to earlier methods it was a 
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step in that m,rection. Karen Risager in her essay Sprogfagene melle~,l!ationalisme 

og Intemationalisme describes this change in the foUowingway: 
,'.1 .,' 

During the second half of the nineteenth century the content of modern " 
languages changed, so that gradually the focus became the history of 
national literature. Uterature had been studied in the teaching of the 
classical languages; but while this teaching of literature was cosmopoli
tan • one referred to a common original culture which no longer existed -
then the focus of the teaching of literature in the modem languages 
became slightly nationalistic: Now one took one's models from the 
existing culture and the evaluation of literature and culture could be 
brought in to the rivalry between the European countries." 

This' fOCus on nationalism and national culnR led to the teaching of English 

being concentrated on Great Britain rather than on the English speaking world. It 
" ,> < , ,.. > 

was not until the 19605 that the teaching of American culture was mentioned in the 

guidelines for "Gymnasiet". For instance, I remember 'from my own English lessons ' 

in the 1970s in "Folkeskolen" and th~early 19808 in' "Gylnnasiet" how we were' :' 

taught about the English school system. I remember this in particular because it was 

extremely confusing with terms like gra~mar schools, comprehensive schools, 

creaming, streaming, public and private ~hools. We were not taught about the 

American school system, md what I know abo~t this I have picked up mainly from 
f 

popular culture and literature. Who doesn't know about the cheerleaders and jocks in 

American high schools'!' Most of the rest of the English speaking world is ~Ji 
missing from the curriculum. This does not mean it isn't taught, but the main focus 

, .~ • • ,l 

is on Britain and to a lesser extent the United States. 

Karen Risager notices that English is the subject with the greatest tradition for 

teaching an understanding' of society, and she says: 
I ' 

" 

, , ' 
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, ; England has at least since the inter-war period been the big ideal, the 
English have mainly been portrayed as a freedom-loving, fair people who 
lived in a well-functioning democracy. The teaching about society has 
been concentrated on the depiction of the English national character, the 
judicial system and academia. Even in the 1970s the concept of national 
character played a major part in descriptive accounts of society in the 
teaching of English. Also the English imperialism - whose ideological 
aspects are an extension of nationalism - took up a Jot of time and was 
until half a score years ago mainly depicted in a positive light; English 
supremacy was seen as tolerant and universa.DY respected 67 

Until the 1970s' what was taught was literatufe. As in'the subjectS History and 

Danish, the 'aim was to promote the cultured person aDd this' was done through a 

canon of literature. In the 1970s this tradition was abandoned fOr one of reading 

texts. In English for example one could stUdy war, race, death, love, coDflicts 

between the 'generations, environment, pfoblems in connection With education, social 

contradictions." Through this a more nuanced picture and thereby understanding of 

British society could be gained: ' ,; . , 

Through the 19808 and early 90S the' Danish educational 'system his been . 

through many minor and major reforms which have led principally to a more goal

orientated education system focusing on job possibilities rather than the cultured 

person. This is largely a result of Conservative government during these years, 

although it also 8rlses from a deliberate attempt to standaTmze the Danish educational 

system according to internatioDal standards~ Most sUbjects taught at universitY are 

now divided into a bachelor and a masters degree instead of as before a S-6 year 

course. AlsO the Danish "licentiat" degree is slowly' beuig substituted by the Ph.D. 

The interDational outlook which can be tracCd in the stnicture of the Danish 

educational system can also be found in the objeCtives for the teaching of English. 

For "Gymnasiet" these objectives were: 

... for the pupils to be able to understand Similarities' and differences 
between their own frame of experiences and the world they meet in texts 
in English- , ;,' 'I (', 

Here is croSs cUltural understanding in the focUs. How do we differ and why? 

It is expressed even more clearly in the objectives for "folkeskolen" (compulsory 

school). Where it, perhaps sOmewhat ambitiously - taking into consideration that the 
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pupils are still learning their English ABC - is stated that the English language 

teaching will 

make the students able to orientate themselves about people in other countries -
and thereby give a foundation for international understanding'lO 

English language teaching in Denmark has developed from being a language 

taught sporadically to being the first second language. A Gallop pon in 1945 

concluded that·29% of the population thought they were able to communicate in a 

foreign language, and of these 47% mentioned abilities in German while 30% 

mentioned abilities in English'l. A survey done in 1992 concluded that It slightly 

above half of the Danish population can lead an ordinary everyday conversation in 

English. About every third is able to lead an ordinary everyday conversation in 

German 11 .72 This means that the English language as access point to British culture 

has increased. 

English was the last of the modern languages to be introduced into the Danish 

school system, and when it was introduced it was because of AngJo-Danish trade 

where English was needed as a practical source of communication. Therefore, not 

only do more peopJe speak English today, but the content of the teaching has 

changed from a practical subject with no connection to a (common) culture and 

without any prestige whatsoever, to a subject which conveys both understanding of 

another culture in all its aspects and functions as a frame of reference for under

standing of own culture. 

English language teaching has roots in the trade between Denmark and Britain, 

but its development to its place as the first second language in Denmark is not only 

rooted in specific relations between Denmark: and Britain. Rather it is part of an 

international trend. 

Today English is a lingua franca. It is the language used for communicating 

research and it is the language in which scientists communicate with each other. 

Likewise a whole industry is based in the language. Computer language is, when it is 

not mathematical, English: software, hardware, computer, know-how, disk etc. 

French was once the lingua franca. It was spoken at court, it was the language 

of diplomacy and it was the language of some of the Enlightenment's most influen-
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tial writers. Nevertheless, today French is a minor lingua franca. But its status as : 

lingua franca can be seen in the Danish history of modem language teaching. It was 

the first modem language to be taught at the learned schools because it was a carrier ' 

of culture. 

Thomas Cable states in his A History of the English language, that • A language 

is important because the people who speak it are important - politically, economical

ly, commercially, socially, culturally·~ For French to lose its leading role as lingua 

franca and for English to take over is a Jong and complicated process where France's 

loss of colonies and internal problems are of just as much importance as Britain' s 
I 

rise as a world power. On the whole the rise of English to lingua franca can, in 

short,' be explained as Magnus Ljung does it in his book Sldnheads, Hackirs och 

Lama Ankor: ", ' 

The explanation for why precisely English has reached this world-wide ' " 
spread is purely non-language. It was the development of the British , 
Empire and - in this century - the transfer of the political, economical and 
technological-scientific dominance from Great Britain to the USA which 
vouch~ for, do~ance of English today .'4 

" ,Magnus Ljung is not the only one to point out the roJe USA has played in , 

promoting English as a lingua franca. Randolp Quirk and Gabriel1e Stein in their ' 

English in Use point to the importance of communication and mass tranSport in the 

Global Village of the mid- to late twentieth century and how that has made English 

lingua franca. Most of the companies within communication and mass transport - the 

authors mention IBM, Plessey, Boing, Cable and Wireless· are American." 

, , ' Therefore the status English has today is based in British history, but is just as 

much due to the development of the communication industry, incJuding the film and 

television industry, in the USA. 

, Since the USA has gained more and more importance after the Second World 

War, the question is therefore whether the openness and familiarity Danes gain ,'. 

through the English language as a lingua franca is not directed towards the states, 

and whether the historical relationship between Denmark and Britain is more than ; 

historical? 

Danish Openness towards Britain 52 



There is no doubt that Denmark like the rest of the western world is America-
, , 

nized, but the degree to which Denmark is Americanized depends on who is ·wear-
, " ," 

ing the glasses·. For example, the immediate post war period has been researched 

thoroughly. 

In Amerikaniserlngen aJ det Danske Ku/turliv i Perioden J 945-58 the authors 

describe American supremacy in the immediate post-war period and how the export 

of its popular culture products was received and influenced Danish cultural life. The 

authors explain the influence of American culture in the following way: . 

When the relations in strength among the imperialist powers change 
radically through the Second World War and Denmark explicitly is incor
porated in the American sphere of influence, the picture changes qualita
tively: In the ideological and cultural area this relationship means, that the .' 
USA first and foremost functions as a fascination factor." 

In ~s interesting and well~written essay 71ze Charisma oJ the liberators, Seren 

Schou tells some of the same story of the way that Denmark, a country starved of" 
, '. '. ' 

cultural products because of the war, embraced American popular culture. Hi~ 

interesting thesis is that the United States at the time was at its most Europeanised '. . 
and that ~e cultural pr:oducts first imported were at their highest standards partly 

~use of the input from artists such as Frill Lang who had fled from the Nazis to 

the USA." 

When the eye~ are Jooking through British ~s the major influence on 
, -, .. ' , 

Denmark in the immediate postwar years was Britain. ' 
, .. 

Susan Seymour's book Angio-Danish Relations and Germany deals chiefly with 

the relations between Britain and Denmark before and during the Second World 

War, but it also deals'with how the allies perceived Denmark's position in the 

immediate 'postw~ period. SUsaD Seymour describes the tug..of-war concerning the 

headquarters of ttre Danish resistance iOOvement abroad, whether this should be 

within British or American domain. she suggests that the recognition of Denmark as 

an ally was for Britain a question of asserting dominancy over Denmark mainly to 
" 

ensure that after the war Denmark would remain a British domain. She concludes by 
,:.. ~ , 

saying: 
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In looking at both Danish and British deliberations it is apparent that the 
dominant belief on both sides, although not universally held, was that the 
experience of war and, in Denmark, of German occupation had brought 
what can only be described as a spiritual eJement into Anglo-Danish 
relations. The extra-ordinary circumstances heightened a sense of kinship 
between the two nations ." . .• 

. , " . 
; t ~,. 1 ' ~ , 

J9I'gen Sevaldsen's Culture and Diplomacy is a detailed account of Anglo-
". ' , : • ~ • r ":. i .~, 

Danish relations. immediately. after the war, covering language proficiency, British 
, .. • .; ,1. 

representation within literature and theatre, cultural promotion by the British Council 
., ~ <, , > ~ .' ~ 

and the'interest of the 'Danish worter's ~vement in the British worker's movement. . , 
", ,. , 

He concludes that Anglo-Danish relations have never been as intense as during these 
. . '~ . 

post-war years. 'J9 

o.,inions are di~ided as to Whether DetUnark was inft~~nced by the British' or. 

the Ameri~ans in the immediate postw~ yem and tws is mainly due to the ~
tive from which the research~ is looking. The truth is probably somewher~. in ',' 

between. Denmark has been Americani~, but even the post-war generations know 

about the RAF c~loured hats young' boys wore in Copenhagen ind they have all' 
, ~ < ,. .' ." ~. ' 

heard the broadcast by the BBC on the evening of May 4th 1945 of the message of 
:. • > ' '.' , < 

German retreat from Denmark. But when a young Danish writer in 1988 can write 

the following the inspiration is clearly American: 
, • • " A • ~ 

It strikes me, that we often played our games in English. All the good 
expressions are so easily found in English. We quickly learned the expres
sions for sorrow and happiness, clicb~s whicb easily pass the lips, but ' 
which are difficult to translate without sounding clumsy. We were quick ". 
learners, pupils of the cheap films whicb reached our local cinema.eo . " 

, Hollywood and American popu1ar culture have played an important part in the 

Americanization of Europe, but this Americanization does not necessarily mean that 

Danes are not open towards Britain, or that British popular culture products do not 

create familiarity with Britain. For instance, Danish television does not dub its 

foreign programmes, and a knowledge of the EngHsh language is an access point 

whether the programme is British or American. Likewise, whether a pop song is . 

British or American the language is English. In fact the shared language of Britain 

and the USA probably influence the interest in both directions. The shared language 
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in itself creates an impr~sion of familiaritY wbether one is Amencanized or Anglo

phile., ) 

Since W~rJd War 11 popular culture has p1ay~ an b,1crc:asingly impoI't8nt role 

in forming a cross-cultural frame of reference in a country like Denmark. One of the 

most important developments in this area is the spread of television, the great 
" . , : ~ . ! , 

communicator of news and popular culture. Danisb state television is a Public 
0-, ;' ", " . ' , 

Service Broadcast corporation formed in the image of the BBC. There are two , ' 

national, television stations. One is partly financed by advertising. About 50% of the 

~sh population can wa~h ~-c~els by satellite. Here the D~sh version of 

the Scandinavian station~ TV3, is probably the most watched. 

In a world of multi-media the book has been dethroned by television, rental 
t -' ' , 

videos and cinema. The topic' of polite dinner-con~ersation may as weD be last nights 
. " <' , • _ , ' i f I ," 

docum~n~ or TV-film ~ the latest book byF~y Weldon.·t 

, ' Britain is of co~ ~iten· mentioned in the n~ws f~r ~ role it plays in the EU, 
, _. ' "- v 01.-

but ~ IRA bombings in London, the kidnapping of James Bulger, the burning of 
, , , 

Windsor castle make news, and the ligbt anecdotal news-story at the end of the 
. : I _' ., , 

buUetin may be about the lighting of the Christmas lights on Oxford Street. It is a 
~ , ~ . 

curious mixture of important foreign news reflecting Britain's role as an important 
" • • > , 

decision-maker in Europe and the general familiarity with Britain which makes , 
• .': ',' "'; , . ~ A . '. ~ > ( i 

~ritish bome news worthy as, foreign news in Den~k., 

News bulletins are bome-produced, but Danish television imports around 50 % 

of the programmes broadcast. In the early 1990S the one country sUpplying the most 
, ' • 1 ' ., ' 

programmes to Danish television was the USA. Programmes from this country take 

up 15 % of broadcast time. Britain takes up the second largest share with 9 %. As 

comparison it 'is . worth noticing that the Nordic countries - with ~ho~ Denmark 

historically has clOse relations and ,whose languages are closely related to Danish -

only provide programmes for 5% of broadcast time.a 

The 15% and 9% imported from the United States and Britain may not seem 

much, b~t broadcast and viewing time do not always COfrespciDd. Jeremy Tunstall in 
, . 

The Media are American says: 
, 
, , 

Danish Openness towards Britain 



· The real social and political impact of imported programs may be greater 
· than might be inferred from the volume of imported material, because of 

, audience viewing patterns and the placing of foreign programming .. 
· " Available studies about prime-time programming in various countries tend 

" to show that the proportion of foreign material during these hours is 
considerably greater than at other times.*' 

Preben Sepstrup's conclusion on his analysis of Danish TV-viewing is that in 
. ~" "- . ~' , . '; 

199~ ,47% of the consumptiO? consisted of foreign produced programmes. SO% of 

the Danish population can watch foreign channels via satellite and here the consump

tion of foreign produced programmes was S3 % .... Especially imported fiction 
I ~ • • 

programmes, mainly from the States, is the reason why the figures for foreign . 
~ , .' 

produced viewing is so high.lS, 

Again it seems that Americanization is bigger than the Anglophile elements in 

Danish culture, and it is true that as quickly as I can mention the British detectives 
; .. ' .' .. . 

Morse, Dalgliesh, Taggart and Frost, known from the TY adaptions; I can mention 

the American crime series Miami Yice, Hill Street Blues, Moonlighting and NYPD 

Blue, n~tto mentio~ the 1970s American detective~ Columbo, McCloud and Kojak. 
- , . - . . ~ , ~ ~ . -' . 
Again I ~ it is important to keep in mind, that Americanization does not exclude 

the importance of British presence in a Danish cross-cultural frame of reference. , 
, \ ' , ' - 1 

Excluding the USA, Britain is the single largest supplier of foreign imports in Danish 
• - ~ i.. 

television. Some may even see British popular culture as an anti-dote to American 
• • '.. l 

popular culture as in this review on John Harvey's Off Minor: 

They are middle-aged, disillusioned, usually overweight and usually either 
divorced or widowed - preferably with some sort of fairly sensitive hobby 
such as poetry, opera or jazz music. And there are a lot of them in these . 

. years, the English police people with names such as Morse, Resnick, 
Frost, Taggart. Dalgliesh or Wexford which in a higher unity of book· , 
and TV-business push themselves forward as the run-doWD Empire's last 

, nostalgic answer to the bard-boiled Americans and their cynicism, as some 
sort of 9Os-depressed knights of the sad empathy." 
, . 

In some areas British popular culture has bad a greater influence than Ameri

can. Within humour, the British comedy has always been more widespread than 

American. Most Danes enjoy British humour, and if they do not understand it, they 

do at least have an opinion about it. Programmes such as Monty Python, the Young 

Danish Openness towards Britain 



Ones, Fawlty Towers, Yes Prime Minister and Blackadder have had several reruns 

on Danish television and they are part of the general frame of reference Danes use. 

Phrases such as "wink, wink, nudge, nudge", "boooring" and "Don't mention the 

war" make as much (or as little!) sense to a Dane as to someone British. 

British humour at its best is often extremely British, not only as humour -

which is where, I think, the Danes relate or connect to British comedy series - but 

also as an expression of and critique of British society. Danes, then, will assimilate 

or accommodate" the content through humour. 

Another example of British humour on the Danish market is Sue Townsend's 

The Queen and I which has been translated into Danish. In my view the novel is 

extremely British, both in its humour, subject choice and as an expression of the 

British debate on the Royal Family. 

In 1he Queen and I the English monarchy is abolished and the Royal Family is 

allocated accommodation on a run-down council estate. The depiction of the Royal 

Family's life at the estate is based on general perceptions of how the Queen, the 

Queen Mother, Prince Charles and the rest of the Royal family "are". It is through 

these easy recognizable traits and the Royal FamiJy's inability to deal with practical 

problems the humour arises. The Royal Family's interaction with their neighbours is 

based in the traditional perception of working-class values where everyone in the 

street knows each other and help each other. 

The critique and the thought-experlment in Sue Townsend's DOve) is based in 

the interaction between the Royal Family and the friendly neighbours. Because of 

this interaction we get to hear of the neighbours' problems related to poverty and 

unemployment. Also the welfare system represented by social workers and unem

ployment benefits are part of the story both for the neiabbours and for the DOUveau

pauvre Royal Family. Through the life they have come to live on the estate, the, 

Royal Family slowly get to look like and behave like their friendly neighbours. 

Though the novel is very British in its subject choice, it has been chosen for 

translation in Denmark. It may be because of purely publishing policy consider-' 

ations: In order to keep an author, you have to publish the latest title by the author. 
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But it is more likely that the novel, in spite of subject, is economically viable on the 

Danish market. 

Sue Townsend is the author of The Diaries 0/ Adrian Mole which have been 

translated into Danish, and the TV -adaption of these novels have been shown on 

Danish television. Sue Townsend and her humourous writings are therefore already 

known in Denmark and this can in itself tempt the reader. 

Though ~e subject choice and especially the critique implied in the plot are , 

extremely British, the leading characters are wen-known in Denmark. The Queen's 

• ADDis Horibills· speech was covered by the Danish press, but more importantly, so 

is the Diana-Charles soap opera, whether it is the latest of what Prince CharJes said 

to CamiUa Parker-BowJes, the latest unauthorized biography or the latest pictures 

taken of an unsuspecting Diana or Sarah Ferguson published in Germany. : 

, Familiarity created around Britain is in this way self-promoting with one aspect 

influencing the other in an interaction of politics, gossip and high and low culture. 

For instance, Heathcliff and Cathy and Wuthering Heights form part of a cross

cultural frame of reference. Some have read the novel by Charlotte Bron~, others 

have seen the film on television, and failing that, they have probably heard Kate 

Bush in falsetto singing Heeaathclilif and Caaathyyyy in her pop hit Wuthering 

Heights. -

Another important area in British cultural export is pop music. American and 

British pop music tend to take turns in being the most influential style of the time. 

Britain has produced idols such as Cliff Richard and Tommy Steele, but more 

importantly bands such as the Rolling Stones and The Beatles. Later glam-rock was 

represented by Marc Bolan and an early David Dowie, which again led to more 

mainstream but hugely successful bands like Sweet and Slade. ID 1976 in England 

punk was discovered by the world. The leading name within punk is undoubtedly 

Sex Pistols, but also bands such as Sham 69 and Generation X played their part in 

the punk scene. Punk quickly became New Wave with new bands like U2 and the 

Cure or the more image conscious New Romantics such as Spandau Ballet and Duran 

Duran. Today it is a bit more difficult to tell whether there is any influential trend 

within British music, but the most likely candidate is the Manchester scene with ' 
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names like Happy Mondays and Stone Roses, or the so called Brit Pop with names 

such as Blur and Oasis. 

NevertheJess, British youth culture is influencing Danish youth culture today. 

The author and journalist Henrik List describes in his essay Dansegulvet som Medie 

how British youth after punk turned to dance music. This dance music is mainly 

American or inspired by American trends in styles called rap, house and hip hop. 

But the dance scene around these music styles is purely British". On the Manchester 

scene the clubs around this music formed bands such as Happy Mondays and Stone 

Roses with their mixture of guitar rock and dance rhythms. This dance scene 

developed into warehouse raves with a youth high on the rhythm, Ribena and 

Ecstacy. 

Also Denmark heard the music and heard of the British club scene, not to 

mention the Warehouse raves which with their mixture of youth and drugs were food 

for the tabloids and led to analytical articles in the serious press. 

In 1990 Denmark had its first rave at the Roskilde Festival and later the scene 

has in true rave styJe set up clubs such as Baby, Amnesia, Subway and Club X at 

different locations. Like British youth, Danish youth today wear baggy jeans, 

unlaced trainers and a cap worn with the shade at the nape of the neck. 

In the anthology Medieeksplosionen Danish writers explore popular culture in a 

Danish 'and international perspective. A general theme running through the essays is 

that punk was the last youth CUlture movement with a message, whether in Denmark 

or Britain. 

Denmark also bad its punk-expired "no-future" generation clad in black with 

safety pins and mobican hair cuts. In Denmark the movement was mainly a middle-. 
class phenomenon and centred around the "gymnasie"-environmeDt ( usually com-, 

pared to "grammar schools"). 

Though punk today is dead, it inspired a generation which today is in their late 

twenties to middle-thirties. It is also from this generation the young opinion-formers 

of today have grown. ID Britain Julie Burcbill is an example of this generation. 

Rooted in the punk generation she wrote for the music magazines. Today she writes 

for the Sunday Times "Culture" suppJement. A Danish example is the poet Claus 
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Lynggaard who has an encyclopaedic knowledge of rock music and who today 

reviews for the broadsheet ·Information". 

In Denmark the inspiration from the punk movement created its own Danish . 

heroes. The Danish music scene took its inspiration from punk and iDfluentiaJ Danish 

bands such as Sods, Klich6e and MaJurt were formed. The punk band Sods later 

renamed themselves Sort Sol (Black Sun) and recently they have been commissioned 

by The RoyaJ Ballet to write the music for a ballet version of Hamlet. '.'" ., .. 

This generation formed by the ideas and music of punk' still turns toward 

Britain and British culture. Henrik List (born 1965) whom I quoted above is an 

example of this. In 1988-89 he lived in London, and based on this he wrote an 

impressionistic book London Non Stop describing a colourful multi-cultural London 

marked by the Thatcher-years. 

His first inspiration was his childhood readings of Sberlock Holmes and his 

childhood dream of living in a flat in Baker Street with a library and a butler. But 

later it changed: ' 

My boyhood predilection for Anglo-Saxon crime fiction and my grand-" , 
mother's angJophiJe influence had of course long ago been mixed up with . 
an interest for the 70s and 80s British export products: Punk, football 
hooliganism, street fashion, eJectro pop, style magazines, club culture etc.· 
Restless as a lot of other young people of the interrail- and charter genera
tion was I. Even though a couple of trips to New York bad fueUed the 
inner cosmopolitan tremendously, I instinctively felt that London was the 
place where things happened. There the good stories were to be found at 
every street comer. Yet another freelance writer had been born ... He· . 
would travel incognito. He would be the eyes and ears and registrator for 
the new pioneers! He would fearlessly throw himself into the maelstrom ' 
of the city." 

Another example of bow the inspiration from the punk movement stayed with 

the people who listened to the music, identified themselves with the "no future" 

generation is the novel 711 Verdens &de (Till the Bud of the World) by Benn Q. ' 

Holm (born 1962). The main character in the book is David Nord who is in his late 

twenties. He is studying architecture, but this is mostly a cover for the lifestyle be 

leads which is one long tour de force through Copenhagen night life. " ' 
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, David is stuck in an eternal youth which become~ more and more of a problem 

as his friends find an identity as young adults. His closest friend, the intellectual" , 

introverted and eternally David Bowie quoting Thomas gets a Ph.D. scholarship in 

Frankfurt. David's "partner in crime" the flighty socialite AJex, finally settles down 

with his girlfriend. , , ; 

l , ' David remembers the time he spent in the periphery of the punk movement. He 

is caught between this era which he remembers with both fondness and the sense of ~ 

doom of the time, and his somewhat ambivalent wish to find something that matters. 

At one point he reflects on the days of punk - and what came after for this genera

tion: 

'And slowly also the music became more golden 'whi1e the last gloomy 
stars dropped out. Sid Vicious died of an over-dose, lan Curtis committed 
suicide. Michael Strunge had jumped out of the window with Bowie's 

, . Slarman blasting out from the ghettoblaster. It was something long 
, forgotten which surfaced. ( .. ) Perhaps it was the gloomy electric guitars . 
from back then which boomed in our ears as an unreal echo. The clothes, 
the make-up, the black coats. Hash and beer. Rats and spiders. Tattooed 
smiles and suburbia-wrecks from the forecourt of Hell wbo sniffed glue 
and lightergas. The rest of us had gone to the cafes in the city centre, had 
conquered the University and the Academy of Arts. Had sniffed us into an 
increasing sleep of adulthood and unpaid rent. Somewhere there were, ' 
unpaid arr~, I could feel it.90 

David tries to find meaning by writing a book called Finis TemJe which is 

both wish fulfillment and a comment to his life. In Finis Tenue the main character 

travels south, never stopping long enough at one place to settle down. He becomes 

friends with an Englishman who finally writes the book Hiding Pklces. FinalJy the 

young Dane finds true love in a small village in Spain where he marries a local girl. 

In David' s own life he meets and falls in love with a girl with whom and 

because of whom he thinks he can get some sort of meaning into his life .. As 

opposed to the Finis Terrae, David's relationship with the girl Signe does not work 

out, but through the failure of this wish fulfiUment he comes to some sort of 

understanding of himself and the times he lives in. 

nl Verdens Ende is packed with references to British culture. There is the 

importance David's youth plays and thereby the punk movement, and all the way 
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through the Danish nightlife music by bands from the punk and new wave era plays: 

Joy Division; The Jesus and Mary Chain, Echo and the Bunnymen, The Smiths. The 

main character's friend in Finis Terrae is English, and last but not least the girl 

Signe moves to London to work for an advertising company. David follows and most 

of the book dealing with their attempt to form a relationship takes place in Signe's 

-London flat and in London .cafes and restaurants. As yet another symbol stands the 

high rise buildings near Bayswater called "End of the World". The London described 

is a lived in and understood London. 

This book is at one level an example of how a youth culture based in a British 

movement influences the youth of Denmark. At another level, this influence has now 

become part of Danish fiction and at another level a British cross-cultural frame of 

reference in Denmark has been formed. Also, the in-depth knowledge the author 

shows of London is as detailed and non-tourist as that of Henrik List in his book 

London Non Stop, based on his one year stay in London. How the author of Til. { 

Verdens Ende, Benn Q. Holm has researched his book, I don't know. But an interest 

in a particular music and particular youth culture often leads to visits to the "real 

thing", as it did for Henrik List. 

British cultural export has formed a cross-cuJtural frame of reference in 

Denmark which creates a familiarity and openness toward Britain. As can be seen 

from the example of Susan Townsend's The Queen and /, within cultural export, 

products in an interaction across different spheres such as high and low culture, 

youth culture and sports and news coverage expand the cross-cultural frame of 

reference for what can be assimilated or accommodated by Danes. Likewise, as 

exemplified by punk, the cross-culturaI frame of reference in itself creates new 

Anglophiles. 

Though a foreign culture in this way through its cultural export can create a 

familiarity and openness towards its culture, it is not a matter of course that Den~ 

mark should embrace British culture to the extent it has. From a cultural point of 

view Norway, Sweden and Germany are probably more likely candidates because of 

their close proximity to Denmark and because of their historical links. 
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, Britain and Denmark have historical links. The industrialised Britain's import·· 

from the agricultural Denmark shaped Danish farming and part of the contry' s infra

structure for more than two centuries. Such a heavy influence cannot but open the 

eyes of the small exporting country for the origin of the wealth this export brought. 

Another access point for British culture in Denmark and most West-European 

countries is the English language. More than 50% of the Danish population claims to 

be able to hoJd an everyday conversation in English,' .' . , . . 

The history of English language teaching in Denmark is a reflection of Anglo

Danish trade relations, but is also a reflection of the rise of Britain and British 

culture as an important power in Europe. It has gone from being sporadically taught 

as an aid for British-Danish trade to being the transmitter of cross-cultural under

standing and British culture. Therefore English language teaching today is an . 

important access point to Britain. ,. 

Britain's importance as Empire and merchant nation is also reflected in English 

as lingua franca, but here America is just as important. Today both Britain and the 

USA are important in the international society and both cultures are represented by a 

cross-cultural frame of reference. Therefore this importance has also worked as an 

access point for Britain in Denmark. ' ,',,, 

" Because of British and American dominance - as reflected in lingua franca -

among the culturally closely related Western European cultures it is natural for .. 

Denmark to embrace the cultural products of these countries more than for instance : 
" those from Germany. ; . j , 

, ' 
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4) PROFILE OF THE BRITISH AND DANISH PUBLISHING INDUSTRIES 
,. 

"This chtJpter analyses the publishing worlds in Britain and DennUuk in 

general.' It does this because the publishing of translated fiction is part of 

the general publishing of fiction and must survive on the same conditions 

as fiction from the importing country. The chapter shows how British 

'publishing is governed by conglomerates and major bookchains. It shOws 

, further how this has meant a change from a product-led industry to a 

market-led industry. I1 concludes that the increased emphasis on profit is . 

" not conducive to the publishing of translated fiction. The Danish publish- '; : . 

: 'ing world debates the same issues as the British, but this chapter shows " 

. how it is still product-led because the market is small and compared to the . 

British market no major capital haS been invested in the market. The 

chapter concludes that the more old1ashioned product-led publishing of' , " 

. , , Denmark is more conducive to the publishing of translated fiction. 
f, ; 

Translated literary fiction is part of general trade publishing, it is part of the ordinary 

literary circulation as is any novel written by a citizen of the country or in the 

national language of the country. From the acceptance by the publisher and all the 

way via bookshop or library to the reader, the translated novel is in competition with 

all the other titles on the market, and has to survive on the same termS as them: This 

of course is valid for the translated Danish novel on the British market and the 

translated British novel on the Danish market. An analysis of the two markets - their 

structure, traditions and customs - will therefore show whether the markets in ,,' i 

themselves are accommodating to the translated literary novel. Likewise, it is within 

this market the publisher' of translated fiction judges his or her possibilities of '. 

publishing the translated novel, and a knowledge of this market is therefore informa

tion on which the publishing' of translated fiction can be judged and understood. As 

with other aspects . dealt with in this thesis, the inherent structures and values are 

most clearly shown in the comparison. 
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The first thing that comes to mind when studying the publishing industries of 

Britain and Denmark are the differences in size. In 1991 the British publishing ~ 

industry published 7,85291 fiction titles, while Denmark published 1, 16f? The 

population of the countries are of different sizes. Britain has a population of around 

56 million people while Denmark has one of around 5 million.· 

" , When assessing the title output the spread of the two languages must also be 

taken into consideration. Danish is a minority language spoken by the 5 million 

Danes' and a few foreign language students scattered around the globe. English is 

spoken by the British, Americans, Australians and others - and by many Europeans 

as a second language. Though there are complicated rules within publishing regulat· 

ing the export of a British book to for example the USA, British publishing defmiteJy 

bas the advantage of language. In 1991 Britain exported for £ 524 million~ of which 

. 37.12%" went to the European Union. On the whole, the British publishing indus· 

try had a turnover of £ 1,358.8 Million in 1991, while Denmark had one of 2,175 

million kr (the equivalent of £ 198 million)l'4. 

It is therefore ob~ious that the British publishing industry is muc~ bigger than 

the Danish. This on the other band does not necessarily mean that it is more of an 
, . ., ,.;, i ! '~ ., • , . , 

industry than the Danish. Both industries have their roots in the tradition of the . . 

gentleman publisher and the rise of the bourgeoisie. 

Per Gedin explains in his book Literature in ~~ Marketplace bow the rise of 

the bourgeoisie created, not only a homogenous culture within, but also across . , 
, ,. -, ,~'" 

nations among this class .. This " transformation from an aristocratic, court·dominated 
1 • . • 

society to a middle·cJass capitalist society meant the creation of a ~t for 

culture. "95 . 
Publishing as we know it, or perhaps, as we knew it, arose within this market 

. " '" ," 

for culture. Publishers were gentlemen of the middle classes who had a passion for 

literature and a flair for business. The business consisted in selling. of course, but 

also in exploiting authors who had no. copyright protection. The passion for literature 

meant that the gentleman publisher would take on manuscripts he believed in as art 
. -

rather than as profit, and nurture these authorships until they, hopefully, eventually 

were profitable. 
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Gedin notes that "readers in West-European countries are no longer part of a 
, . , 

clearly defined class, but rather a large mass of people who are influenced by the 
~ .,' . >.., 

mass m~a ",". Publishing continues to exist and change within and according to 

these changing times, ; without a cl~Jy defined readership and as a small part of the 

media industry. As part of this, Giles Clark sees publishing as baving gone from 
. ,.. . . ~ ~ , ,) 

being pr?"uct~led to being market-led. ~ Or put in another way novels have gone 

from being art ,to being a commodity. 

- " The question is how much has the publishing industry changed from the old ; 
'.. - " $.. , 

paternalistic gentleman publisher with respect and reverence. for art? Has business 

become so important that there is no longer room for non-profitable products even 

though they are art? The publishing business debates the changes in publishing 

fiercely and "There is", as Tim Waterstone says, "nothing the book trade likes more 
•• < • '," 

than to predict, in delicious, shivering terror, its own demise"" The debates in 
. , , . - ~ :, 

Britain and Denmark are remarkably alike. In both countries the debate usually, ' , 
< •• ,I- ' 

centres around the follo~g: 

, . Any discussion of the book market has to make the point that there are 
"too many" new titles published each year - "too many" by any rational .. ' 

. standards, leading to duplication, print runs that are too short~ unit prices . 
. that are too bigb, stockbolding probJems for the bookseller and confusion , 
for the customer. 99 • " . ;. 

It is the Gordian knot where 100 many titles are produced. The bookshops" 

cannot stock an the titles, and books are remaindered.· As a result the shelf life of the 

books become shorter, and the chances of steady selling diminish. Therefore more 

titles are put on the market in' the hope that one of them may become a bestseller and 

make up for the losses on the unsoJd books. 

, Another result is that the publishing houses spread their publishing over more 

areas and for instance publish both fiction and educational books, where the market 

can be targeted and the chances of success therefore are bigger. Also, in an indus

try - especially concerning fiction - where the' success of the individual title cannot 

be predicted, the risk of loss making cannot only be diminished by spreading the 

production over different areaS of publishing. The industry must rationalise in other 

ways such as marketing, electronic equipment and rights.' A company can increase its 
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profit by using the rights of the few profit-making titles by producing paPemacks, 

utilising foreip rights, film rightS and other spin-offs. But in order to diversify itself 
, " ~ 

to such a degree, the industry needs major capital. Therefore it contraets into 
ff . '; '. ~ • • > 

conglomerates which have the capital and are able to develop the subsidiary areas in 

'which money' can be made to make up f~r the' profit losing titles . 

. The British publishing industry has bigger marketS for subsidiary rights than the 

Danish. Through its traditional links to the Commonwealth, British publishers have 
, , 

far greater possibilities for exporting their fiction titles than Danish publishers have. 

Denmark has traditionally had close relations with Norway and SWeden. This is also 

true ~ithin the publishing business where some of Norway's finest authors ~ch as 

,Bj0J1lStjerne Bj0Illson and Henrik Ibsen were published in Denmark ~uring the 

second half of the nineteenth century. 100 This union has withered. The Nordic coun-
, i; '. ~ , . ," 

tries no longer read the fiction of their neiihbour countries in the original language. 
" . '"', ; I.; 1 ", 

In fact more than 50% of the Danish population is able to read English, while only 
~" - • ".' . I • , 

30-40% claim to be able to read Norwegian or Swedish. IOI
, At the turn ofthe,cen~~ 

ry Danes would ;eadSwedi~ ~d Norwegian books in the orlginallanguage: Today 
, , . . , ., , ~ ~ . 
these books are ~o l~nger to be found in the bookst~res ~hile every store will have a 

.,' ~ , 

section with English paperbacks . 
• ' '" • J < ~. "/.. t • ~~, ~)I.' ' :" • 

Nevertheless, both in Denmark and Britain the industry's contraction into con-
, " ;. . • ."., '( .':. . 'f t ~ • ,. ,,' ' .' ,,' .. 

glomerates and their effect on the industry have been debated for years. ,The fear is 
. ;. I : 

that these conglomerates will tUrn-the publishing industry into a true industry without 
, , : -( :' '. I , '" _ : , l ~ \ ~ ..,. <> • ~c' ,-, 

consideration for its tradition of the gentleman publisher and books as art. 

In Britain 1/3 of the total turnover on booksale is taken home by three con-
~ ': ,..\ ... 

glomerates: PWson, News International and Reed International. News International 
.' ~ " t . ) ',: , 1,': '" ' ,! 

is Rupert Murdocb's media empire. Reed International merged in 1992 with the 
~ ~' I~ ; ~ ~ , '.,'" , 

Dutch Elsevier and it is now the biggest media conglomerate next to the German 
t, ~., • . , 

Bertelsman. Pearson is going from having interests in fine china and oil to being a 
, , .", ~ '... . " ~ , 

media conglomerate. Each of these three conglomerates own publishing conglomer- , 
, • < • , '~ • ,.' , • 

ates beaded re~~vely by HarperCollins, Penguin and Reed with subsidiaries such 

as Hamish Hamilton, Viking, Col1ins, Heineman and Methuen. It is an ever-chang-
~ .'.' ~ > ( 

ing world with buy-outs and takeovers. But these three, HarperCollins, Penguin and 
. " ,;,. ' ',', 
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Reed are together with Hodder Headline, MacMillan, Random House and Trans

world the Seven Sisters of British publishing.102 

" These mergers and take-overs have taken place during the 19808 and early , 

1990s but seem to a certain extent to have stabilised now. In a study on the values of 

publisbers done by Micbael Lane, the publishing industry has, according to one of 

. the respondents, gone through the fonowing development: 

< " One man to wbom I talked characterized the laSt thirty yem of publishing 
by saying that the great publishers before the war were editors; from 1947 
to the 1960's was the era of the sales staff. Since then because of the 
mergers and larger groupings, accountants have taken control. 103 ' 

..# ' '. 

These conglomerates are shaping the face of British publishing. Tbereare 
" ' 't, . 'I> 

ple~ty of small publishing .houses specialising in niche publishing, and there are . 

some ",!ery successful general trade publisbers sucb as ~eter Owen and Bloomsbury. 

But they all have to exist within the conditions created by the Seven Sisters, . . .~ 

. In September 1995 the much contested Net Boo~ Agreement fell. On Septem-

ber 26, Random House and HarperCollins announced that they would de-net before 

Christmas. Penguin followed soon after whereas Reed and Hodder Headline had 
- "'" f, 

already de-netted. 

HarperCollins an~ Random House set the ball rolling. Though they bad thought 

of de-netting before, the final decision was not taken until they were approached by 

W.H. Smith. Tbe two publishers and the bookseller shared the costs of a huge 

promotion campaign with r~uced prices on books from HarperCollins and Rall,dom 

House, 104, 

W.H. Smith is a representative of yet another power concentration. Th~ Seven 
. - ~ '. -

Sisters estimate that 2S-3S% of their adult trade books are sold througb W:H. Smith 
" ". 

and its subsidiary Waterstones, while DiUons are accredited with about 10%:05 
.". ~ . '.' ~ 

These three chains together with the publishing conglomer:ates can change the 

structure and conditions of British publishing, and it is within these conditions that 

the small publishing houses which traditionally publish most of the new and different 
" ,', ;. 

literature have to exist. 
I . 

The Net Book Agreement had been thougbt to be a safe-guard for smaller 

bookshops from devastating price wars. It is doubtful, though, whether it still gave 
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this safeguard. Since the emergence of such chains as Dillons, Waterstones and 

Books Etc., bookselling had changed. They are big and well~stocked and with 

immense power within the industry, and most importantly cover almost every city. 

The other way the· Net Book Agreement was seen as being protective was in 

diversity of production. Through price reooction some books will sell more than 
~ . , '.' , ' 

others. This would create a greater interest for bestseUing authors and diminish the 

possibilities f~~ young and leSser~known authors to be publish~. It seems this trend 

has started already . 

. The publishing of fiction is not only a question of title output, turnover and 
... ,.,.,;- , , 

ownership. These are aspects of the business side of publishing. But literary fiction is 
• " • • < .. ; •• ~" .' l;. " , " _ I 

also art, culture or national heritage. The success of a publishing house as a business 
" :} ~', ~ ~ . ,,~, 

can be measur~ through ~uantifiable data on for instance ~over .. But the p~oduct 

and its ~ultural or artistic value cannot be measured in the same way. From this 

point of view the success of the publishing house is not quantifiable. Rather it is its 
" ~ '} ...-' ~ , , ',-

efforts to make the best, or the most relevant or the most interesting available whicb 
, ~ ~. > t • • 

are in question be.re. 

" The contradictions between indu~ and art are embodied in the terms Publish~ 
~ .',' , ~ , c, r 

ing industry and -house, and because publishing is a business where the product is 
~1 • .' ' 

"art", the industry will always to a certain extent influence the cultural or artistic 
~~...,. 1 ~ " ". I 

value of the output. 
" . l , 

In Britain the mergers have changed the face of literary publishing as well . 
. , ,," , , 

Traditionally the centre of publishing has been the work of art and its literary value, 
;' • 1 I, ~'" ~ < i 

and the most important person in the publishing house was the publisher/editor, the 
"~ • , • I , -

person wbo'selected the manuscripts f~r publication. The author as the creator has 
- "''' ' . . , ., ' 

ideally been nurtured and guided according to need by his or her editor/publisher, 
, I " "' ,\ 't '._'. ' , '. , 

and the editor has been at the disposal of his or her author. Also, the editor/publisher 
, ~ , 

was often responsibJe for the whole process from editorial work on the manuscript to 
• ~ , ' ,. t . • ,. 

ideas and suggestions on dust cover and publicity. Today the editor is frustrated . 
~.' • '< 

because the publis!iliag house has become so big that different functions are taken 
. . " ' ' 

care of by specialised departments, and he is therefore no longer solely responsible 
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for "his· book within the publishing house: The author is frustrated because he :.. 

because of takeOvers and mergers· Do Jonger knows who his editor is. ' , ; 
, . ." ,'~ '" 

The' conglomerates are"ruD by tne accountant whose responsibility is 'to 
maintain and increase share price; this creates an inevitably short-term " 

" focus and instability of management. ,,' . ' 
The effects of that instability create a new impersonality in a business 

which thrived on the reliability and closeness of its relationships, particu
larly between author and editor, who believed in content and style rather 
than merely fashion, and in development rather than growth.l06 

, , 

The emtor/author relationship 'can ~ome 'the 'hallmark of the sDlaner publish-
I >t ..... 

fug houses'in so far as they are small~, run by the owners and therefore able to run 
:, f -i. 

a traditional publishing house. In fact some houses have been started by former 
\. ~ ," ',< I • 0< ' ~ 

editors. What'can happen as' well' - &od is happening - is that authors who start up . , ' 

with small publishing houses can, when they have gained some reCognition and . 

popularitY,g~tl1i~er adVanc~~ from the bigger houses tbaD the sinall and move on 

to them. 'It is a clear example of how the capital strong conglomerates can influence 

the publishing scene. It is not only ~ Question' of au~or adVances,' ~ut also a qu~on 
of having ca.pitaJ for I~ger promotion campaigns, of b8vingpa~rbac1c imprints 

which 'can p~blish paperback editions of the title. 

The ch~ge in editor/author relationship has two implications which is furthered 

or mflu~~ed by ~ incr~ing c~mpetitio~ o~ the market. ' . .' ", . 

, One is thatth~ li~ 'ag~nt bec~mes more' important. When'th~ ~uthor's ~ 
with dse' edi~' and thefe~y the p~biishing house 'weakens, he iunis ~'the agent. It is 

the agent's job to place the work of his author with a publishing house. In this way 
, , -".: ". .~. .' '\0.:' l' , . 

the trend of bestsellerism and growth is furthered, because the old tradition of 
~ , ,,' ~ . . 

nurturing ~ authorship rather than publishing a series of individual books disappears 
• ,I .' . • .' 

from the publishing house. 

Secondly; not o~y are the ties between author/editor weakened hec8use of the 

instabilitY in the house, but'~ 'th~'emphasis on Powth rather than development in 

itself removes tbePu~lishing ho~se 'fr~m the ~dition~ way of publi~~g au~ors 
and building Up a b8ckIist. The bacJdist ends uP ~ing a mixtUre of more or less 

~ - 't ~ ~ 

successful individual books'.' " 
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Since the publishing house can no longer trust its backlist, it is important to use 

the successful titles to their utmost. Hardbacks do not sell as well as they used to, 

and the publishing houses have gone from a horizontal to a vertical structure. The 

conglomerates and major independents have bought paperback houses and the income 

from both hardback and paperback rights stay within the corporation. 

On the whole paperbacks have become more and more important. In 1991 more 

than half of th~ fiction titles published were in paperback.107 Paperbacks are tradi

tionally reprints of original hardbacks and a major part of the paperback titles 

published are the paperback editions of hardbacks, but some are paperback originals. 

In order to find new ways of selling, some houses have started printing the titles 

straight into paperback. 

The debate about the death of the hardback has been going on for the last three 

or four years. Whether one believes the hardback is important or not, it is a fact that 

the traditional buyers of literary hardback fiction - the libraries - no longer can 

support this part of the publishing industry. Also, the younger book-buying public, 

brought up on Penguins and other paperbacks prefer the small and bandy paperback 

editions. What is most interesting about the paperback original venture is that many 

lists consist of first novels. 

One last thing to mention in the British publishing industry is the issue of 

marketing and publicity. About this Peter Owen says that until recently there was " 

little professionalism in this area. He himself did not employ full time publicity staff 

until the 1960s. He goes on to say that: W At that time few publishers were aware of 

the importance of author and book promotion. wlOI 

Today, within the conglomerates special departments are responsible for the 

marketing of books. It is no longer enough to send a review cOpy to the literary , 

editors on the major papers and other key figures. For a book to be noticed by the 

book-buying public, not to mention booksellers, the title must stand out among the 

rest. It is possible to advertise the book on the literary pages of a paper, but most of 

all the marketing department and the publicist must get the literary inner circles 

talking, and through them convey information about the book to the book-buying 

public. This is especially important with potential bestsellers, for which the imprint· 
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may hrrve paid out a substantial advance. With respect to literary fiction', the danger 

is not so much' whether it will be reviewed or not. And all though John Walsh of 

The'Sunday Times says :trIf the book is worth reviewing it gets reviewed tr 109, it is ' 

still to a certain extent arbitnlry which novels get reviewed: ' ; 
,~ ,.. f " ' 

EditorS and revi~~ers are, it wouJd seem, ~ to make the seJ~tionS of ' 
what they review. No-one instructs them. Yet with up to two thousand 
,new novels produced annually, the selection has perforce to be arbitrary , 
and severe. According to the literary editor of The Times, from fifteen to 

" , twenty novels a week are received in peak season; ten are sent to the 
reviewer; four of five are finally reviewed. The most important decisions ; 
as to the value of any novel occur invisibly, behind the ~enes.1I0 

~ What is problematic for the literary novel is that the publishing houses do not 

spe~d huge amounts of money on promoting a book they do not expect to have the 

potential for sale. That is,' it may get through the keyhole of arbitrary choice and on 

to the literary pages of the papers, but it will not get the talking up and publicity , < 

gimmicks which a potential bestseller will receive. Because some books get massive' 

publicity and some do not, a bigger gap between their selling powers is created. 
" , . ;' '< .' , " -: ~ 

The situation in Denmark is different from that in Britain. A major part of the 

debate in Denniark discusses publishing house contractions in tenDs of concentration 
~" - • • ~ '.' ,~ , > t·" " "J " ( 

of power on few hands ratberthan the erosion of the author/edit~ 'relationship. 
l 

When looking at who owns who, when it comes to publishers of fiction in Den

mark, it turns out that the most prestigious house, GyldendaJ, is the head of one 

publishing group. Gyldendal is owned by Museumsfonden af 7 December 1966. This 

foundation owns, apart from the Gyldendal publishing group, the art gallery/museum 

Louisiana. It has no foreign interests and the GyldendaJ publishing group consists of 

Gyldendal, four other general trade publishing houses. Samlerens Forlag, Tiderne. 

Skifter, Forum and Spektrum· The new Danish National Encyclopedia and 113 of 

the library supplier Dansk BiblioteksCenter. The Swedish Bonnier group, which also 

concentrates on publishing, owns the Danish Rioghardt og Lindhof. The British 

Blackwell group owns 'the Danish Munksgaards Forlag groUp ~hich in ~ owns 

another five general trade publishing houses of which Rosinante is a very successful 

publisher of literary fiction. One last group should be mentioned here, namely that of 

Egmont-gruppen, owned by another self-governing foundation. This group compared 
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to the Gyldendal group is much more commercial. It publishes most of themaga

zines published in Denmark. But in 1992 the group merged five of its general trade" 

publishing houses into one house calJed Ashehoug. The intentions of this house is to 

enter the market for literary fiction· in competition with Ringhardt og Lindhof , 

Rosinante, Vindrose, Gyldendal and its publishing houses. This is probably the .. : 

closest the Danish publishing world comes to a merger for the sake of the accoun

tants, but the house enters the market of literary fiction, which means the editor, not 

the accountant wiU be in charge if it wants to stay in that section of the market. .' 

The publishing houses are either small, main1y specialising in some sort of 

niche production or bigger,' better known and more prestigious. On the whole the 

Danish publishing world consists of small groups without connections to media . ; 

conglomerates. That is, publishing houses own publishing houses. Though this does 

not mean that Danish publishers do not need to be shrewd business men, it does 

mean that the owners understand the workings of the business. Claus Bnmdsted, the 

then managing director of Forum has said the following about his board of directors: 
.. 

They are all people who know a lot about the publishing industry. And it 
is a great, great advantage, because there are things whicb succeed and 
there are things which fail. Tbey know that. So because of that they 
understand the whole mechanism of a publishing house.· It is a very great . 
advantage. It has been very favourable for me, that Gyldendal became the 

III owner. .. '. ... . :" , , 

In Britain the Seven Sisters are thought of as either minimalists or maxima

lists1l2 The minimaJists, such as Penguin, want their imprints to stay distinct and . 

autonomous within the group whereas the maximalists are • great admirers of the 

collective strengths provided by single branding· m HarperCoUins is one of the 

maximalists, with all imprints under one roof in a modern office block in Hammer

smith, London. MacMiUan is a fairly new convert to the maximalist view, and fan 

Burns from this group says about HarperCol1ins: :~' .. ': . ' . 
• t.. • ' 

I believe this branduig has helped their profile. They have established a 
very strong image for HarperCollins books and I'm sure it helps their pre-, , 
sentation to the retail trade.H4 
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This connects in two ways to Denmark. First and foremost the publishing ,;'. 

groups in Denmark are umbrella organisations under which the subsidiary publishing 

houses function as autonomous houses. Most of these publishing houses are either 

run by the founder or by people who are allowed to take them in the direction they 

want. Only Gyldendal is so big and old that it has historical roots to its founder, but 

, since it is also the best known publishing house, traditions and expectations to its 

fiction list from the public cannot be disregarded. ' . , 

lohn Feather gives an historical background for the mergers and acquisitions 

which have governed the British publishing world during the 19605 - 1980s. He " 

draws attention to the fact that most successful publishing houses have been family 

owned, run by a charismatic publisher. Most of these publishing houses have either 

folded or been taken over unless a capable heir had been produced by the time the 

publisher either died or retired.m As can be seen, this is the trend the Danish 

publishing world is still following 30 years later, John Feather understands the last 

(or latest) generation of great publishers to have died out in Britain. 

Secondly, the quote from !an Burns is yet another indication of the strength of 

the bookcbains in Britain. 

In Denmark there are two chains Arnold Busck and G.B.C. Gad, but far bigger 
r " 

is Bog &,' lde which'is a chain of hldependent booksellers. These stores, and most 
~", ,>' ! 

other bookstores in Denmark are a sorry sight compared to a Waterstones or a 

DiUons. They tend to look like a mixture of a W.H. Smith and a Rymans. The 
, " 

Danish market is so small that only ~ citi~ such ~Copenbagen and ..\rhus can a " 
• , < ", -' ,', ~ < '.' , 

bookstore survive as purely booksellers. 

Danish Booksell~~s are reiwated by an arrange~ent' ~hveen the Danish ' 
:. : . '. ' . 

Publisher Association and the Danish Bookseller Association. It is an exclusivity 

principle which regu~tes who ~ trade ~th books, partI~ through approval of " 

bookshops eligible to trade with the books of the publishing houses involved. In 
• I <, ~; , 

practice, this is of minor consequence, but the other aspect, the Danish Net Book 
< "" .. ~ f ~ ... - ,~" ~ , .' ~ > 

Agreement is important. Not only does it decide prices but also that books above a 
.. .. "-' "" . :. ,,' , 

certain price ': and this is most books - cannot be sold through other channels than 
_".. '", l;. 

the approved bookshops. 
" . 
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The exclusivity principJe is debated in Denmark, but in a country so small and 

with a strong cultural policy tradition, no one is real1y interested in furthering 

competition on the bookmarket. The industry is as yet not that commercial and no, 

players are so big that the system can be undermined as it has been in Britain. 

Increased competition wo~ld most likely mean fewer and less well-stocked book-· 

sbops, and in my opinion it is already bad enough as it is. But it would most ~' 

certainly mean ,less diversity in what is on offer, which again would reflect back on 

the diversity of published books. ' , ' , . " " 

, Bog & lde buys wholesale for the bookshops in the chain, but it is more than a 

wholesaler. All shops within the chain carry the logo and they are all obliged to 

carry stock from the chain, though in varying degrees according to size. " '. '." 

, Bog & Ide also produce catalogues as promotion for the chain. These are the 

most visual sign of marketing of books in Denmark, and their content is therefore of 

importance to the publi~ers. These catalogues tend to focus on coffee table books ' 

and the most popular titles in fiction. Susanne W. Madsen from the chain states their 

selection criteria in the following way: ., 

. " At BOg & Ide we hive no narrow cultural or literary obligations. We go 
, for the books with a broad and general appeal, not books for a limited 
target-group. ( ... ) On the other hand, we do not take into consideration 
which publishing house has published the book. We go for what is 
sellable 116 ,,' "', ~." • • ,;', ,. 

• >1.' _,' !, ,: ,. , ; • ~; '~ ~ ", ~!; " r , , 

:, Part of the' current debate iD Denmark is on the power of the b001cse1lers'. " :, \ 
, < f" '{ _ 1 " ' 

Nonetheless publishers interviewed for this study' do not find it a problem to get their 

bookS placed with the bOoksellers. This is probably' t>ecause theY &re all well- . 

esteemed houses. On the other'hand they are also rePresentative of the publisbitli . 

sC~~ in ~. Mo~ literary fiction is published by well-esteemed houses. 

The publishing houSes generally think that booksellers should promote books to 

the readers mOre thaD they 'do at present .. And this is cert8inty a' valid Criticism where 

literary fiction is concerned. But the pressure which is put on British publishers to 

think up and rooce huge '~paigns in order to 'get their books intO the stores, does 

not exist in Denmark. So far' publicity stilJ consists of sending out preview copies. 

The occasional display bin or poster is produced, but most of the houses publishing 
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literary novels are so established, that their name alone makes sure that their publi

cations will get a second look whether by the newspaper reviewer or bookseller. This 

does not mean that everything gets reviewed, rather that the market is so small that it 

is easier to keep an overview, than it is on the British market. 

On the whole what springs to mind when comparing the Danish market to the 

British, is the obvious difference in size. To return to the paperback original. Until 

recently there were no literary paperback originals in Denmark, but now Gyldendal 

publishes one a month, where the book-of-the-month is discounted during that 

month. 

The paperback original is dependent on being able to sell enough copies to 

make up for the difference in price to the hardback. In Denmark a hardback costs an 

average of £ 28 and a paperback an average £ 8. In Britain a paperback original 

costs 2-3 pounds more than an ordinary paperback. If a Danish paperback original 

were to be a couple of pounds more expensive than the paperback edition, it would 

still be less than half the hardback price. The market simply isn't big enough. 

Danish publishers do publish paperbacks - or rather cheaper editions of other 

titles. Danish first editions are hardly ever in hardback but in paperback, printed on 

a heavy quality paper. 

The competition on the paperback market is strong. This does not show in 

publicity gimmicks for the author or a particular title, but in a row of series where 

the title for one month is sold a couple of pounds cheaper whereafter they return to. 

their normal price. Ringbardt og Lindbof started this book-of-tbe-month idea, and 

has for many years had great success with their midtUe brow list. Since then various 

publishers have hooked on to the idea with varying success, and the latest is Gylden

daI's paperback original. 

Where the British publishing industry has slowly developed a vertical structure, 

the Danish publishing industry has always been vertical. There is a historical expla

nation for this. 

When AlJan Lane started Penguin in 1935, be bought paperback rights from the 
<', , ~ 

hardback publishing houses. He was the fltSt to start a successful list of cheap 

editions of quality books. 
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( .. ) Penguins came to enjoy a privileged status; their large sections were ' ' 
in effect, sponsored bookshops. What gave them unprecedented success 
and cultural influence was less that they were revolutionary, in the com
mon sense of the term, than that they became extremely orthodox. They 
were no longer Woolworth's 3s and 6d book: indeed they very quickly 
discarded that degrading image. They were paperbacks which sold just' 
like hardbacks. 117 

In Denmark cheap editionS did not become successful ~til th~ late 1950s where 

the g~n~ affluence, imProved' libraries and education increased the reading public 
. , ~ ~ 

to'such aD extent that it could support" the cheap' editions. ua By then' the ~ccess of 
• ~ ~ ~. :' .j ~ .,' • • , " " • 

Penguin was well known in Danish publishing circles, and a long list of lists 
f " ",:, . t . /', l < .< .' • '-, 

appeared, all with an animal as its logo. The most successful list was TrmiebtJgeme, 

published by Gyldendal, usbtg the House' logo of the cr&ne 00 their cbe8p edition 

list and na~ed the list after the crane. In this way the paperbacks or cheap editions 
~ ; - ~. • 0 l' < " ~.. I. •. ~ \". • , ' " .. ' "'.' , 

were always published by the house which owned the rights (primarily, they may . 

have bought a title o~ two). fu the tradition' of Penguul, they uSed'~ inimal name, 
, , . ,c ~ 

but what they did was to use their own titles to their fullest. ' .' ,." 

. This paperbaCk market is vitaJ to Danish publishers. 'With a small' market which 

cannot be' expanded over th~ ~rders, every possibility of utilising a title must be 

used. Most publi~hing ho~ses in Denmark have lists consisting of middle brow to . 

high 'brow fiction. This ensu~es profit making titles to make 'up for loss IDaldng , 

titles. 

The hOuses aiso put ~ emphasis on authorships rather than titles. By' D~g 
their own authors from unknown first novel authors to popular authors who can seU 

on their name, they ensure that backlist titles can bring in a profit in the future if the 

author becomes'~cesSfuJ. nerefore··the editor/publi~~r - aUthor relationship in 

Denmark is still strong. " ' 

The editor - author relationship has been under debate in Denmark, because au

thors left one publishing house for another, so the system is not completely feudal. 

Around 1991-92, several well known authors left the prestigious bouse of Gyldendal. 

This had, for some of the authors, to do with the then literary director, and for 

others it had to do with an editor they followed to Lindhardt og Ringhof. But a 
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closer look at the Danish publishing world and the changes happening there, show 

that other reasons could have influenced these authors. 

Gyldendal was founded in 1770, and has until recently been ~ publishing ~ 

house in Denmark, but during the last twenty years other houses, especially Lind

hardt og Ringhof, have gained reputations for being good, solid publishing houses of 

literary fiction. Adding to that is the fact that Lindbardt og Ringhof, the Munksgaard 

group, BorgenlVindrose have started the book club 12 B0ger and hereby opened up 

for the possibility of publishing their authors in book club editions. Until this book 

club was started, Gyldendal was the only one to publish literary fiction in book club 

editions. This means that whereas previously Gyldendal could offer authors the most 

favourable conditions, they are now in competition with the smaller and younger « 

publishing houses. ; .. 

I have here touched upon another aspect of the Danish publishing world which 

is different from the British. Book clubs in Britain are mainly owned by Book Club 

Associates, whereas book clubs in Denmark are owned by the publishing houses.' 

Furthermore in Denmark the book clubs Gyldendals Bogldub, Samleren (both owned 

by Gyldendal) and 12 B0ger are middle to high brow book clubs with the occasional 

foreign bestseller • as are the publishing houses. These book clubs are importan~ in 

the Danish publishing world because the paperback market alone cannot bring in . 
sufficient earnings. " < • 

In Britain literary fiction and book clubs have never been associated with each 

other: , . 

, Most literary folk, I suspect, would no' Sooner 'admit to beblg 'members of 
a book club than to taking their annual holiday at Butlins.1If 

' 

This may be cbaDguig due to the two book <clubs Quality' Paperbacks Difect and 
, , 

the Softback Preview which, like the Danish book clubs, offer quality fiction. The 

difference is that in Denmark these book clubs are institutions and an accepted and 

recognised way of buying bOoks, . whereas in Britain this is something new. The '~er 
difference is' that the Dani~ clubs are owned by publishing houses, whereas the 

British are o~ed by respectively the Book Club ASsociation and the American Time 
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Warner. Once again Danish publishing is vertical, whereas British publishing has a 

tradition of being horizontal in structure. 

One other conclusion can be made on the vertical structure in Denmark. The 

market is simply too small to be horizontal. No paperback house, not to mention 

more than one, can survive on the basis of so few readers. Therefore the structure 

will have to be vertical and the book club 12 B0ger, shows how the Danish pub

lishing world also expands within the tradition of teepiDg subsidiary rights iD-house, 

that is in a vertical structure. 

One last thing to touch upon in connection with the Danish publishing world, is 

the question of agents. The question has a simple answer. There aren't any in 

connection with Danish fiction, though of course there often are when buying foreign 

rights. The reason for the Jack of agents is most likely that the market is too small. 

But apart from that,· the gentleman's agreement· among publishers is still very much 

alive in Denmark. According to Kurt Fromberg, administrative director of Gylden~ 

dal, no other Danish publisher bid on Scarien, the sequel to Gone With the Wind, '; 

simply because GyJdendaJ had published Gone With the Wind. l20 But as the publish

ing houses are few, there are no major auctions for bestseJler titles, and there would 

have been very few subsidiary rights to seJl had the structure been horizontal rather 

than vertical. .: 

. The overall picture of the British and Danish publishing worlds in comparison, 

is that of the big, commercial market and the small, traditional market stiU securely 

rooted in the old structures. In fact in comparison the British publishing world would 

be a commercial industry whereas the Danish would be a cottage industry. 

The drawbacks with the Danish industry is that it is small with few possibilities 

for expansion. It is conservative in the sense that it is kept in line by old rules· 

spoken and unspoken. And it is conservative because it is small and well-defined 

which again means that the inner-circle is closed. 

On the other hand, a small publishing industry in crisis (and both the British 

and Danish industry perceive themselves as being in crisis) may commercialise its 

industry further for instance by promoting the most sellable titles, or on the whole, 
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by giving up the gentleman's agreement. This can lead to a greater disadvantage for 

literary fiction. 

For British literary fiction the Danish market could stop it by its conservatism, 

but this conservatism is not towards language - more than half the tide output is 

translations - neither is it towards "quality", rather it is the system not the content 

. which is conservative., 

If the Danish market commercialised itself, it would influence the possibility of 

publishing British literary fiction, but this commercialisation would also influence the 

possibility of publishing Danish literary fiction. On the whole the Danish market is 

as open for British literary fiction as it is for its own literary fiction. 

The drawbacks of the British publishing world is that it is so competitative and 

commercial that the literary novel must lose out. Though the smaller houses may 

publish the literary novel and do well, they still have to compete with the market 

forces and the money put behind popular novels by the conglomerates. .,", 

In Britain translated fiction does not sell. A typical remark is: "Certain types of 

fiction (by unknown writers,' for instance, or translations) have already become 

almost impossible to sell to a publisher."121 On the market, translated fiction sur

vives on the market's ability to export to other English-speaking markets. But it 

barely survives, because it does not have a perceived potential for selling, and 

therefore will either not get the backing it needs, or it simply won't be published 

because of its Jacking potential for profit. A peripheric language and culture like the 

Danish (as opposed to for instance French) will have even more odds against it . 

. . '. 
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5) THE PUBLISHING OF TRANSLATED FICI10N 

11zis chapter deals with the factors which influence the publishing of 

translated fiction. It shows that British publishers primarily translate from 

languages they speak. They choose titles jor translation which. apan from 

being of literary quality. are able to travel culturally. Since the publishers 

-do not speak Danish they are not able to utilise printed sources such as 

trade publications and are therefore dependent on contacts within the 

international publishing world for information on Danish titles. Danish 

titles are disadvantaged because publishers do not read Danish. British 

fiction in Denmark is also chosen jor literary quality but does not have the 

added criterion of being able to travel culturally since British culture is 

perceived as familiar. Danish publishers read English which means that 

. they can access the British market through printed sources such as news

papers and trade papers. Danish publishers are therefore not as dependent 

on international contacts. Because Danish publishers read English they 

- -are also able to read the titles in tIlL onginallanguage. British fiction is 

--therefore not disadvantaged on the Danish market as Danish fiction is on 

, tIlL British. 

This chapter deals with the publishing of translated fiction in Denmark and Britain. It 

is based on interviews with British and Danish publishers. The chapter begins with 

the methodology which led to the choice of publishers for interviews. The how's and 

why's of this methodology are based on knowledge of the publishers and the fiction 

they have published. In this way it forms a characterization of the pubJishing world 
, ' 

of translations in Denmarlt and Britain . 

. The main part of the chapter is based on the interviews and here the main 

issues are 'the factors which influence the selection of titles for translation. Such c, . 

factorS as the selection basis, the influence of language and culture are discusSed as 

well 'as other more general publishing issues such as literary qUality and salability. 
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MethodolQiY and Introduction to Publishers of Translated Fiction ' 

, " There are no official statistics on fiction in translation in Britain, but The 

Danish Literature Information Center has published a bibliography on Literature 

from Denmarkt22. This short bibliography registers books from 1980-1991 pub

lished in Britain and the United States. The bibliography does not only include 

novels, but literature in the old meaning of the word, including poems, anthologies, 

essays and memoirs. 

There are two separate bibliographies. One for Hans Christian Andersen who . 

has had almost a 150 titles published during the 12 years the bibliography covers. 

The other is for Seren Kierkegaard who had 22 titles published. The general 

bibliography contains 106 titles ,- less than the published titles by Hans Christian 

Andersen. 

Of these 106 titles, 13 are by Karen Blixen or lsak Dinesen. She is, next to 

Hans Christian Andersen and S0l'en Kierkegaard probably the best known literary 

Dane. Profes~r Sven H. Rossel says somewhat optimistically in his introduction to 

the bibliography: "The works of Karen Blixen (writing under the pseudonym lsak . :' 

Dinesen) are no longer the only books that can be bought - and enjoyed - by readers 

of English" • 123, Karen Blixen was available to her own contempories in English -

and even translated and wrote in English, but the contemporary interest in her has 

been furthered partly by the film OUt of Africa, which was based on her life, and 

partly by the film Babenes Feast based on one of her novels. The translations of her 

work, unfortunately, do not feature in this survey, simply because she - like Hans 

Christian Andersen - was not a novelist, but a storyteller. 

, Of the titles in the general bibliography, 65 were published in the States, 33 in 

Britain and 6 in Denmark. One is without information on publishing house. 

Of the British titles 11 are in some way biographical, either memoirs, autobio

graphical, letters or biography. 13 are novels. From 1980 - 1991 then, 13 Danish 

novels were published in translation in Britain. To this I can add one title the 

bibliography left out, namely Simurghen bY,Elsa Oress from 1989. I will also add 2 

titles published in 1992-1993, namely Brother Jacob by Henrik Stangerup and Miss 

Smilla's Feeling For Snow by Peter Heeg. All in all 16 Danish novels were pub- ' 
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lished by British publishers between 1980 -1993. These titles include authors such as 

Herman Bang and Martin A. Hansen, who are influential, classical authors in 

Denmark. The list includes Dea Trier Mercb, a Danish woman's writer and repre

sentative of the social realism of the 1970s Denmark. It includes the high brow 

historical novels of Henrik Stangerup, and the Danish tradition for critical crime 

~ction is represented by Leif Davidson and Peter Heeg. All in all the list represents 

some of the best of Danish fiction and a variety of it. 
, .. 
, '. The titles have ~ published by 10 different publishing houses. I have been in 

contact with 5 of them. All ten publishing houses are middle size to small publishers. 

All are independent, though Harvill at the time of the interview was part of the 

c.0nglomerate HarperCollins. I have by my sample tried to ensure that all kinds of 

publishers are represented, but I have also deliberately chosen to speak to publishers 

who in general publish translated fiction. This is mainly because the Danish titles 

published in Bri~ are part of all the foreign fiction being published in Britain, and 

this again is part of the publishing industry as such. It is ch.&ncteristic for the 

publishers in this sample that they cannot remember the Danish titles specifically, but 
• .. > ~"' - , 

o~n in my interviews with them use current titles from their lists to illustrate their 

various points on the publishing of translated fiction. 
. 

Seven publi~ers have published one book, each. Among the~ are the big, 

independent publishers. MacMillan and the mainly academic publisher Athlone Press. 

The publishing house Harvill had also published one book at the time, namely Miss 

Smilla's Feeling for Snow, but has since then published both Borderliners and A 

History of Danish Dreams. I have chosen to speak to this publishing house because it 
~. - • <.,' 

specialises in translated fiction, and because Miss Smi/Ia's Feeling for Snow was 

published while work on this thesis was in progress. 

Quartet Books and Serpent's Tail have published two, Danish titles each. I have 

spoken to both publishing houses. They are both general publishers, and both started 

out as publishers of translated fiction, and at a later, date on included English . 

language titl~. Apart from this similarity Quartet Boo.ks is a middle size publishing 

house and Serpent's Tail is a small progressive paperback-only publishing house. I . 

have also been in contact with Dedalus, which has also published two Danish titles. 
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Deda1us specialises in European literature, and unlike most publishing houses, it is 

not London based. 

c One house, Marion Boyars, has published four Danish titles, aU by Henrik 

Stangerup. Marion Boyars is a small independent publishing house, publishing a 

general list with both English language and foreign language titles. The publisher, .. 

Marion Boyars, has worked in the business for many years and was at one point co

publisher in Calder and Boyars,' which for most of its life has been known as Calder. 

This was one of the first publishing houses to specialise in foreign fiction. I have 

also spoken to Marion Boyars. 

I have also spoken to the small publishing house Norvik which specialises in 

Scandinavian literature. Norvik is situated at the University of East Anglia and is run 

by members of the academic staff from the Scandinavian department. It distributes 

mainly through a mailing list. This house falls outside the scope of this thesis since it 

is not part of the main commercial line of publishing. Nevertheless, it does specialise 

in Scandinavian fiction and it is indicative of the status of Danish fiction in Britain 

that it has been deemed appropriate to set up a publishing house in connection with 

academia to publish Scandinavian fiction in Britain ... 

The Danish publishing houses have been chosen differently, mainly becau~ the 

title output of British fiction is so big that it is difficult to form a picture through this . 
output. I have therefore started by finding out the title output of the established trade 

publishers. 

This may seem questionable, but the Danish market for British fiction is 

different from the market for translated fiction in Britain. Most publishers of literary 

fiction £ general trade publishers where translated fiction is an integral part of the 

list. 

The Danish national bibliography is available on-line, and I have through this 

been able to find out how big a percentage of the publisher'S lists were made up of 

titles translated from English. I have further weeded out all non-British titles from 

this. The sample is based on titles published in 1992-1994. ' 

Since the purpose of this was not to compile statistics, but to identify the main 

publishers of British fiction the figures the sampJe showed are not reliable, but the 
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,. , 

British title output from eight of the 13 publishing lists I analysed, indicates that 

British titles, on an average, constitutes 11,5 %. of the title output, whereas titles 

from English spemng countries constitute 36,5 %. ' , 

- This varies within the publishing houses, where the British title output may be 

20% or 6%. Percentages' can be daDgerous.' Sometimes 20% are 5 titles,' sometimes' 

30 titles, but sUice a publishing house' efforts and interests for British literature is 

shown in how prominent a place it has on the list, rather than in the number of titles, 

I have chosen to speak to the publishers who publish close to the average or more. 
, , t_ 

'I have spoken to Gyldendal since this is the biggest and most prominent 

publishing house of qu8Iity fiction in Denmark. It was established in 1770 and has 

since 'then been the blue print publishing house in Denmark. 

I have also spoken to Ringhardt og Lindhof. This publishing house is one of the 

most esteemed and successful houses in Denmark: It is also known for its list of 

English speiking women's writers. The house is of middle size. -

Rosinante is a small publishing house started by the publisher Merete Riis, but 

now part of the Munksgaard group; Besides being a well-respected publisher Merete 

Riis is also the Danish publisher of Peter H8eg, the most successfuJ Danish author 

abroad since Karen Blixen. " 

',. In addition I spoke to Samlerens Forlag, a subsidiary of Gyldendal. It is a 

small irublishing house but with a big list of translated literature. -Besides British" 

literature, Samleren's Forlag specialises in Latin American and Swedish literature. 

, One publishing house I didn't speak to, but which would have qualified is 

Tideme Skifter. It is of the same size as SamJeren, and like Samlerens Forlag it is a 

subsidiary 'of Gyldendal. Its list of British authors is almost identical to that pub-

lished by Samlerens Forlag.: "'-, ' 

The publisher from Tideme Skifter was willing to talk to me at a "later'date" 

since he was very buSY when I contacted him. Tideme Skifter is in many ways 

similar' to Samlerens Forlag (thoUgh in some not), the answers 'from the four other 

publishers were quite homogenous and lastly t I bad spoken to Tiderne Skifter's 

publisher on an earlier occasionl24 and had therefore touched upon his views on 

translated fiction before, so I decided not to contact Tiderne Skifter again. 
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The British titles published in Denmark span a wide spectrum, from middle 

brow to high brow, from crime fiction to experimental literature. In my sample are 

few classic31 authors. They have been translated into Danish, but not within the 

timespan I used for my sample. Otherwise this sample include names such as: John 

Banville, David Lodge, Tolkien, Margaret Forster, Robert Harris, Fay Weldon, Sue 

. Townsend, Pat Barker, Virginia Woolf, lulian Dames, Ben Om, Bruce Chatwin, 

Martin Amis, lan McEwan and Jeanete Winterson. 

The publishin, of Translated Fiction 

.' Both Danish and British publishers work within a publishing world which is 

both international and national. These various publishing worlds are to a large extent 

structured in the same way. They all have to get bold of manuscripts or foreign titles 

for translations. They 31) have to print their chosen titles and they aJ) have to sell 

them on to bookshops, libraries and readers. - And whether the publisher is British, 

Danish or French, he or she has to make a profit in order to survive. The publisher 

of translated fiction is part of the same market, and though there are differences, 

there are also similarities. Therefore some of the methods British and Danish 

publisbers use are alike, while some of their work is influenced by the differences in 

the two markets. 

Both Danish and British publishers use the same sources for finding foreign 

titles for publication. These sources are reviews, contacts and the Frankfurt Fair. 

Since the rights to Danish titles are handled by the Danish publishers, a British 

publisher is not likely to hear of a title through an agent, whereas Danish publishers 

get a lot of titles sent by foreigr. rights agents. The main source, though, within the 

publishing of translations is contacts, which function as an old boy'S network. This 

network takes on an importance which it cannot do within the publishing of home 

country fiction. A publisher cannot tell another publisher anything about a manu

script from an unknown author sent to the publisher since the manuscript is not 

publicly known until it is a printed book. Also, within the national market, publish

ers are in competition with each other for market shares. This competition does not 

exist between two markets. 
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There is no doubt that the network is the main source for the selection of 

foreigo titles. ThOugh aD agent may t8nc: up a book for a publisher,' it publisher will 
, ' . .:,: *" " • 

not rely on this information" solely. If a book is not taJked about within the Old 

Boy's Network' a publisher is DOt likely to pay much attention to a title. Likewise if 
I . - , 

an agent can show who else is interested in a title, the publisher in question will pay 

more attention to why these other publishers would publish the title than to the 
;'., 't ' 

praises of the agent. " .~ , ~ 

One r~n'f~ this is of course ~t.the agent is trying to sell th~ tide; ,the 

other reason is that this network is based on mutual trust. A Danish publisher will 

tell a British publisher whether he or she thinks the Danish book the British publisher 

is considering is good, rather than trying to promote Danish literature at all costs. 

The latter method would bBckfire, not only for the Danish publisher 'who may be . 

deemed untrustWorthy, but also for Danish literann-e as such, since a pUblisher who 

has ~nce' taken a chance on a not quite ·worthy· title is not likely to take a secoDd . 

chance with Danish literature .. 

The network is built up over the years based on mutual interests in the titles; 

shared values and personal likes and dislikes. one of the main forums for meeting 

one's foreip colleagueS is the Frankfurt Fair. 

,-

The Frankfurt Fair is a big rights fair held once a year in Frankfurt. Since' most 

of the publishers know who they are going to talk to at the fair; and what bOoks ~y 
are going to look at, the fair is mainly for the meeting in person of the publishers 

and agents. This is where the last negotiations are done, and wher'e a' possible' 

auction may be held, but the maiti reason for the publishers to attend, is to hear 

whether something new is happening and to meet old colleagues and form new ties. 

One Danish publisher describes the Frankfurt Fair and the socialising which leads to ; 

these mutual trust bonds in the following way: 

", ... ~ 

The Publishing of Translated Fiction 87 



We go around and conf1I'Jll our interest. We make deals about books we 
, have read, talk to people and cultivate the social network, which is so 

infinitely important, try to get in touch with people other than the usual 
(contacts1. ( ... ) Those who deal with foreign rights for the publishers and 
agents and then get in touch with the editors to hear what is happening 
further in to' the future. - Sit and talk, drink a bit of wine, eat a few 

· dinners, drink a couple of pints further into the evening, go to a few ' 
· cocktail parties. Send out the right signals and receive [ signals], and try 
· and get in touch with some new people. This is where the unexpected 

happens, because if you only do the expected, then that is all you are 
going to get. ( .. ) Because if you don't take part in all this small talk and a 
small champagne here and a small glass of wine there instead of going to 
a meeting where you know what you are going to be told [nothing new is 
going to develop l. That is also why this is such an incredibly personal 

· business. l25 ,. 

; ~ • • j 

, ,; Though the personal contact is the main source of information for the translated 
. ~ . 

titles, Danish publishers have a greater chance of bearing of the titles than the . . ~ . 

British. Most publishers receive the British sunday papers such as The nmes and The 
• >~ • ' ., ..' • " 

Observer, they read magazines and the trade publicati~n ?he Bookseller. Because of 

this they are able to get a general picture of the British market. Though most titles 

are sold for translation before they are published on the homemarket, a general . 
• i ~ ~ ,,' >'" -,. 

awareness of the market can lead to translations in the future. 

: Within information theory it is a well-known fact, that you cannot seek out , 
".- " 'l 

information unless you are aware of an information lack. So if for instance a Danish 

publisher become aware of a new trend, or a new author he may not choose to 
. " . ' . , ~ 

follow this trend or publish the new author now - either because the Danish market 
, ) " . 

is not ready for it yet or because his programme is full for now - but he will be . 
, . I J • • ~ .-

aware of this for later use., . 

British publishers cannot read Danish and they are therefore not able to keep up 

with what is happening on the Danish market. 

Some Danish publishers employ scouts who work within the English-speaking 
, " 

market. Their job is to be aware of titles relevant for the Danish market and the 
..... ' t " ' 

particular Danish publisher long before the publication on the home market. British 

publishers do not employ scouts on the Scandinavian markett26
• 

, . 
That British publishers do not employ scouts on the Scandinavian market 

whereas Danish publishers do on the British market, is not only because of a general 
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lack of interest for Scandinavian literature but also a sign of the salability of Scandi

navian literature on the British market. There is no reason to actively seek out titles 

which as a rule are not even able to pay for their own costs. The scouts employed by 

Danish publishers show that British literature does sell on the Danish market, but it 

is also a clear indication of the interest for this literature in a market where more '. 

than half of all translations are from the English language. 

The scouts are also an indication of what sort of publishers publish British 

literature in Denmark and vice versa. Of the four Danish publishers I spoke to, only 

one publishing house did not employ a scout. This publishing house, SamJeren, is the 

smallest of the four and it is the house with the smallest programme. Before a 

publishing house can take full advantage of a scout, not to mention afford one, it has 

to have a programme big enough for this.' , " .' } 

, Though the British publishing houses I spoke to are not necessarily smaller than 

the Danish, or on the whole hav<; a smaller programme of translated fiction, they are 

much'more niche publishers than the Danish publishers I spoke to. This is not as 

much a bias of my selection of publishers, but a reflection of who are the main ' 

publishers of British literary novels in Denmark, and of Danish literary novels in 

Britain. Of the British, pubJish~ I spo~e,to, only Harvill seems to have the status 

the Danish publishers have. That is, only Harvill has a programme which seems big 
" 

enough to validate the use of scouts. 

All in all the Danish publishers have a larger basis for selecting British titles 
" )" .. :.... 

than vice versa. This is because Danes can read English b~talso because the Danish 
. , " ~ . ,,1 ' 

market is open to British literature. This market and the size of the translated fiction 

lists are of a size in Denmark: which wanants the use of scouts. Opposed to this, is 
~ •• " •. t .' . • 

Britain, where the translated fiction market is small, and the market for Danish " 

fiction even smaller. There is a lack of interest for Danish literature. 
" ' 

Though the basis for choosing Danish fiction is smaller in Britain than for 
, • ,....- ~ ~ ,_ f '. '", r' . 

British literature in Denmark, both share the most important so~, namely. the Old 

Boy's Network. Since this is the most important source both British and Danish .,', 
. ~ - ,_ I ' 

publishers have a fair chance of finding titles. The lack of Danish titles on the British 
~ , , l _ • ~ -, • 
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i, ,,' 

market is therefore more 'an indication of the salability of Danish fiction than result 

of the smaller ~is for selection. ' '" " " 

The abOve description of the Old B~y's NetWork indicates that tbisnetwork is 

not only a source f~ selection but that it alsO plays a part in the decision m8tdng , 

process. The main criteria for selection are literarY quality t Salability and the profile 

of the publishing house. ; ~ 

The selection is based, of cow, on the information the publishers have 

gathered .. All publishers, whether Danish, British 'or Finnish' sort ~ugh the pile of 

manuscripts and translated titles by reading the first couple of pages, a bit in the 

middle and the end. If the title catches their interest they will read the whole' ': '," 

manuscript and/or get a reader to do this. 

Since British publishers do not read Danish they are dependent on a reader to 

do this. This again costs money and a publisher would have to have more than a;' 

passing interest in a Danish title for him or her to find a reader. . , , 

. ",' In the selection process, language is quite clearly a handicap for the Danish . 

book. Lindsey Evans from Serpent's Tail described it in the following way when, . 

asked what languages they mostly translated from: 

Geman, French, Latin America. Pete [Peter Ayrton, the publisher at' 
Serpent's Tail} is half French, so it is helpful as well, because when'},. 
people send the books over, they often send the proofs in their own. " , 
language. And we' can't read Danish. So it is like: Well, does anybody , 
have an idea what this is about? And obviously there'n be an English .: . 

, letter, and a description of the book, but it is reaUy Dot the same as Pete ; 
curling up at night with a volume of a French book. And that is a prob
lem. I27 : " , , ' • I ' 

There ~ms to be a correlation between what I~guages .can be read iD-house 

and what books are published.' The main language is' FrenCh which could be read in 

~1 the; publishing houses, in two houses German could be read and in one Italian. 

All the publishers used Latin American literature as an exmple of tfaDsJated 

literature whiCh was'successful, but ~ did Danish publisherS when they' were to give 

examples of other· than Anglo-American fiction which was suCcessful on the Dinish; 

market. LatiD A~ericaD fiction, represented by authors like Oabriel Oarcia Marquez 
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and I~lla ~~ende are therefore to be seen more as an European ,trend or fashion 

than as a general example of translated fiction on the British and Danish markets. 
• ,~' '. ~., ~ • '< ',. '" -

The Danish publishers I spoke to all read English. Merete Riis from Rosinante 
~ , , . ' , ). . ~- ; ,. 

said the following when asked whether that perhaps meant that the publishers had a 
. , , .,' .. ' ~, . 

greater interest in,li~!W'e from the English ~g world:, .. 

We are like all other Danes. We can read the language; we can relate to. 
it, we can judge quality much better in that language than most of us can 
in any other language, because I doubt that there are very many Danish 
publishers who are completely fluent in French or completely fluent in 

, : German.IU 
, , ' . 

. When language becomes a barrier the Old Boy's Network becomes all the more 

important. If a publisher has heard of a title from colleagues he is more likely to pay 

attention to it. Though the receiving publisher has heard of the book from the 

publisher who wants the book translated, the sources for information are the other 

publishers in the network. What happens here is often that a publisher in a third 

country has decided to publish the book. Since publishers know each other and each 

other's lists, a publication in a third COUDtry can indicate that this title will also be of 

interest to the particular publisher. '. .. 

. In 1994, Samlerens Forlag published Michael Larsen's Udtn sikktr Vulen, 

(Without Certain Knowledge). It was first sold to the German Carl Hanser Verlag . 
and has after that been sold to Italy, Holland, Greece and was at the time of the 

interview on option to a British publishing housel29
• Peter HoIst, MichaeJ Larsen's 

Danish publisher, is in no doubt that the reason why so many publishers have been 

interested in publishing the book, is that earl Hanser VerJag bought it first. He says 

that other publishers would have noticed this and perhaps borrowed the reader . 

opinion from the German publishing bouse, and have OD the whole discussed the ' 

book with colleagues. ; 

, ,. Another example is the hugely successful Miss Smilla's FttUng jor Snow by 

Peter H0eg. This was published in the United States by the prestigious Farrar, . 

Strauss and Giroux, which gave the publishing world an indication of the quality and 

salability of this book. It was published in at least 13 countries. What is interesting 
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here, is that the editor at Farrar, Strauss and Giroux is Danish. This not only 
i . , ~. -. , J ' 

removed the language ~er, but added a cultUral and Personal interest. 

It is not a coincidence either, that Michael Larsen's book was fU'St sold to 
" 

Gemuit:iy. Germany has, a tradition for publishing Danish books. Peter ~oeg's first 

book was published in Germany; and this as well was part of the reason why the 

internatirinai publishing ~orl(i paid ~o much attention to ~iss Smilla,'s Feeling jor 
Snow. " . ~ , . 

It is also interesting to note that the Danish publishers I have spoken to think 

that the' success of Miss Smilla's Feeling jor Snow has opened up the international: 

market for Damsh literature. Not to the extent where every Danish book can be 'sold. 

It would still have to be the best of tbC best: But it has opened up because Peter 

H0eg's book has, so to speak, put Danish fiction on the map. It has shown that 

Denmark and Danish literature is other than Hans Christian Andersen and Kafen 

Blixen aka lsak Dinesen: In the short term this seems likely since two Danish books 

were sold on the Frankfurt Fair in 1994, the first fair since Peter Hseg's success. 

One is Michal I...arsen's Uden SikJcer Viden, the other is Solvej Balle with Jft11ge 

£Oven (According to the Law) which was sold to Peter Hoeg's British publisher 

Harvill. Harvill has alsO published Borderliners and If History of Danish Dreams by 

Peter Hoeg, which means a stronger Danish profile. ' ,. 

The question is of course whether this openU1g up of the' publishing world 

towards Danish literature will last. Tradition and reputation are not created over

mght. I would say that a lot depends on the success of the authors being tranSlated 

'now, whether this is the beginning of a trend or a short interlude. 

A general criterion fOr publishing of both translated fiction and fiction in the 

original language is quality . Both Danish and British publishers agree on this. But 

when it comes to translated fiction it has to be of the highest quality, because books 

of medium quality can be found in plenty on the home market. But the British . . \ 

publishers I spoke to also used the quality criterion as a way of excluding translated 

fiction:' 
, . , , 
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But it is also the fact that there is an enormous amount of literature 
written in English which isn't necessarily British: American, South 
African, Canadian, Australian ( .. ). So that before or as well, as the 
homegroWD [literature] we are competing against literature from all over 
the world and we do wince, publishers about how difficult it is to sell 
translations, but I think that is entirely natural. And I don't think we are 
particularly bad at it. When you look at foreign markets, there are some 
foreign markets where people buy enormous amounts of translated books, 
Italy being one. The quality of literature· available in Italy is nothing like 
what there is available in English, so I mean it is not a fair compari-
son. 130 . 

It is true that the literature available in English is major. Nonetheless, the huge 

import of fiction in English in other countries, rather than for instance import of 

German or French books, is more likely an expression of the familiarity with these 

cultures, and Anglo-American hegemony. In one way the large output of books 

translated from English on the Danish market is an expression of the market, but 

taking that aside Danish publishers probably publish more translated fiction than 

British publishers. It is not possible to ascertain since there are DO statistics on 

translated fiction in Britain. This in itself though, is an indication of how little 

emphasis is put on translated fiction in Britain. 

The above quote also indicates British relations to the rest of the English

speaking world. Though written in English, fiction from the USA and Australia is 

fiction from other cultures. But because of Britain's (perceived) close relations, they 

are seen as familiar. Even more familiar than British culture is perceived to be in 

Denmark. Fiction from other English spea1dng countries also have the advantage of 

being written in English. 

The other reason the British publishers gave for the poor sale of translated 

fiction was that the British were xenophobic. There certainly seems to be some truth 

in this. The strong ties to the Commonwealth and the USA probably plays into this. 

That both British and Danish publishers emphasised the quality criterion is also 

an expression of their publishing profiles. Since this study deals with the'literary 

novel, I have interviewed publishers who publish this rather than publishers of mass 

fiction, but as mentioned above the emphasis was on the best of the best. Two of the 

Danish publishers also said that they may translate some of the bestsellers which had 
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a wider readership in order to make a profit, but they would not publish the novel in 
, . . . ,- ,. 

. . ." , ',' , '. ' 

the middle, because there are plenty of those novels as it is .. 

Another Criterion for selection is that the author is alfeady on the list~ All 
'.' ': " ,:' ", ': ''-'' .lO. ,,' , , " 

publishers, whether in Denmark or Britain believed in publishing authorships, that is 

publishing all titles by aD author. The rationale behind this is that the success of one 

title from an author can lead to sales of titles OD the backlist. That is one of the , . 

reasons why Harvill is now publishing earlier books by Peter Heeg. A more altruis

tic reason, is that not all books of an author will be of the same quality, but some

times they have to be written before the author can go on to the next book. That is, 

an author should have room to develop. ; , 

" , . _ Much more than the British publishers, the Danish publishers emphasize that .~ 

having commenced on publishing an authorship, the author is -yours-, meaning that 

whatever reputation the author gains will always be of benefit to the publishing 

house. The explanation for this difference can be found in the gentleman's agree-. 

ment, which to a large extent is still valid in Denmark. This is another reason why 

the Danish publishers publish the so-called middle books. If they don't they may _ Jose 

the author to a publisher who will. ,:., 

, : " .' Among the British authors, both Marion Boyars and Serpent's Tail had lost 

authors because they could not pay the advance other publishers offered the author. 

Though Marion Boyars publishes Henrik StaDgerup in the hope that he will one day . 

gain so much recognition that his titles can pay for themselves and perhaps more, the 

British publishers do not feel so secure in having -their authors- as the Danish 

publishers do .. ' 

" ,Besides the criterion of quality, translated fiction in Britain often has to pass the 

-culturally relevant- criterion. Quartet, for instance, chose to publish SimMrghen by 

EIsa Gress because it dealt with both Danish and American culture. On the whole the 

publishers agreed that a book should be able to -travel-. That is, it can be foreign 

but not so foreign that the British reader cannot understand it. To this Guido 

Waldman adds what he calls -privileged insight-, To exp~ this he uses the 

example of two Italian books he had on option at the time of the interview. One was 

about the rain forest, the other about the mafia: 
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. I would say to myself I am looking from Italy for what I would call . 
privileged insight, that only that country can provide. Wben it comes to 
the Amazon rain forrest, an awful lot of people all over the world are 
working in that field. and there probably is some perfectly good English 
writer to write a book on the subject. But when it comes to the particular 
question involved with the mafia, then an Italian insigbt is of particular 
:value and that is what one should be going fo~<SI,'\:i . ;:. 

The Danish publishers do not talk' about whether British fiction can travel the 
t -{ " , ' ',':' r' : ' ,,-'" • 

cultural distance to Denmark. British culture is well known, and as Liv Bendtsen 

from Ringbardt og Lindbof points out: even the . "whacky" things are easy to 
'" <... " • .. . (.' :' ~ <.. ' 

understand. She is also the one to point out that Danes too can get privileged insigbt 

and learn' from the British. She mentions that Britain for years has been a multi

cultural society. From literature about, for instance, the problems second generation 

immigrants experience in Britain, Danes can come to understand the problems which 

face the group of second generation immigrants now liying in Denmark. 

. Another criterion for seJection is how weIJ a translated title can expect to do on 

the market. This point has already been dealt with in connection with authorships 
. . 

which publishers in both co.untries see as a way of building a backlist and thereby 

create steadysellers or to use rights to titles already bought if an author should get a 

break-througb with a later title. . " , 

Besides that, there is the question of financial viability, it is a question of how 

big a readership the book has and on how much the publishers can sell to bookshops 

and libraries. . . . , . . .' j 

, . In the question of sales to bookshops and libraries, publishers in both countries 

agreed that the bookshops were the main customers. British publishers mentioned., 

Waterstones and Dillons as their biggest customers. They also found that the 

bookshops did not always want to stock their titles and that it could be difficult to 

get their books properly displayed. The main issue here seems to be one of promo

tion .. This is dealt with in the next chapter. 

Danish publishers felt that the bookshops gave an adequate service. What they 

did mention was the increasing number of English original paperbacks sold in the 

bookstores. All publishers mentioned that is was impossible to say exactly in whi~ 

way it influenced their sales, though it was not to the extent where they chose not to 
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translate. A report from Instituttet for Fremtidsforskning (The Institute for Research 

into Future Developments) Concludes: 

A certain market for English language literature does exist, and the size of 
it is enough to rouse debate. The problem is that the AmericanlBritish 
export editions of new novels reach Denmark, partly a long time before 
the translated version of the book and partly at prices, which are competi
tative with the Danish version. Sales of the export editions can hardly be 
regarded as being of a size, which constitutes a real threat to a later 
Danish version, though there is of course a marginal sale which disap
pears. The bottom-line is though, that the English version can only be 
expected to sell in a greater number of copies in Denmark when it comes 
to sales successes, which will also manifest itself in considerable sales of 
the Danish version. 132 

To the publishers I spoke to, the bottom-line was not that the English editions 

could only expect to sell well if it was a bestseller. The bottom-line was that the 

English editions did sell, and that the titles which sold, whether a few copies or 

many copies were of titles the publishers had published in translation. The Danish 

market consists of and exists on a population of 5 million people. In a market where 

it is not unusual to sell only 400 copies of a title, the margins count. 

Likewise Danish publishers have during the last 5-8 years complained about 

falling sales to libraries. They are no longer supporters of quality fiction to the extent 

they were before. Again, when the market is as small as it is, the margins count. 

Also British libraries have had diminishing funds, but the' British publishers . 

seem to show greater understanding for this than the Danish. The iSSues behind the 

different attitudes are explored in chapter 9, but had British libraries been vital to the 

survival of quality fiction the British publishers would have had mOre to say on the 

subject. 

Nevertheless it is an accepted statement that translated fiction does not sell in 

Britain. Translated fiction in Britain has a readership far smaller than the population, 

and far smaller than that which literature from the English speaking world has. Since 

it, like literature on the Danish market has a small readership, margins must also be 

important concerning translated fiction. 

Instead of relying solely on library and bookshop sales, British publishers rely' 

on rights to the Commonwealth and Australia and to a lesser extent Canada. In this 
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way the market is increased, and the increase has been obtained because of the 

common language. Danish publishers do not have this possibility. 

On the whole it is expensive to have a book translated, but it is also a fact that 

the first copy of a book is what costs and the price is lowered or kept down in 

accordance with how many copies can be expected to sell. If a novel has been . , 

translated into English, the cost of this translation can be carried by all the English 

editions printed, whether it is to Australia or Britain. 

The publishers I spoke to survive on their English language rights. Serpent's 

Tail and Marian Boyars have daughter publishing houses in the States. Guido 

Waldman from Harvill mentioned that the question of other English-speaking rights 

could decide whether they took on a book or not. 

The publishing houses also took the chances of receiving support for transla

tions into consideration. Since they cannot rely on this support beforehand it is a . ' 

general knowledge of what tends to receive support which is the decisive factor. The 

Arts Councils supports translated fiction, and for European fiction the EU have 

grants. As for Danish literature specifically, The Danish Uterature Information 

Center give out translation grants. These grants and institutions will be discussed in 

chapter 10. Suffice here to say that British publishers find it difficult to publish . 

translated fiction without these grants. 

; Danish publishers also receive grants for translations, but according to them- .... 

selves, not for British literature. The reasons given for this are that there are plenty 

who wiU publish it and there are probably languages/countries which are more 

needy. The figures from the Danish Uterature Information Center tell a different· 

story, as it is shown in chapter 9. Nonetheless, compared to how much English 

language fiction is being published, it does not receive much support. Danish 

publishers take the possible paperback and book club sales into consideration. If the 

market cannot be expanded through language it has to be expanded in other direc- , 

tions. 

British pUblishers. do not think in paperback editions since smaller houses 

seldom publish both hardbacks and paperbacks. But both Quartet and Serpent's Tail 
I .' 

, ' 
, . 
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publish dirCctJy in paPerback. Marion Boyars tries to seU paperback rights and will, < 

failing that, publish her own titles in' paperback just to keep them in print. 

Where for Britain it is true that translated fiction does not sell, it is trUe for 

Denmark that Anglo-American literature does sen. I asked the Danish publishers 

whether British literature sold as well as American literature. They found this to be 

true~ It was not so much a difference in origin as a difference in the specifiC authors. 

A title with a n8lTOW readership 'would Sell the same whether it was British or 
" \' 

I also asked the 'Danish publisherS whether British literature sold as well as 

Danish literature~ Here opinions differed. Two publishers said it did, and two said it 

didn't. The answer to this difference in Opinion can be foUnd in the British titles the 

publishing houses publish.' 

Liv Bendtsen from Ririghardt og Lindhof said that British titles sold as well as 

Danish titles. On Ringhardt"og Lindhofs list most of the best known woman writers 

caD be found.' The house publishes authors sUch as Fay Weldon, Mary Wesley and 

Joanna TrollOpe. These authors are steady selling authors in Britain as well.'· 

Peter HoIst from Samlerens ForIag did not think British authors sold as well as 

Danish' authors. On this list authors like Jeanette Winterson, Martin' Amis, lan 

McEwan and Kazuo Ishiguro are represented. These authors are not household names 

in Denmark. Their books are more experimental, and these authors do not write big 

narrative novels' to the extent the above mentioned women authors do. 

It is therefore fair to assume that well known authors who Write big' narrative 

novels can compete with Danish novels of the same kind, whereas the more experi

mentlt novel, whether in content or style Cannot compete in the same way with the 

Danish equivalent. If a library has to choose between a British and Danish book with 

a narrow readership, the librarians will choose the Danish. Ukewise Danish readers 

are more apt to take a chance on a novel by an unknown Danish author than on an 

unknown book by a British author. With regards to the better known British authors 

with a mOre popular style of writing, what seems to happen is that the difference 

between British and Danish disappears and the author and the author's culture is 

regarded as, not exactly Danish, but familiar. 
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Both Danish and British publishers are part of an international network which is 

based on trust and mutual interests. This network is a source of information on titles 

worthy of translations. In this way it is also a trendsetter because the publishers ' 

through their likes and dislikes play a part in deciding what is the canon. 

Language plays an important part. Because Danish publishers understand .. 

. English they can familiarise themselves with the British market through British 

written sources such as newspapers and trade magazines, and because they read 

English they have immediate access to titles under consideration for translation. 

When British publishers consider Danish titles for translation, the language 

becomes a barrier because they cannot read Danish, and the publisher will therefore 

have to rely on the opinion of a reader. It is therefore easier to consider titles in 

languages the publishers can read, such as French, German or Italian. 

The English language becomes a hindrance for Danish literature on the British 

market in one other aspect, namely because of the huge amount of literature avail

able in English from the States, but also from Australia, canada and South Africa. 

The English language is also beginning to play a part in Denmark where imports and 

sales of English language originals are increasing. 

Also in the question of salability, language becomes an issue. British publishers 

can expand their market into other English-speaking areas, whereas Danish publish

ers cannot. Danish publishers are therefore more dependent on library sales, book 

club editions and paperback sales than the British publishers are. 

British publishers rely on grants for tranSlations. Danish publishers do not do 

this because fiction in English is regarded as commercially viable. 

In close connection with the issue of language, is the issue of culture. 

Not only can Danish publishers read English, but they consider British litera

ture a market so interesting (and economically viable) that it warrants the use of 

scouts. 

One Danish publisher points out that publishers are like other Danes, they 

understand the English language - and culture. Because British publishers too, are 

like other British peopJe, they are more open to English Janguage titles than to those 

from other cultures. 
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.... . Culture plays a part because British publishers have a cultural criterion, which 

means that a translated title must be able to "travel" and give privileged insight. 

Danish publishers do not set up this criterion for British literature because British 

culture is familiar both to publishers and readers. On the whole there is no cultural 

barrier between British literature and Danish readers, though the market will support 

an unknown Danish author better than an unknown British author. 

., { 

, . 
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6) PUBLICITY AND PROMOTION ' 
,~- ;' 

This chapter analyses the importance 0/ publicity and promotion in 

: Britain. This was identified as an important factor in the British market in 

, chapter 4. The chapter is based on a case study 0/ the launch 0/ Brother., " 

. lacob by Henrik Stangerup published by the smml publishing house r, ' 

Marion Boyars and the launch o/Miss Smilla's Feeling for Snow by Peter 

. HBeg published by the HarperCoIUns owned Harvill. Both titles are 

transklted from Danish and both titles were published in Britain in 1993. 

, The case study shows that the huge campaign put behind Miss Smilla's 

'" Feeling for Snow resulted in extensive coverage by the press and well·' i . 

, stocked bookshops at the time 0/ the launch. This again led to huge sales 

" and klter on to the publication 0/ the title in paperbaclc. Brother Jacob , 

~'. ", 

. was promoted the way most titles from small houses. and titles which are 

, , " not thought to have a big readership are promoted. Press release and 

, proof copies were send to the press. Because it was not talktd up and 

, " because it was not deemed likely to sell it was not widely Slocked by 

bookshops and did not sell enough to cover its own production costs. 11ais' 

is the way most transklted fiction is perceived. promoted and sold. 1he 

role 0/ publicity on the British market is therefore an added disadvantage 

for transklted fiction on the British market. 

Within publishing circles in Britain the statement "Translated fiction doesn't sell" is 

generally accepted. Of course, every publisher can mention the exception: Marquez, 

Kundera, Heeg, but generally, translated fiction does not sell. ' 

, There are various reasons for this. First and foremost the novel must have a ' ' 

readership; secondly the potential reader must be aware of the existence of the 

translated novel and the book must be available either through bookstore or library. ' 

This chapter deals with how knowledge of the book is brought to the potential 

reader and how the book is made available through the bookstore. It deals with this " 
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through a case study on Brother Jacob by Hemik Stangerup and Miss Smilla's 

Feeling for Snow by Peter Hgeg. Both were published in 1993 in Britain by respec

tively Marion Boyars and Harvill. It is therefore not a comparative study between 

Britain and Denmark. This is primarily because publicity and promotion do not have 

the same importance in Denmark. The two novels chosen here are by two authors 

who are both successful in Denmark. But had two unknown British authors written 

two similar books, the results of two similar publicity campaigns would most likely 

have been the same. Such is the importance of publicity in Britain. 

Most of this case study. is based on conversations with Christopher MacLehose, 

publisher, Jane Thurlow from HarperCollins' marketing department and publicist 

Steve WiJliams during the launch of Miss Smilla's FeeUng for Snow and on a later 

interview with Marion Boyars. HarviU also made press releases, the publicity 

schedule for Peter Hgeg and other material available. In addition two buyers from 

respectively Waterstones and DilIons were interviewed. The two bookstores are both 

based close to the corner of Oxford Street and Charing Cross Road in London, that 

is, in the West End. Though these stores may not be typical, their dose proximity 

means that they share the same readership, which again means that the differences 

which show up are based in different store-policies rather than the community they 

serve. 

But first, the importance of the bookstore. Reader and bookstore are inter

linked, partly because the bookstore makes the book available for the potential 

~der, but also because the bookstore through its display of the books can enhance 

the reader's chances of becoming aware of the book. The bookstore therefore 

functions as a gatekeeper between publisher and reader. . 

If a potential reader is not aware of the existence of the novel, he or she is not 

likely to look for it in the bookstore. But if the bookstore stocks the novel in 

question, the buyer can become aware of it through browsing in the shop. Neverthe

less a potential reader browsing in a bookstore does not have a specific wish to buy, 

for instance a Danish novel dealing with, as Brother Jacob does, a Franciscan monk 

working among Indians in Mexico. The bookbuyer may be in the bookstore with a 

specific wish for another title or has entered the store simply to browse for Ita book It . 
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Therefore the pOssibilitY of the novel reaching its potential reader is dependent on 

whether the bookstore stocks the novel, and on how the store displays it. The 

browser is more likely to pay attention to books prominently displayed in front of the 

shop, in dump bins or in the "New Titles" section than books on the A-Z shelves. ' 

, But all books do not end on the shelves in the bookstores. In fact if the 

publisherS do not make bookshops and readers aware of their titles, they will end up 

being remamdered. Therefore to create as wide a readership as possible, they have to 

promote their titles. This is not only to get a readership, but also to get the book-

shops to Stock their books. Jacqueline Graham says: 
'. '.' 

An important criterion in any bookshop's backing of a title is the publicity 
potential of the book: the likelihood of widespread review coverage, plus 
author interviews coverage, plus author interviews on television, radio and 
in the press. Publicity is crucial to the selling of a book ( ... ). A bookshop 
will take more copies of a title and display them prominently if a formida
ble publicity schedule is in prospect. If the coverage materializes and the 
author is a compelling performer in the right media slots for him or her, 
the result should be immediately apparent in sales.133 . 

In the question of availability and awareness of titles reader and bookstore are 

link~' through the' twin c~n~epts ,of promotion and publicity.' It. is ~y the 

publishers who are responsible for promotion and publicity. Promotion is aimed at 
. , 

the bookstores, and the function of this is to lJlake the bookstores aware of the books 
~ , . . , ~. 

and to promote them to the extent where the bookstores wish to stock them. Publici-
/'". \ , . 

ty is ai~ at the media - newspapers, magazines, radio ~d television. Th~ugh, I 
publicity is aimed at'tb~ ~~a, it is indirectly aimed at the ~~ since 'media 

;<: , ."' ... " ." 

coverage bringS public attention to the book, and this, of courSe,' is why' publishers . ". , ;. " , ,~ " . .., '. 

want the media coverage. 

The dividing line ~tween promotion and publicity is not strict, but generally 

pr~motion is the respo~bi1ity of the marketing department whi~h will' bC'responsible 

for pr~ucing dis,;lay bins, posterS etc. It is also the mark~ ~~t~hiCh ' 
~ -,.'" 

info~ the bOOkshops and 'the head offices in the book chainS Iboui new releases, 

and it is the' ~keting department who talks up the titles for the publishing house's 

reps, who are the people who sell the books to the bookstores. The publicity is the 

responsibility of the publicist, but the two departments work closely together. In fact 
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in the small publishing houses both publicity and promotion are the responsibility of 
~-,..' , • k '. • J. • t • . t ~ ,,( i 

the sales manager or the publisher. 
,,' 

. . .. . . ~ "' . , ~ -.~ , 

, The promotion campaign (both publicity and promotion) is of tremendous 
i-,' , 

importance for the sales to bookshops. If the bookstore knows there is going to be a 
~ ;;. ,,,;. .' _' •. ~. " - :., I." : (~ : " , . " , ~. 'i, >. -

big publicity campaign, they will buy the book, if not - and the book may seem 
;' ,~ ~'. ... ' ,~ , 

slightly obscure, which most Danish novels will - they may not buy the book. Gary 
) . ,- , "'" . ,~ , , "" ~ .; 

Spence from Dillons says: 

• ,. t There are so many books published each week that we can't find space for 
all of them. Some of them we put on maybe some of the smaIJer display 
tables at the back. Some of the smaller amounts of new titles, where we 

" , maybe only take half a dozen copies, they end up just on the fiction , 
shelves ( .. ). It is sort of a catch 22 situation, because we don't think we 

,'. can sell enough of them to justify taking more than ten. But if we only . 
" take about ten they end up just going OD the fiction section, so they don't 

get the publicity which would help us sell more. It is a bit tricky but we , 
. have to promote the books we know we can sell. 1)4 

, • \ ~ ~ ~ y , ,,'. 

The publishers know the importance 'of promotion. They know the buyers in 

the txdst~res are 'going to' ask the reps about the promotion budget, and they kn~~ 
. , 

the answer to the question is going to decide whether the store chooses to stock 

~one: two or twenty' copies ~f a title, and it is going to decid~ how the ~k '~iIl be 
'~\ ~ ., , I _ " • ' .' • 

displayed. 
" ' \ ! 

All publishers wish to see their titles prominently displayed. All publish~ wish 
, '" ~ . '" . . , 

to sell as many copies of their titles as possible, but when deciding how to promote a 
~ • < " • Ii i ~, • 

title various aspects are taken into consideration. The publisher - especially small 

publishers • cannot afford a big promotion budget. Therefore they may choose only 
. , ~ . . . 

to send. out review copies with a press release. This is bow most books are promoted 

whether it is -a big or small' publishing house. Another considera~~ is the potential 
. :. " .. 

readership the publishers presume a book may have. A thriller will have a bigger 
. , , 

readership than a high brow, novel, based on Kierkegaardian philosophy. A novel by a 

well-known British author will have a bigger readership than a novel by an un-

known Danish author. 

'. 
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, LikeWise the literary editors in the media will choose to revie~ titles whlch 

they presume most of their readers will be interested in - or they will choose to' . 

review titles they themselves are interested in . 

. In 1992 the small publishing house DedaJus 'published The Black Cauldron by 

William Heinesen as part of their Dedalus Europe 1992 Series. The author had died 

. the year before' and two obituaries from respectively The Times and The Independent 
. . .. . , ~ 

were sent outwith proofs and press release. The novel failed to get any reviews. In 
. . 

the same campugn Dedalus published a Greek, a German and a French novel. The 

French novel was Book of NighJs by SyJvie Germain, who came to England to ',:' 

promote the novel. This novel received 12 reviews and two interviews with Sylvie 

Germain. The Greek and German novels received respectively 2 and 3 reviews. 1" 
French culture is better known than Faroese or Danish culture, and it is easier for a 

living French author to promote her novel than it is for a deceased Faroese author. 

Lindsey Evans from Serpent's Tails points out that "You need enthusiasts in the 

trade to get it out". A,s an example she mentions a book about Pedro Paramo. At the 

time of publication the book received a few reviews, but not much happened.' About 

half a year later the Guardian did a major piece on the book, and Penguin became 

interested'in doing a mass market edition of it. In spite of Serpent's Tail's promotion 

and inf~rmation about the book on publication, Penquin bad not noticed it because it 

was a translation. But because Richard Oath the literary editor at the Guardian is ,,, 

interested in Latin ~erica and therefore chose to do a piece on. Pedro Paramo, the 

book received the attention needed.'- . ~ : -.' ~ 

,. . Publishers of translated fiction do therefore face the paradox of wanting to 

promote their titles and o~ havulg to decide whether the book can be promoted. If,,' 

the publishing house can, afford it they tend to promote the books they deem likely to 

succeed. All literary fiction is difficult to promote, but a French book is more likely 

to find SYlllpathetic, buyers, literary editors and a bigger readership than a Danish 

book. . .. . " 

None of the publishers I spoke to would or could say which books they 

promoted more than others. Their general answer to the question "Do you promote. 

some books more than others 1" was~No". Mostly they would send out review \ , 
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copies to key-people in the trade, and that was the promotion they did. But when 

discussing the success of Miss Smilla's Feeling for Snow and the promotion campaign 

for this, they would admit that for some of their titles they may do a bigger cam

paign. If they were to do a bigger campaign it might be: 

~ . "", ~ , .: : ,~~~,1t 

a book by an author we had already published on a subject that was either 
: ' ' " 'particularly exotic or had some sort of relevance in this market,' that the " 

previous book hadn't, even though it is a writer we think is very good. 
The book where you think you are going to break through into a big 
market. 137 • '" "; ,. 

Very few Danish authors have had novels published in Britain, and of those 

who have, ~niy Henrik Stangerup and nea Trier Mm'ch have futd more than on~ " 
• ,~ • '! ~ < " 

novel published. Since they are from' a sm&n country and from a culture which does 

not r~eivemrich btterest, they are not likely candidates for a big pr~motion ~m-' 
, . 

paign. 

, In 1993' two Danish novels'were published in Britain. One was Brother Ja~ob 
by Henrik Stangerup, and the other was M~s Smilla'~ FeeUng For Snow by Pe~r 
Hoeg. Brother Jacob had very small saleS (800 copies) while Miss 'Smilla's Fe~Ung , 

for Snow four months 8fter publication had sold more than 21,000 copies. 

The tWo b~ks are both fairly high brow. 'Brother Jarob is a book'in a trilogy , , 

based on Kierkegaardian philosophy. It follows Brother Jacob from Denmark through 

Europe to Mexico. Brother Jacob is a Franciscan monk who OppOses the RefonDation 

and therefore leaves Denmark, but whether be' is iD France or Spain be can'noi find 

truth within the Church. He ends up in Mexico, trying to form a' Utopia amo~g the 
" t ~ . 

Indians there. At his death be is sainted by the Indians. 
, ~ ~. " " ~. ; • i .-

Miss Smilla's Feeling for Snow is a thriller set in contemporary Denmark and . , 

Greenland. Miss Smilla, it Greenlandic/DBIrlsh woman wants to find the truth about 

how her upstairs neighbour, a young boy, 'fell t() his ~th from the ~f of the 

building they live itl. Her' investigation takes her through the' world of Greenlandic 

immigrants in Denmark, the Darnsh stockbrok~ belt and she endS her search in 
Greenland. ~ 

Miss Smilkz's Feeling for Snow deals with'the cultural split ~bicb people born 
, , 

in one culture experience when living in' another cuJtufe. It is a critical description of 
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the influence of Danish culture on the !nuit culture in Greenland. BrotMr Jacob 

takes its starting point in Denmark, but focuses on the common European experience 

of the reformation. It deals with influential theories of the time, such as Thomas 

More's Utopia, and could therefore be expected to have a wider readership than Miss 

Smilla's Feeling jor Snow. Both novels are packed with factual information and both 

books are of high literary quality, but where the plot of Brother Jacob is almost noo

moving, Miss Smilla 's Feeling jor Snow is, if not fast moving, then at least it does 

start with a promise of a solution, and the search for this solution moves the plot !, 

along. 

Brother Jacob and Miss Smilla's Feeling jor Snow were published at almost the 

same time. Both are Danish. Both could be called genre novels - Brother Jacob is a 

historical novel and Miss Smilla's Feeling For Snow is 8 thriller, but Brother Jacob' 

is too intellectual to conform to the genre. On the other hand Brother Jacob is much 

more European than Miss Smilla's Feeling jor Snow. All in all both novels would 

have their advantages and disadvantages on the international market. So why did ' 

Miss Smilla's Feeling For Snow do extremely well, while Brother Jacob did not even 

sell enough to make up for production costs?!" 

To begin at the end, when I showed the two novels to Gary SpeDCe from 

DiUons, he told me that Miss Smilla's Feeling jor Snow had done very well for· .. 

them, while he had never seen Brother Jacob before. Jack Noe from Waterstones ' 

had seen both books. Miss Smilla's Feeling jor Snow had been Waterstones' Book of 

the Month in Decentt>er. They had carried a few of Brother Jacob~ placed in the A-Z 

section for foreign fiction. So, Miss Smilla's Feeling for Snow was prominently 

displayed at the two stores, and thereby easy for the reader Ind browser to see. 

Brother Jacob was only available in Waterstones and here displayed so that the 

reader would have to have a specific interest in foreign literature. In Dillons the ' 

reader would have had to have '8 specific interest in Brother Jacob by Henrik 

Stangerup since the reader would have had to ask for the title in the store, aDd the ' 

book would have had to be ordered fOr this reader. 
, As for the reviews, both books received more reviews than Danish books 

usually receive. ID Brother Jacob received 5, But Miss Smilla's Feeling jor Snow 
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received 9 and three interviews with Peter Hoeg. Peter H0eg also had four radio 

interviews. ' 

A closer reading of the reviews will show which impression a potential reader 

will get of the book, and thereby what sort of a potential reader would want to buy 

the book. 

Brother Jacob's five reviews were in three broadsheets: The Times, The Daily 

Telegraph and The Independent, and in two magazines: The Spectator and The 

Times Literary Supplement. All but Robert Nye in The Times are positive. Robert 

Nye is very negative: "Seldom can a book so much concerned with movement and 

discovery - physical, mental, and spiritual - have been so static. Rarely can so static 

a book have proved itself so misty at the edges."I40 Christopher Stace in The Daily. 

Telegraph informs that the book is part of a trilogy and in the light of this, a novel 

about Kierkegaard could have been expected!·!. This introduction seems slightly 

off-putting for the reader who has no knowledge of Henrik Stangerup, but the rest of 

the review is up-beat and inviting with the main focus on religion and the Indian 

people. The main focus of Euan Cameron in the Independent is Jacob's life among 

the Indians in Mexico and his conflict with the church in that connectionl42
• The 

reviews in the two magazines both focus on the relevance of the story for modem 

day Europe, but without forgetting the religious implications in the DOveJI43
• Eric 

Christiansen's review in The Spectator is the most thorough of the reviews. He and 

Christopher Stace in the Daily Telegraph are the only ones to mention Kierkegaard 

and the two seem to be the only ones who have a knowledge of Henrik Stangerup 

and his works. ., 

On the whole Brother Jacob comes across as being a historical novel dealing 

with the religion and thoughts of 17th century Europe. Though the Reformation is 

viewed critically, the best of religion and secular theory is brought to the Indians of 

Mexico. None of the reviews try to categorize the novel, except for Euan Cameron 

in the Independent, who points out that you cannot categorize it: "Brother Jacob is 

occasionally dense, and the careful philosophical reflection means that this is not a 

historical novel in the accepted term 11144 
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Miss SmiUa's Feeling for Snow was reviewed in all the broadsheets. Two of the 

tabloids· The Mail on Sunday and Today also carried reviews. New Statesman and 

The Times Literary Supplement reviewed the novel as did Time Out, the weekly 

magazine for London.' Al1 in all there were 9 reviews and all in all they were 

positivel
'" • 

· All reviews except for Times Literary Supplement see the novel as a thriller, 

but it ranges from a "whodunnit" to a metaphysical thriller. The Times Literary 

Supplement does not categorise the novel, but says: "The Book declines to limit 

itself46." Two of the reviews were sandwich reviews where in each three thrillers 

were reviewed. In these the thriller genre is discussed and both state that the thriller 

can also be a novel. Miss Smilltz 's Feeling for Snow is defined as a thriller which is 

also a novel. . 
1 ~ . . -, 

Where the reviews move away from the thriller genre and see the novel as 

rising above the genre it is in the character of Miss Smilla. She either develops or 

stands as a focal point for the European/Danish· Greenlandic tension. ,But ~s " 
. • I . 

tension or split is never discussed in the same way as for instance the motif of s~ow 
,~ • .,. " '. ~ ", ,.' ~ ~ '" ' ' • • I ", 

within the context of the thriller is discussed. 
" " • !t • ~ , 

All in all ~e reviews see Miss Smilla's Feeling For Snow as an exceptional 
· )', ~ . ,\ ~ 

thriller rather than a critical novel about DanishlGreenlandic relations. Where" 

Broth~Jac~' fails to conform to its genre, ad the emphasis isp~t on "~bject, Miss 
, .. '~~:. ',. ~ ~r! ~ . 

Smi~la 's Feeling fo~ Snow has so many of the traits acquired that the genre ~es 
~ . ~ 

precedence over content. 
. . "'.. \ . t " 

The crime novel ~ won more and more recognition as a genre which is also 

critical of society, and it is a genr~ with ~ wide ,readership. The historical novel too 

has a wide readership, b~t it is not "a genre which" is thought of as serious, therefore 
'_ ~ f ~ ~. ~ _ '<., " \-"" 

Miss Smilltz's Feeling for Snow is easier to categorize than Brother Jacob. This is 
. , '" , _. \ ." , 

reflected in the reviews. The reviews of Miss Smilla 's Feeling for Snow target the 
• • !> j, 

book's readership • 'the crime r., while'~'~views of Brother Jacob will reach a 

diffuse ~up of peopJ~ who may be interested in the Reformation or the 17th 

century or South America. 

Publicity and Promotion 109 



Though this may mean Miss Smilla's Feeling jor Snow will reach a wider audi

ence, this is not only because of the angle of the reviews, it is also because the two 

novels are different. Both could have been reviewed as novels dealing with European 

culture and ideas, and the influence of this on other cultures. Miss SmilltJ's Feeling 

for Snow stays much more within the genre than Brother Jacob, and it is this ' 

difference which the reviews mirror, rather than a purposeful targetting of a reader

ship by the literary editor. What is more interesting is why Miss Smilla's Feeling for 

Snow bad twice as many reviews as Brother Jacob .. 

Behind the reviews and sales to bookshops is the promotion campaign. Brother 

Jacob is published by Marion Boyars, a small publishing house run by the founder 

Marion Boyars. When I asked her how she promoted her titles, she said: 
, , .,. C -. < ii' 'f '. -'. , 

Everything we do, we do without spending money, except our time and 
our effort and our ideas. But it is not enough. 141 ' 

Brother Ja~~b w'as promoted by sending out p~fs and lett~ to re~i,ewers and 
, ,. ~ '. :-.. ," • f\ 

editors. Marion Boyars chose to play down the Kierkegaardian theme in Brother 
, .. ) '; . .-~. . ; 

Jacob. Instead she focused on the story of a good man - something which the arts 

hardly' ever deals with. She al~ pointed out that the no~el ~s inter~g' from a 
• ':-~ -}' t l' . < ';, 

religious point of view and she mentioned it contained violence, anger, betrayal., 

Henrlk Stangerupcame to Britain to promo~ the boo~: The literary editor of 

the Guardian, Richard Goth, who is interested in South America was especially 

interested in the novel; and he and Henrik Stangerup met over lunch at the Danish 
• f < , ., ~, ' 

Embassy. Though Richard Oath intended to do in article about Henrik Stangerup 
. , 

and Brother Jacob,~ the book failed to get even a review. , 

, ,BrotherJ~~ob was promoted the way most books ";'e prom~. Considering 

the 'reception of other Danish novels it did quite well in getting five reviews. One 

reason for this could be that ~~ people within th~ tra<k are aware ofHenrik 

Stangerup ~d his ~orlcs: The reviews in The Daily Tel~graph and The Spectator' 
, >. ~ 

indicate this. In spiteOi this 'Brother Jacob only just made it in to the bookstores. 
, " 

Miss Smilla's Feeling for Snow, on the other hand, ended up prominently displayed 

in the stores. 
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, When Harvill' s publisher, Cbristopher MaCJehose, bought the rights to Miss 

Smilla's Feeling for Snow, he ~ded to make it the top name of the Autumn 1993 

programme. That is, he chose to promote it intensely, more than Harvill's other new 

releases. , . , 
Long before the book was published this promotion started because Harvil1 

. chose to talk up the book within the trade rather than to place advertisements in the 

press. 2000 pr'?Of copies were printed well in advance and sent to booksellers, the 

press and other publisbers in order to get the talk started. 2000 copies is a lot, more 

than many translated titles sell, but even this was not enough to secure the talk which 

HarviIJ wanted to snow-ball within the trade. 

Jane Thurlow from the marketing department was responsible for the promotion 

to distributors .. In order to get the book noticed among all the books published, she . 

decided on a promotion "gimmick"!4I. The department came up with an idea based 

on Miss Smilla IS Feeling For Snow and the thriller genre. A four piece jigsaw puzzle 

was made, and each week for four weeks a jigsaw was sent to the booksellers with a 

new clue taken from the book. On the last jigsaw the title and author were men

tioned. In this way the marketing department hoped to catch the attention of the 

bookstores, and to start the talk of the book within the bookshop chains. It was 

followed up by information on the reception of the book in Denmark, other countries 

which were publishing the book, and later on, on the reception in England. The',. 

marketing department also designed posters and display bins. This of course the . 

bookstores were informed of as well. Also, the distributors were sent a gift box . 

containing a proof copy of Miss Smilla's FeeUng jor Snow and a watch in the same 

blue colour as the rest of the promotion material for the book and with a Harvill 

Black Panther at its centre. 

The representatives were enlisted in the work of promoting Miss Smilla IS 

FeeUng For Snow as welL From HarviIJ they were told to keep the novel first on 

their list, to have an extensive knowledge of the book and to make sure the infor- , 

mation was conveyed to bookshops they were dealing with. 

Steven Williams was responsible for publicity. When Miss Smilla's Feeling for 

Snow received as much attention from the press as it did, it was due partly to the " 
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promotional material, partly to the snowballing effect of talking the book up. But 

literary editors receive a lot of books to be reviewed and only a few are. It is 

possible to follow up on promotional material with telephone calls etc., but only to a 

certain extent. Therefore the launch was helped by Harvill' s reputation for publishing 

quality fiction and by Steven William's personal talking up of the press. 

For Miss Smilla's Feeling for Snow the interest shown by the press was 

furthered by two interviews with Peter Hoeg published before the launch. These 

interviews were in The Independent and The Sunday Times!49, but it was especially 

the one in the Independent which drew the attention to Peter Hoeg and Miss Smilla's 

Feeling For Snow. 

Two members of the press bad been invited to Denmark. Paul Binding from 

The Independent is interested in Scandinavia and Scandinavian literature. The literary 

editor of The Times Magazine found Peter Heeg interesting looking and sent a jour

nalist and a photographer. Unfortunately the pictures did not come out well, which 

can account for the small space allotted - considering a journalist was sent all the 

way to Denmark - to the interview in The Magazine. Both journalists found Peter 

Hoeg a subject for an article, not so much because he was about to be published in 

England, in about 12-13 other countries and about to sign a film contract for the 

book, but because he bad an interesting past as dancer, actor, fencer. 

It is interesting to notice how the interviews both in The Independent and the 

later one in The European focus on culture rather than the thriller aspect. In fact the 

interview in the European starts by denouncing this categorization: "There is no word 

for thriller in Danish, says Peter Hoeg ( .. )It's not part of my vocabularyW!$O When 

the interviews focus on culture and the split between cultures a person can experi

ence, the words are Peter Hoeg's. The plot of Miss Smilla's Feeling for Snow is 

described in both articles, but the main focus is on Peter JlBeg, his past professions 

as dancer, fencer and actor, and on his character and appearance. "He's a man of 

great charm, not only of manner and expression but of movement. It made sense to 

remember he'd spent years as a professional classical dancer. "151 

Peter Hoeg came to London for the launch of his novel. Here he gave several 

interviews and met the booksellers and the press. This was possible because he spoke 
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English, but he was also an asset to his book. Because of his interesting past he ' 

himself could be turned into a news item. To the public Miss Smilla 's Feeling for 

, Snow was not promoted through Peter }Weg, but as part of the talking up campaign 

to the trade he was a valuable asset. 

The talking up campaign succeeded. It snow-balled and the trade was ready to 

receive Miss Smilla's Feeling for Snow on publication. The bookstores had ordered " 

their first copies. The press was aware of the talk and thereby of the book. When the 

favourable reviews appeared, sales escalated and the first print run of 10,000 ~opies 

sold out quickly and three months later 21,000 copies had been sold. The book is 

now available in paperback and 21h years after the first publication it is still not only 

widely available but also prominently displayed. Two more books by Peter Heeg 

have been published. 

" , Marion Boyars will find it difficult to se)) the paperback rights to Brother 

lacoh. When the hardback eventually sells out, she may choose to publish it in 

paperback herself, just to keep it in print . 

. ; . Miss Smilla's Feeling for Snow is an exceptional example of bow wen a ' 

translated novel can sell. In fact it has done very well for a literary novel. Brother 

Jacoh did more or less as expected. 

What is remarkable about these two novels is the difference the promotional 

campaign did for availability. It brought one to the attention of thousands and 

thousands of people and the other to the attention of hundreds and hundreds of 

people. Though Miss Smilla's Feeling/or Snow would have sold better than Brother 

lacoh, because more people would have browsed through the A-Z crime section than 

the A-Z foreign fiction section, it would never bave sold to the extent it did without 

the promotion campaign behind it. 

Marion Boyars as a small publisher could never have afforded the campaign, 

Harvill gave Miss Smilla's Feelingfor Snow. No small publisher could, and small 

publishers are usually the ones publishing translated fiction. But had Brother lacoh 

been published by a big publisher it would not have received the same campaign as 

Miss Smilla's Feelingfor Snow. Christine by Helle Stangerup was published by 

MacMillan, and I have only been able to find one review on this novel. Like Brother 
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J~cob it is ahistoric8t nov~l with E'uroi>e as its background. It is a more accessible 

novel than Brother Jacob, but still, it failed to do well. 

By promoting some books more than ~ the publishing world furthers the 

bestsellereffect, even among literary fiction. If tbe novel is not written by a well

known author~ talked up'in the international publishing world (as Miss Smilla's 

Feeling for Snow was), if it has no clear-Cut promotional angle whether it is genre or 

subject, chances ire it is going to end up'on th~ Publisher's mid-list ~d more or less 

left to fight for i~lf. Perh8.ps' a literary' editor with sPecial interest in the subject of 
. )' . c',.. 

the book will disCover it among 'me rest' of the' new releaSes. But otherwise it is most 

likely to be remamdered ~thOut having solimore than perhaps a 1000 coPies. 

Most Danish novels are aDd win be by unkn()Wn authors. They will either be 

mid-list publications or 'published by small pUblishing houses'Dot only without a 

publicity and marketing department, but without a promotion budget. This will 

hinder their availability since the ~kshops either will not stock them 'or will only 

stock a few copies for it short while: Without reviews and hidden away on the 

shelves, they are' not likely to come to the attention of their potential readership and 

they are not likely to sell. 
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7) TRADITIONS OF CULTURAL POLICIES . , 

This chapter explores the influences which have shaped cultural policy in . 

Denmark and Britain. It is within this context the suppon for fiction is to " , 

" be found and therefore the structure of the system and the concept of. ; . . . 

" culture used in the cultural funding system as such also injluence the, 

support for literature. The chapter finds that the British cultural funding) 

, system is split in 3 traditions which are not linked conceptually. These are 

the educating/leisure tradition, legislation for industry and councils for 

, artistic production. The chapter shows how the industrial revolution and 

. '. the strong class system i~ Britain facilitated a tradition such as the 

educatinglleisure tradition and also with the British emphasis on liberal· . 

ism. legislationjor industTy. It is also shown how liberalism and John .' 

Maynard Keynes' preference for the peiforming ans and institutions meant 

that the Arts Council. though a result of the welfare state. could lead an 

arts policy with no conceptual link to the educating/leisure tradition. The 

chapter shows that Danish cultural policy is also a result of the welfart . 

state but that this system is all·rounded with legislative support for artistic' " 

production and artists, and a public se",;ce dissemination tradition. 

Influences can be traced to Ihr perception oj state. nation and people as a 

!, :: . unified whole with the people as the backbone of the nation. Danish, . 

cultural policies have a philosophy based in Grundtvigianism. Social ' 

'. Democratic ideology and Cultural Radicalism which has led to an empha· . 

, . sis on artist rights, self-organisation. artistic freedom of expression and 

the right to a meaningful leisure time.' The same influences can be traced 

, in the conceptS of culturt used whert Danish cultural policies have 

included democratisation oj culture, cultural democracy and folklore , 

whereas British cultural policy has primarily used democrati&ation oj 

culture and left in particular foUdore to an academic tradition such as 

Cultural Studies. , 
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This chapter deals with the general state support system created for culture, in"! 

particular the arts, in Britain and Denmark. It deals with the traditions which have 

shaped the two systems of support, because the climate for literature is shaped not 

only by market-forces and idealistic publishers, but also by state support. The next 

chapter looks at state support for fiction, but in this chapter the whole system of 

support is the focus. It is within this context that support to fiction is given. 

; : When the, state decides to intervene with the market forces in order to protect 

products such as translated fiction, it has taken on the role of the patron, and the 

responsibility for supporting arts and culture. It is often done for a mix of reasons, 

but mostly in order to support the artistic community and art; and to promote the 

uses of arts and culture in the population. 

Other purposes have shaped cultural policies. Some Governments such as 

Hitler's Third Reich or Mussolini's fascist Italy have promoted arts and culture as 

conforming forces in society. Cultural policies in countries such as Denmark and . 

Britain have from the outset seen the uses of arts and culture as creating national 

identity and as promoting self-reflection, enlightenment and critical abilities. 

SU1tura.! economics have identified three justifications for supportin.~ arts and 

culture'~. They are the market-failure argument, the merit-good argument and the 
L 't , '" ' ; 

public-good argument. 1 1,:' 

. ' . 

To support arts and culture from the point of view of the market-failure· 

justification is to ~ art forms, such' as the translated literary novel or oPera, 
'" _,t.... ',. -. 

because they are not economically viable. This argument simply states that cultural 

products which cannot survive in the market-economy must be supported. It does not 
;. t ~ ,f - : i. 

discuss the value of the product or the reasons for supporting it. 
... " ",.. '> ~. " ,'. 

, The merit-good justification on the other hand focuses on the value of art. It is 
" .1/.' ~ 'I , 

not the monetary value which is the centre of the argument but the intrinsic value of 
, " ' .. 

<. '" 

art. It is an art for art's sake justification which focuses on the aesthetic and on the 
\ .~. , . , . " ~ . 

autonomy of art. This argument sees art as an expression of the best of mankind and 
'! l, " •• 

therefore worth preservuig. 
; ; . " '\ ~ ~ , 

The public-good justification sees art as part of society. Art reflects and 
~ ,,4>0 -. .. • '. '",,~ 

interprets society. Art has abilities which enables the user of art to understand, to 
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reflect upon and to be critical of society and to understand the individual and the self 

in and of society. '. 

In most cultural policies the three justifications for support intermingle with 

most emphasis on the merit-good and public-good reasons, and often work through 

the market-failure reason. 

The three justifications, especially the public-good justification, also separate 

the tradition ~thin which Danish and British cultural policies are formed from that 

of the totalitarian state where arts and culture are used to pacify and conform the , 

citizens; and the old form of patronage where art was used to confirm and elevate 

the status of patrons such as the Royal families. 

. . Both Denmark and Britain decided to take on the responsibility for culture as 

part of the developing welfare state after the Second World War. In this, public-good 

arguments for support took precedence as to * culture should be supported, 

though not necessarily in what and in how culture was supported. The raison d'atre 

for including culture in the welfare state can (in a British version) be characterized in 

the following way: 

. The idea was that the benefits that the uppei--cJass had customarily ar
ranged for itself would now be generalJy available - healthcare, education, 
housing, financial security. And 'good' culture, too, would be generally 
available. So what had hitherto been, in the main, the culture of the 
leisure class was proclaimed ( ... ) as a universal culture. Literature and the 
arts were made to embody the spiritual and human values that consumer 

. capitalism and "mass" culture seemed to slight and, at the same time were 
deployed as indicators for educational success and social mobility. 15' 

Though the support of culture formed part of the building of the welfare state 

for both Britairi arid Denmark, ~d for most other W~m European countries,' the 

ways this support has been set up has varied. This is based in different traditions and 
, , 

varying ideas of what state support entails. It has resulted in different institutions and 
, i . 

support systems, . and thereby ni different climates for arts and culture. 

In Denmark the respo~bilitY for support of culture lies with the Ministry of 

Culture. In England it is rio~ with the Department of National Heritage, but this is a 
. . 

recent invention. On the whole, English support to culture has been fairly decentra-
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lised through various councils, while Danish cultural policy, with the Ministry of 

Culture, is a comparatively centralised system of support. 

The Department of Heritage is a new ministry which did not come in to 

existence until 1992. Its area of responsibility is arts, broadcasting, spOrt, tourism, 

national heritage and film. This ministry is very new and the funding system is 

therefore still very much as it was before it came into existence. 

Before the Department of National Heritage, culture belonged under different· 

departments. The arts have mainly been under the Department of Education and Sci

ence, though at one point they were the responsibility of the Treasury. or other 
areas now included in the Department of National Heritage's field of responsibility, 

press, publishing and cinema came under the Department of Trade and Industry, and 

Broadcasting was at the Home Office, whereas historic buildings came under the 

Department of Environment. In fact, cultural producers and products specifically··· 

working on market forces were under trade, while "arts" were under education, 

thereby splitting distribution and consumption from production. 

The content, the promotion and well-being of the cultural products are split on 

various councils, the British Film Institute from 1931, the Arts Council from 1946 

and the Craft Council, set up in 1981, are the Council's which decide what is avail

able and what is· not. The same system is set up at local government level where 10 

Regional Arts Boards work for the local area and in association with the Arts 

Council. 

At its roots the system is fragmented in three traditions: leisure/education, ' 

legislation for industry and artistic content. 

Support for a cultural product such as film would be split out on different 

ministries and councils with the artistic or content aspect of film being the responsi

bility of the British Film Institute under the Exchequer whereas legislation for film 

and cinema was conducted by the Department of Trade .. 

When the British Film Institute was set up in 1931, it was to promote the 

knowledge of the artistic and educational value of film. Nevertheless, film was still 

seen as the escapist pleasure of the masses, and therefore legislation in the area of 

film and cinema was purely on the industry aspect of the field. 154 
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The British Film Institute is a pre-war organisation. Though it was to work for 

artistic and educational values, it worked within a heavy industry in whose interest 

Government legislated. 

Another public service institution, the BBC, was set up Wso that the wireless 

trade could profit by selling receiversw
•
1
" But where the British Film Institute was' 

left to work with small government funds, the BBC had the licence fee and through , 

this came Gov~ent awareness of the immense power of the institution, and it was 

able to develop the strong Public Service Broadcast tradition. 

The Public Service Broadcast tradition is special and distinct within British 

cultural policies. It comes closest, but is not the same as the third founding split in 

British cultural policies, namely that of the leisure/educating tradition. 

The educating/leisure tradition is' in many ways interesting. It is a split between 
the idea that arts or other leisure pursuits are educating or elevating and leisure as 

pure fun, an end in itself. But the tradition does not combine the idea of free choice 

and fun with enlightenment. This is not to say that consumption of art is thought of 
, 

as tedious, but that the idea that the consumPtion of art at the same time as being 

enjoyable can also be instructive or enlightening is not present. Art's both aesthetic 

and enlightening functions are accepted ideaS' among providers such as the Arts . 

Council - one of the two other strands in the conceptually split adtural funding \. " 

system - but in the strand focusing on the users and uses it does not exist. 

The roots of this educating/leisure tradition are to be found in the problems of 

industrialisation, where Victorian philanthropists wanted to elevate the morals of the 

working classes. The first law to secure the moral elevation of the people was the . , 

Museum Act of 1845. It was a result of James Silk Buckingham's Select Commit-

tee's investigations of the Wextent, causes and consequences of the prevailing vice of 

intoxication among the labouring classes of the United Kingdom. • 

The idea was to curb the influence of public houses, partly through restrictive· 

legislation, and partly through providing alternatives such as museums and libraries 

through which the worker could be educated and elevated to a level where be would 

choose to lead a productive life for the good of society rather than go to the pub.u6 
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Since the beginning tlle tradition has been based in leisure time - the time 

where the labouring classes oUght to be elevated through rational recreation pursuits 

rather than going to the pub. The tradition is conceptualised around this time rather 
. . 

than centred around ideas, say, of democracy or the functions of art. This is not to , 
. . , 

say that th~ functions of art, for instance, have not had importance in the tradition. It 

was after all put to use as a morally elevating force. But the conceptual leitmotif in 

the development of the tradition has been the uses of leisure. 

The functions of arts and other leisure pursuits have on the other hand played a 

part in internal splits in the tradition. This is not so much because of the inherent 

values of art or other leisure pursuits, but because of the external uses they have 

been put to, as in the nineteenth century top-down provision of elevating institutions 

such as libraries and museums or in modern versions for combating urban and youth 

problems. This has to a certain extent led to an opposition to Government control 

through the provision and uses of leisure pursuits, so that these external uses of 

elevation or control have deepened the split between education and leisure - the split 

between education and ~. And this split is to be found back to the beginning of the 

tradition. 

In connection with the People's Palace in the East End of London, Samuel 

Barnett who believed in the morally elevating forces of art and Wal~ Besant who 

believed that the joy of ~ could improve social conditions and install middle-class 

values bad quite different attitudes to the place: 

Besant regretted that within a few years of its opening a 'Polytechnic was 
tacked on to it: the original idea of a place of recreation was mixed up 
with a place of education', whereas Barnett wrote of the early days that 
'inwardly one is haunted by the fear that it all means play and not work 
and leaves one to ask the question ·what is the end?·151 • 

Barnett and Besant, the two nineteenth century philanthropists both thought 
> -, ~ ". , 

within the top-down tradition o,f middle-class philanthropiC provision for the working 

classes and installing moral, but essentially middle-class, values. The provision of 

leisure pursuits have up until the 1960s followed this line, though in somewb8t less 

paternalistic ve~ions, of providing a co~n, national: but again essenudly middl~
class, culture. 

-" . 
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In the late 19608 and early 19708 the welfare state - though not having forgot- . 

ten leisure in the earlier stages - began emphasising leisure as a rigbt of citizenship 

and the focus shifted away from content of provision to equal opportunity of access. 

That is, to a question of limitations by availability and access for the users of leisure. 

This together with new ways of perceiving leisure as advocated by for instance 

feminist research led to an even more profound split in the cultural funding system 

where the providers sucb as the Arts Council still thought within the high arts 

conception of culture rather than the different uses of leisure. This tradition, again, 

did not focus so much on the inherent values of art but on the perception of leisure . 

and how the leisure pursuits were used in the context of everyday life. For instance, 

Janice Radway in her study Reading the Romtl1lce found that reading romances was 

both a way of marking time to oneself and in the reading a way of dealing with the ' 

hegemony of patriarchy. 158 

I think that most professional leisure providers still take the new insights of the 

19708 into consideration, but at the same time the 19808 brougbt new Thatcherite 

inspired trends in which good commercial management and the user as conSumer 

came more and more to the fore. An example of this is the Victoria and Albert 

Museum which was transformed into the V&A - a caf~ with quite a nice museu~ 

attached. This consumer orientated trend, the tyranny of the majority, has deepened . 
the split in the cultural funding system further. Where most arts policies work 

through the market-failure argument, this new trend ignores the idea of supporting . , 

something which cannot survive in the marketplace. I" 

Fred Coalter in Recreational Welfare, talking from within the leisureleducation 

tradition of the conceptually split cultural funding system, explains that: 

The establishment of the Arts Council and the National Parks and Access 
to the Countryside Act, 1949 were essentially preservationist measures, 
rooted in elitist views of fine arts or landscape and rural idyU and their 
contribution to the democratisation of opportunities was limited.·eD 

Though this is true of the first leisure provisions of the welfare state, the Arts 

Council was nonetheless different from such institutions as the British Film Institute . 

and the BBC. Where these pre-war institutions were Government answers to growing 
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industries, the Arts Council as the first post-war Council was to promote the arts as 

part of the welfare state. 

The Arts Council came into existence after the Second World War as a 

substitute for the Council to Encouragement of Music and the Arts, i.e. CEMA. Its 

roots and traditions are therefore the policies of CEMA • 

. ; CEMA promoted the arts during the Second World War, while ENSA (Enter

tainments National Service Association), established during the First World War, 

provided Entertainment through dance bands, singing and variety. This split is part 

of the fragmentation within British cultural policy. The Arts Council with its roots in 

CEMA were to support the high arts as opposed to entertainment, which ENSA took 
f ' 

care of. 

The Arts Council, dealing with the products which are traditionally thought of 

as high culture and the first council set up without industry ties, is the most influen

tial P!lliCY-lD:aker: 

The greatest source of the Arts Council's power lies in its official capacity 
to conceptualise and to identify the arts and the artistic. The arts as 
disciplined forms of enquiry and expression through which feelings and 

. ideas about experience can be organised and communicated. ( ... ) More . 
generally, it has served to legitimise and encourage some kinds of cre
ativity and to ignore others. Its silences have been as significant as its 

. decisions and proclamations. 161 ' 

. The Arts Council was the last cryst~1lisation of the fragmentation of the British 

system, . emph8sising the artistic content Strand of the fragmentation, disregarding the 

leisure/educational tradition and free of the ties to iridustry. 

. , . In the conceptually fragmented supPort' System Governmental attempts have 

been made before the Ministry of Heritage to show interest in the field. But it has 

not been possible to overcome the' split. . 

In 1965 a position as Minister for Arts and Libfarles was created, and the first 

one to hold this position was the dynamic lennie Lee. The Minister for Arts and ' 

Libraries was a junior post under the Department for Education and Science. lennie 

Lee did much for the arts, and she formed a poJicy in the white paper • A Policy for 
, ' , i 

the Arts". One of the things she addresses here, is the need "for more systematic 
, '. ' 

planning and a better co-ordination of resources. ,,162 
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The Office for Arts and Libraries ran nothing itself, it hardly had any executive 

power, and since the Arts Council functions at the arm's length principle - that is 

the Government funds, but is not policy-maker - and museums under the responsibil

ity of the office had their own trustees, even its supervisory functions were limited. 

The Minister for Arts and Libraries chances of actually implementing an arts ' 

.policy were minimal. This was furthered by the fact, that the post was not a minister 

for culture, and therefore cultural policies stayed fragmented. Hugh Jenkins, Minister 

for Arts and Libraries in the 1964 Labour Government, noted with some frustration 

how he - though given the responsibility lacked the authority to do anything: 
, . , 

To do him justice, Harold Wilson was conscious of this muddle and his 
flI'St attempt to do something about it was to give me what he described " 

, as a 'general co-ordination role' in relation to artistic and cultural matters' , 
, and an 'effective interest both in the work of the film industry and in an': 

dent monuments and historic buildings'. Unfortunately, neither at this nor ' 
at any other time did he consult me on the matter and I was given neither 
the 'means nor the authority to make my co-ordination and interest effec
tive in any real sense of the word. IQ " , ' , ' ," . 

Whether a country chooses to set up a Ministry of Culture or chooses a 

fragmented system mch Is the British one tends to be a reflection of ho~ the country 

in general has organised its political infrastructure. M.C. Cu~gs in his essay 

Government ~ thi Arts in the Modern World explains that the organisational 

structure of arts funding tends to Drlrror the way other areaS of govemmen~ concern 
" . 

is structured. I" That is, if the values of a government, like the British, is primarily' 

liberal, it will seek to interfere as little as possible. To set up a centralised Mini~ . 

of Culture, would signal interference in what would be thoughi of as a Private \ , 
, ' 

concern. 

In Britain there has been a strong tradition for leaving 'mUCh of the' social work 
, ' ,1 '. < 

to private citizens and charity organisations. That is for the citizens of the country to , 

voluntarily do right by others, rather than for "the others" to have rights. The Arts 

Council's annual report from 1952-53 mirrors this conviction: 
> ... '0 : , • 

A Ministry of Fine Arts would impose a chain of command from top to " 
bottom; the method in this country, on the other hand, is to recognise a 

. chain of responsibility an along the line, from Parliament to the Little 
Nessing Music Club. I" 
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The British system of Councils as policy-makers are fashioned on the charity 

boards. Hugh Willat uses in his essay How the A.l1S are Promoted66
, as an exam

ple the repertory theatres of the 19208 and 30s. Though perhaps not of the best 

quality, these companies were struggling, and "the proclaimed social purpose and 

absence of show business quality"l67 would serve a social purpose of educating and 

elevating. This brought out the "do-gooders" and the arts and culture slowly became 

worthy of philanthropic efforts. The way these charities were set up is reflected in 

the state funding system. 

Nicholas Pearson takes this one step further. He uses Raymond Williams' 

description of the mood of bewildered benevolence and the consensus of goodwiU 

which characterised the atmosphere of the Arts Council during WiUiams' time there. 

This, Pearson says, also characterised the nineteenth century philanthropist traditions. 

As Pearson points out councils - quangos - such as the Arts Council "is part of a 

tradition of private individual 'public' generosity." I. 
In the liberal tradition of Britain a second point made by M.C. Cummings ties 

in. He states that a general fear of state involvement in arts and communications has 

led to the setting up of the Arts Council model so as to "insulate their programs as 

much as possibJe from normal political and administrative process. "1ft 

The split between policy-maker and the funding power, i.e. the government, is 

a basic principle within British cultural policies. The Arts Council of Great Britain 

works on the arm's length principle. That is, the government allocates funds to the 

arts but does not issue guidelines or interfere with how these funds are used. During 

the Second World War, the allies had seen in Hitler's Germany, how arts and culture 

could be used for propagandal70
• Therefore the arm's length principle which dis

tances policy and decision-making from the Government and its possible misuse of 

power, was important. But it does also mean that Government has chosen not to 

develop a coherent policy for the field of culture. 

British tradition for cultural policies, then, is decentralised to the extreme as a 

result of the liberal traditions government is baSed on. Since the liberal welfare 

tradition will regulate for industry, there has been legislation in this area related to 

culture. The actual arts policies are made and implemented by councils. The system 

Traditions for Cultural Policies 124 



is based on the voluntary and philanthropic ideas of the charity organisations -

another strong British tradition. It is done to distance political power in the country 

from policy-making in a hyper sensitive area, but it does also mean that no coherent 

policy can be formed. In addition to the areas of legislation for industry and ~ecen

tralised policy-making for the artistic content, a third tradition fragments the system. 

This is the educating/leisure tradition which is squarely focused on the uses and users 

of leisure, but which conceptually does not connect with the supporters or providers 
, • <.J '" 

of culture. 

In Denmark there has never been the same fear of involvement from the 

government. ,Therefore in 1961, it was a ministry of, culture which saw the light of 

day and not an arts council. Its area of responsibility is the arts, architecture, craft 

and design, sport, broadcast and film. The Danish Mini~ of Culture, and the 

Department. of National Heritage share more or less the same field of responsibility ~ 

The Ministry of Culture in Denmark is the main legislative, body for ~ulture, but it 

too invests some of its powers in councils such as the Danish State Arts Foundation 

(Statens Kunstfond) which is to encourage what is called the creati~~ arts, that i~ ';' " 

visual arts, literature and music. It is therefore the foundation in Denmark which is 
, ' 

closest to the Arts Council. Another foundation is the Cultural Foundation (Kultur 
, , 

Fonden) which is to encourage what is called folk culture through the collaboration. 

of amateur and professional artists. Also local authorities carry a responsibility for 

the promotion of culture. 

As the decision to fund the arts in Britain was part of a move towards ~e " 

welfare state, so was the foun~g of the Ministry of Culture in Denmark. But the . .

idea of direct support of culture or the arts by the state was not a, new idea. ·K~- . 

tusministerietW - The Ministry of Cultus, which was responsi~le for church, culture 

and education had since the abolishment of the absolute monarchy in 1848, been . ' , 

responsible for several cultural institutions such as the Academy for Fine Arts and 

the Royal Theatre. 

The first Minister of Cultus, D.G. Monrad had ambitions of making this 

ministry into what could be termed a pre-dated notion of a modern ministry of 

culture. He wanted to gather Wall which is connected with the formation of the 
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national and on the whole connected with the spiritual interest of the state"l7I under 

the Ministry of CoItus. Kultus or Cultus is an older version of the word culture, 

denoting something which "can give us advantages, but which is not subjugated to 

our power and which rewards our efforts at its own pleasure"172. In this conceptual

isation of Culture, the arts, faith and enlightenment could be incorporated, and 

Minister Monrad was therefore justified in wanting to gather everything of spiritual 

interest under his ministry. Though this ministry was substituted by the Ministry of 

Church and the Ministry of Education in 1916, it bad linked the patronage of the arts 

of the absolute monarchy with that of patronage of the state. There was therefore a 

tradition of supporting national institutions of high culture as part of the national 

heritage even before the idea of supporting culture gained prominence. 

But far more important than these admittedly vague roots of centralised state 

support, were other strong Danish traditions such as Orundtvigianism, the strength of 

the Social Democrats at the time of the formation of the Ministry of Culture and the c 

Cultural Radicalist movement of the inter-war period. ' , . .' , 

These Will explain the cultural policy the Ministry of Culture came to lead, and 

partly, but not entirely why Denmark had no fear of state involvement in a potential 

ministry of propaganda. This can be explained by looking at why the Danish 

ministry of culture was established and how this ties in with the Danish perception of 

country, state and the people. . , 

. In Danish national identity there is a strong idea of the common man as the 

foundation of the nation. The common man and woman are not common, they are 

the sensible, sober-minded backbone of the country. This common man started out as 

a peasant in Orundtvig's ideas of shedding light,' of enlightening the people, so that . 
the people understood its Danish-ness, its identity, and so that the people could make 

the best decisions for this nation in a democracy. This was not a job for philanthrop

ic do-gooders, but a way to make the fanner/peasant reliable to himself and his 

community., . , .. 

Grundtvig's thoughts led to the establishment of the so called "Hmjskoler" • 

High Schools, which were to enlighten the farmers through the spoken word and .; 
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discussions. There were .. and are - no exams and no cuniculum. Rather, in modem 

day language the keywords are the broadening of the mind and self-realisation. 

Another movement inspired by Grundtvig's thoughts was "Andelsbevegelsen" 

which translates into something like the part-owning-movement. It was - and is - a 

co-op movement where the farmers boUght and owned primarily dairies. Today the 

idea is much used in housing associations, where the inhabitants are the association. 

They do not own their own flats but part of the whole block of flats. The committee 

of these housing associations is elected from and by the inhabitants. 

This digression was to show the practical results of Grundtvig's thoughts and 

that the impact of these on the Denmark of today have excluded the British tradition 

of hierarchical philanthropy as embodied in the leisure/education tradition in Britain 

and its strong class system. 

Therefore the idea of giving to the common man the privileges of a higher class 

could not enter a conceptual context in Denmark. To enable people to enjoy the best, 

yes, to enable the peopJe to make the best decisions, yes. But to give the people the 

privileges of another class, no. The people is the class, as the people is the country, 

and the individual takes on the responsibility for the welfare of not only him- or 

herself, but its fellow individuals - the people and the country. 

The Danish union of nation, state and people is rooted in the loss of Schleswig-. 
Holstein and nationalism. It is rooted in an agricultural society in which the political 

and ideological power was also based, but when the Ministry of Culture was ' 

founded, it was in a Social Democratic Government and with a Social Democratic 

minister, Julius Bomboldt, as the driving force. 

The main industrialisation of Denmark took place in the inter-war period, but 

until the late 19508, early 19608 the country was geared towards the production of 

agricultural products. Nevertheless, the union between nation, state and people was 

never split. In an interesting chapter on Political Culture in Denmark, Henning 

Silberbrandt explains the development of the Danish Social Democratic Party. The 

party has been extremely influential in Denmark since the 1920s, but in particular 

from 1933 and until the late 1970s. According to Henning Silberbrandt the Danish 

Social Democratic Party, almost subconsciously, integrated the prevalent peasant 
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ideology. It became a party fur the good of the nation, rather than a party for the 

good of the workers. Of Danish Social Democratic voters Henning Silberbrandt says: 

What joins them ( ... ) is an ideological community which somehow tens 
them that they are some sort of workers or their parents were, at the same 
time as they. compared to the traditional worfdng classes in England. 
France and Germany think and act like farmers. The ideological integra
tion of the working class in a farming culture is something specificalJy 
Danish ( ... ).173 

The Social Democrats, and especially lutius Bomholdt, had during the 1930s 

spoken up for "arbejderkultur", the worker's culture. Through the 40s and 50s this 

became the people's culture. Therefore, when the Ministry of Culture was formed, 

~e Social Democrats had already put culture on the agenda. From its ideology it 

brought its emphasis on the right to a meaningful leisure time and thereby put an 

emphasis on equal access to all cultural goods. It also brought the idea that all 
, ' 

groups, including artists, had the right to organise and influence their circumstances. 

The Grundtvigian tradition and Danish Social Democratic ideology do to a 
, 

certain extent complement and fuse with each other. In connection with this it is 
, , 

interesting to note that JOOus Bomholdt was not only a Social Democrat' politician, he 

also came from the Danish Folk High School movement. ' 
, , 

From Grundtvigianism the Ministry of Culture took the idea of cultufal 

freedom both for the individual and for the organisations and foundations working 

Within the field. It also took the idea of self-administration which had worked so 
well in "andelsbev2gelsen" (The Co-op movement) and it incorporated the Danish' 
f ,. >- • " ,-'< ' 

enlightenment tradition. 

The enlightenment tradition in Denmark is based on the idea that the people are 

capable of making the right decisions if they are given th~ facts'. Rather' ~ . 
informing; from the tOp down, '~ tradition demandS that the ~Je ~ experts or 

politician~ enter into a 'dialogue about the factS.' . 

The last strand in what Peter DueJund has can'ed ,,~ Historical Compro-
, " 

mise"t74 which tat to the fOnDation of the Ministry of CultUre in Denmark is 
• , " '0 , 

Cul~ Radicalism. c" .", ~ . ' 
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Cultural Radicalism was in the inter-war years a movement on the left. It was 

strongly opposed to fascism and believed in a democratic cultural programme as 

opposition to fascism. Though a "programme" was the opposite of what it stood fOf, 

rather it stood for a democratic cultural consciousness. It was a humanistic move

ment on the left incorporating both socialistic ideas of industry and solidarity, and 

. psychoanalytic ideas of the individual irrationality and the subconscious. According 

to Jens Fjord Jensen it had two basic themes: 

"," "First a view of maD as a social being, as part of a soCial whole' of interlinked 
. hierarchies: the family, the class and society. Secondly a view of man as an 
individual with the rights of the individual to, without consideration to the 
social whole, unfold according to his own conditions and needs. m , , 

. , 
To the Cultural Radicalists "art should first and foremost be art, and that it because 
, . '," . 

~f its artistic effects in particular had an awakening and stimulating function which 
, )', r' " 

~eaches further than the aesthetic field". 176 But because the movement was socially 
" .~, ; - ' , " . 

engaged, what it produced was always social both in content and form. It was never 
,. 

introverted or cut off from its surroundings. , 
" 

~ ~ '- , 
. , 

Cultural Radicalism, therefore believed in the autonomy of art, and that art at 
., ...... 

its best was a critical force within society. It did not believe in subscribing particular 
.... > ., ",.' • , 

forms of expression, rather it believed in artistic freedom of expression, in art 

see~g to be tb~ best 'it c~uld be, because it in this way wo~ld fulfIlI itsinberent 
• •• _ J. \ r" ~ ~ ~>. 1: < < '.., 1; '." ' ~; • ~.. ',. , 

value of being a critical and reflective force in society. 

It ~as this that the new Ministry 'of Culture took from Cul~ Radicalism, the 
. " "'. ~'" ", 

belief in quality, in the freedom of artistic expression and the critical and reflective 
". ~ • ~ • ~ +' 1 " 

forces of art. 

At the same time Cultural Radicalism was, as Ernst'Bjarke Iensen explains177
, 

.: . " , 

dualistic. Lite~ature, whlch Bjru-ke }ensen uses as hise~pl~, should be for instance 
... > ~ " f t ,. 

socially or culturally involved. This he likens to the Cultural Radicalist attitude with 
'. ' ~. , , ' .. 

regards to 'solidarity withh1 the ~ommunity/society. 6JItura1 involvement/solidarity .. ' 
t ','. ~ • ; , "" ., ,,~ .;. .' ~ .\ .: ~ 'I 

engages in a dialectic with the other demand of artistic freedom which Bjarke Jensen 
~,i < 

likens to the cultural radicalist attitude with regards to freedom of the individual and 

protests against every form of dictatorship. 
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The people within the movement were fiercely individualistic, but socially .' 

engaged. One of itS best known figures was the architect and artist Poul Henningsen. 

P.H. produced, among other things, the remarkable DanmarksFilmen (The Denmark 

Film) in the 19308. The' film was commissioned to show Denmark abroad. But " 

instead of producing a sugar sweet picture of a Hans Christian Andersen fairy tale 

land, it showed industry and country; it showed people at work and at leisure, and it 

was set to a soundtrack of syncopated jazz. It caused an uproar, but the only way' 

this film has dated is in the way Danish society has moved on from the Denmark of 

the 1930s. . 'I ' '.) , 

, , ' The movement was individualistic and Danish cultural policy has incorporated 

the individualism, quality and artistic freedom of the movement. But the Cultural 

Radicalists shared certain keywords with the Social Democrats and Orundtvigianism. 

There is social solidarity as in Social Democratic ideology. There is dialectic and ' . 

protest against dictatorship as in the Grundtvigian inspired enlightenment tradition. 

But where Danish Social Democratic tradition and Grundtvigianism are rooted in the 

rights of the PeoPle, Cultural Radicalism took its starting point in the powers of arts 

and culture. " , ' 

When the Danish Ministry of Culture was formed in 1961, it had a philosophy 

on which to base its policies. This philosophy incorporated equal access to cultural . 

goods, a right to a meaningful leisure time, 'a tradition of dialectic enlightenment, 

acknowledgement of the artists' rights, cultural organisations' rights to self-adminis

tration, artistic freedom of expression and artistic quality. It was also part of the 

Danish Social Democratic, solidarity welfare state, and the emphasiS was therefore 

on the concept of the people rather than individual expression. 

The Ministry had a field of responsibility which meant that it could form a ' ' 

policy for the whole area of culture rather than for instance only the fine arts. It had 

as a ministry legislative power and could therefore secure the status of culture within 

the Government. It had a philosophy which allowed it to work for products, the user 

and the creator. . 
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One way of exploring how the liberal British tradition and the Grundtvigian/ - ' 

Social Democratic Danish tradition created different structural circumstances for 

cultural work, is to look at the arm's length principle which both countries employ. 

i;' '" In England the councils work through the arm's length principle. So does the 

BBC so far as it works under a charter with a board of trustees, though its revenue is 

provided by a licence fee. In Denmark the national channel Danmarks Radio has its 

own policies as well, and the various foundations such as The Arts Foundation and ", 

Statens TeaterrAd ( Theatre Council of the State) and Statens Musiktid (Music 

Council of the State) work through the arm's length principle but within the legisla

tive framework provided by the Ministry of Culture.'" , " 

. In England the Arts Council works on the arm's length principle. It is struc-

tured into different departments of which music, visual arts and drama were estab

lished at its foundation. In the 19508 the Poetry Panel was added. It was renamed the 

Literature Department in the 1960s and together with the original departments of 

music, visual arts and drama these four departments have provided the continuity in 

the policies of the Arts Council. Other departments and committees such as The 

Young p~ple's Theatre Group, the Comm~ty Artist C~mmittee and the present 

Broadcast' and Media Committee ha~e been' ~b1ished and abolished. : 
, .. ', . 

The Council has at its top an executive committee with a chairman under which 

a secretary general and the departments work. The departments are advised by 

advisory panels of individuals with knowledge of the specific area.' 

The executive committee sits for five years, but the members are not replaced 

at the same time. The chairman and the committee were appointed by the Minister of 

Arts and Libraries, and now by The Department of National Heritage. .. - " 

The Arts Council works on the basis of the arm's length principle, because of 

the belief that the "piper should not call the tune". when it comes ~ art. This is very 
( '( -

admirable and a sound principle when dealing with the arts which ~~eaJIY,w~k as 

both reflection and opposition to society. - Not to' mention the irt which does not 
". '" ~ ., 

make Sense to the present and often offends it., An exampJe of this is the Impression-

ists whO today are a part of popular culture. 
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The question is whether this principle works in practice. The people appointed 

to positions in the Arts Council are appointed by Government. But Richard Hoggart, 

who was the Arts Council's vice-chairman, would customarily have had his term 

extended when the end of his term came in 1981, but this did not happen because 

"Number 10 doesn't like him".171 The idea of creating diversity through a continu

ous cbange of members is somewhat lost when members have their terms extended. 

Also, the arm'~ length principle,is compromised by the fact that government appoints 

according to personal likes and dislikes.' , 

Lord Goodman, chairman of the Arts Council during what has been called its 

golden age, was appointed by the first minister for Arts and Libraries, Jennie Lee. 

That this was the Arts Council's golden age was to a large degree because of the,' 

shared aims of these two. When Lord Eccles became Minister of Arts and Libraries, 

Lord Goodman found that "his approach to matters was totally different to 

mine"I'I9, and later in his autobiograpby Lord Goodman remarks on the relationship 

between minister and Arts Council: 

We [LOrd Goodman and Jeonie Lee] therefore deceived ourselves that an 
arrangement empirically excellent was theoretically so. It required a 
situation wbere two principal figures did not operate in sympathy, bad 
divergent notions and divergent objectives, to demonstrate the difficulties ' 
of an Arts Council of present-day character operating under the canopy of " 

'nidnl 110 a 1Dl ........... J • 

The arm's Jength principle, then, does not work as well in practice as in 

theory. What is more, the shortening of the arm is not done in public view, rather it 

is done througb politics of the individual. F.F. Ridley says: 

;" " 

The secrecy which surrounds such informal contacts is tYPically British. 
Private discussions take the place of defined powers, formal procedures,' 

, and recorded decisions. This has something to do with the limited role of , 
law in the structure of British administration. There is little belief that the 
relations between government and other bodies are improved by formal
izing their interaction or that organizations work better if their internal 
procedures are reguJated. This makes it hard to trace the influence of 

,,' Ministers, civil servants, council members, staff and other notables in the 
arts world. III 

, ,; " , " 

Traditions for Cultural Policies 132 



\ 'In Denmark, the Arts Foundation works on the arm's length principle as well. 

But the principle is a slightly' different version to the British., ,,' 

. The Arts Foundation is to encourage Danish creative art within the visual arts, 

music, literature, design, craft, film and tbCatre. There are seven committees 

consisting of three members sitting for three years. The chairmen of each committee 

sit on the executive committee. 

The executive committee is to' develop the overall policy within the legislative 

framework and guidelines set down by the Ministry of Culture, but does not interfere 

With the work of the committees as long as it is within the overall policy. 

. The committees cannot be re-elected after the three years and this ensures 

diversity in the work of the foundation. But it also disrupts continuity since they are 

all appointed at the same time. ' ' 

What is exceptional about the Danish model is the Representative Committee 

which appoints two out of three members of the council. . 

. The Representative Committee is an example of the tradition of self-adminis

tration and respect for the rights of the artists incorporated in the founding philoso

phy 'of the Ministry of Culture. Its members are representatives from artist's organi

sations such as the Author Association and other organisations such as the Library , 

Association. Also local authorities, the University of Copenhagen and the Minister . 
for Culture sit on the committee. I~ secures the work of the Foundation from the 

influence of political decisions and individual preferences. It also gives members of 

the cultural community the possibility of influencing their circumstances through . 

their organisations. ' 

The work of the Arts Foundation has recently been evaluatedllZ
• It was found 

that the work done during the thirty years in' which the foundation has existed as 

measured against legislation, policies and impact has been unequivocally 'positive . 

. Nevertheless, the survey points out that the structure does pose a few minor 

administrative problems. One is the aforementioned problem of discontinuity caused 

by replacement of all members every third year. The other is a problem with the 

Representative Committee whose main function is to shield the work of the founda

tion from the politics and personal likes and dislikes that shortens the British arm's 
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length distance. The Committee is so large that it is not possible to keep a focused 

debate on the aims, goals and interests which the Committee represents for its 

organisations. 

The two different versions of the arm's length principle have exemplified how 

the informal contacts favoured by the British system have led to a shortening of the 

arm, whereas the Danish system with "defined powers, formal procedures and 

recorded decisi~ns"I.13 as embodied in the Ministry of Culture's legislative and 

policy-making powers have let to a clearly defined arm's length. This is encouraged 

in the founding philosophy where the rights of organisations and artists working 

within the field are recognised and expressed in the appropriate legislation. . . 

Before moving on, a note of caution. Though the Danish system is a more 

steady, all-rounded system than the British, the dangers expressed by the British .. 

system are valid in the Danish system as well. " . , 

The British system ,is telling us that culture is a powerful tool that should not , 

fall into the hands of politics. This is a valid critique of the Danish system, with its 

Minister of Culture of a certain political conviction who can influence legislation 

implemented within the area. 

Danish councils work within a legislative framework which safeguards them 

and creates continuity in policies. But this is a double edged sword which can also 

lead to propaganda for politics rather than cultural policies no matter what the . 
,'j • ..; 

perceived relationship between state and people is. ' . 

What saves the Danish system is the founding philosophy based in such strong 

traditions as Grundtvigianism, that a move too far away from these traditions would 

cause an uproar and split the reigning consensus about culiural policies. 

Likewise, the British traditionS defeat the system's caution about mixing politics 

and cUlture by insisting on the informal system of appointments used .• And on the 

other side of the double edged sword, by not legislatively securing the frainework for 

cultural workers to work within. . ' .. " ' ' 

The British system is as mentioned fragmented into the traditions of legislation 

for industry, councils for artistic production and leisure/education whereas the " . 

Danish system is all-rounded and consensual. Fragmentation or all-roundedness; . 

Traditions for Cultural Policies 134 



splits or consensus have influenced the uses of definitions of culture within the 

policies,' and the various definitions have influenced the actual policies within the " 

two systems just as much as its formal and informal structures. r 

.' For Denmark, Peter Duelund particularly has charted and analysed the Danish 

Cultural funding system under the Ministry of Culturel
". Apart from his work and 

. other monographs on the system, several easily accessible government reports testify 

to the development of Danish cultural policies. In Britain on the other hand no 

encompassing account of the whole funding system has ever been undertaken. us In . 

discussing how the concept of culture and the two funding systems have influenced . 

the actual implementation of policies I shall therefore concentrate on the Arts 

Council for Britain. 

Though the Council had roots in CEMA, it came to emphasise the support of 

high culture. This was due to its founding father, the economist John Maynard . 

Keynes who formed the post-war Council according to his ideas of artists and artistic 

endeavour. 

, .' Keynes' personal philosophy was that the artist was of great importance in 

society, and that artistic standards were what mattered. The Council's first charter 

was passed in 1946 and with a few amendments re-established in 1967, in which the 

objectives are: " " , 
.'. ': " ,oil '" ,I. "" 

1) To develop and improve the knowledge, understanding and practice of 
. the arts. . '. ~ . : ) ,. . 

2) To increase the accessibility of the arts to the public throughout Great 
. Britain. " ., '-' 
'.' 3) To advise and co-operate with Departments of Government, Jocal ' . , ... 

authorities and other bodies on any matters concerned, whether directly or 
indirectly, with the foregoing objects. 

Keynes, who belonged to the. Bloomsb!uy Circle, put a strong emphasis,o.n the 
~ .-' . 

professional arts, and on excellence in artistic endeavour .. This is part of the Arts 
~ .,~.' ~ , , .' 

Council's charter, but so is dissemination • access to the arts - and knowledge and 
~ , • • <, ! t' 

understanding. , 

The way the Arts Council chose to prioritise within its charter was by support-
, ~ ,'. - , I • 

ing the established arts and the fine arts. in particular the performing and visual arts 
> ' ,.' ,. , 

and in particular institutions rather than individual artists. Most of the Arts Council's 
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~ , ~ f 

budget has gone to The Royal Opera, Saddlers Wells and the four London Orches-

tras. The sUpport given to arts have mainly been centred around London, while the 

support ~f regional art 'has been left to local a~tborities. The Arts Council then, has 

~oncentrated its support' on the ~stablished and' on Lond()ll. 

One reason often given for this by the Arts Co~il is the "few but ~oses'" : 
AI ' .,. • " \' o. ." , 

argument. Since funding was not adequate enough ~ support everything, then rather 

cultivate a few roses. In the same vein the expression' "r8lse or spread" was dis

cussed. In spite of debates on the priority of quality or dissemination during the 50's 

and ~'s the Arts Council stayed true to its founding father's ~IiCy of raising artistic 
quality rather than disSemination of the arts. '. ., -." . .. : 

In Denmark the newly established Ministry' of Culture implemented various 

forms of legislation during the 60s. In 1969 En' KulWrpolitisk RedegBrelse (A" ,' . 
• _ . ,0 

Cultural Policy Account) was publishedl •• -It d~~ with the work of the Ministry so . \ 

far, as well as looking ahead to the future. It is divided into 5 sections: The Minis-

try, Ed~cation (encompassing both librarianship, architecture and acting), Artistic 
,. .; 

Production (such a artiSt's rights, lite'ratureand music) and "Kulturformidling" whiCh 

I for the time being' wiU translate as'dissemination (including LibTarles, Museums, 

Cinemas and Radio and Television) and A View to the Future. 

The' Report deals with education~ artistic production aDd diSSemination and so 
I ,. •• 1 ... 

did the legislation the Ministry had implemented during the tint eight years of its 
~ i ~, ~ " . ~, ,/ '_\.. 1 -'\ 9~ 

existence. In the report the legislation implemented during this period is listed. There 

are eight acts on this list and a further four acts have been revised. The list includes 

support to creative arts (The Arts Foundation, 1964), Art Museums in the Provinces 

(1964), Film and Cinema (1964), Zealand's Symphony Orchestras and the Royal 

School of Librarianship (1966). Therefore the legislation supports the creative artist 

and the performing arts - the Arts Foundation and the symphony orchestras. There is 

support for dissemination institutions in Art Museums in the Provinces legislation 

and in the Film and Cinema legislation. Through the legislation on The Royal School 

of Ubrarianship, the cultural "disseminator" - the cultural worker - is prioritised. 

The first report mirrors the way Danish cultural policies have been designed. It 

has weighed "raise" against "spread", but never forgotten one completely. Never-
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theless, the cultural concept on which the Ministry implicitly bad based its policies 

had created problems. 
~. . 

In 1964 the Arts Foundation had t>een expanded. What ~~ new was partly that 

the Foundation now worked independently of Government and that it could support 
. . 

young artists partly through work-stipends (arbejdsstipendiater) and through produc-

tion awards (produktionsprzmier) "in connection with the publication o~ wOrks of 

art, where the financial returns are not in reasonable proportion to the artistic 

effort" .'87 
When the stipends and awards were announced it caused an uproar among the 

population. These grants-in-aid were mainly given to young modernist authors whose 

writings often seemed incomprehensible to the average reader. 

The public protest has been called "Rindalisme" after Warehouse Keeper P. 
. ' . 

Rindal from Kolding. He had collected 305 signatureS in protest among his col-

leagues and sent them to the Danish Parliament. These were followed by several 

other letters of protest from workers in various industries all over Denmark. 

It led to a major and long debate in the press which has been analysed by Anne 

Marie Kastrup and Ivar Lzrkesen in Rindalismen. They conclude: 

The material tells us about confrontations between under-educated and 
well-educated, between people with laborious, monotonous work and 
people with self-eJected, status-giving and somewhat flexible work, 
between province and capital, between country and city, between folk, , , ' 
culture and incomprehensible - irrelevant - high culture. , .. 

In this context high culture is the keyword. In the debate that followed the 

concept of culture the Ministry of Culture implicitly had based its policies on came 

under debate. The ministry bad implicitly assumed that the fine arts were what 

should be supported and disseminated to the people. The cultural gap could be, 

bridged thro~gh dissemination. The changing values and the Rindal debate is 

mirrored in En Kulturpolitisk Redegllrelse: 
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The popular protest movement which arose when the Arts Foundation Act 
was to be implemented, showed on the one hand the positive, that groups 
of the population, which in earlier times had not had the energy to interest 
itself in how state funds were being used in support of arts and culture, 
now regarded this as a matter which concerned them. On the other hand 
the protest revealed the negative phenomenon which has been called the . 
cultural gap, but which if anything was - and is - a flaw in the communi
cation. It revealed that far too little had been done in the field of "kultur- . 
formidling" (dissemination), that there was a hUge need for information 
and for a far closer contact between artists and their audience. lit 

During the 1970s Danish cultural policies changed to emphasise "Formidling" 

(dissemination) and to work on the basis of cultural democracy rather than democrat

ising culture. It is tempting to see this as a result of the Rindal debate, but the move 

from democratisation of culture to cultural democracy is an international move: ' .. 

This chapter will end with a· discussion of the changing concepts of culture and 

how this has influenced policies, but also how 'the incorporation of differing concepts 

has been influenced by different traditions. Therefore, before entering in to that 

discussion, I will discuss the Danish "kulturformidling" tradition, the importance of 

it, its implications and the implications of not having one. 

The trBdition of dissemination is evident in En Kulturpolisk Redeggrelse in 

which the chapters are divided according to artistic production and "formidJing" 

(dissemination) rather than according to art form.- A structure which every account 

of Danish cultural policies has followed up until the latest by Peter Duelund from 

1995. 

"Formidling" is a very Danish tradition. What makes it interesting in this 

connection is how it has formed Danish Cultural policies; and how British traditions 

'are different because it does not have this tradition. 

.. "Formidling" means dissemination, diffusion, accessibility, conveying, commu

nicating and promoting; and it means all of those at once. ID order to explain how 

the cOncept means more than making available and more than promoting, I shall 

borrow ~me terms from information theory. 

Information theory operates with tbe concepts of a sender, a medium and a 

receiver. What the sender sends is data, which if it is what the receiver is Jooldng 

for, and it is not interrupted by noise, the receiver will receive as information. That 
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is, the data is relevant and conveyed in a way which is useful for the receiver, and it 

can therefore become information. , , 

, The book Miss Smilla's Feeling for Snow by Peter H0eg can never be enrich

ening to an English reader if it is not translated into English. The medium - the book 

- can only contain senseless data which might as well have been written in binary " 

codes for computers since the English reader will not be able to decipher either,' The 

same book, in Danish, given to a Danish reader can become information on Dan

isblGreenlandic relations or alienation. The novel contains the same data whether 

given to a Danish reader or an English reader, but only the Danish reader will be 

able to make use of it, turn it into information. But also, if the Danish reader was 

looking for a book depicting, say, Canadian eskimos in the seventeenth century, Miss 

Smilla's Feeling For Snow will stay data because the reader would not be able to 
'"- .'; ./', , . 

relate the experiences of the twentieth century Greenlandic woman living in l)enmark 

to his or her interest in the lives and culture of seventeenth century Canadian 

eskimos. 
, .' . 

"Formidling" therefore contains pedagogic elements, but it is not education. 

Within the Social DemocratlGrundtvigian tradition it encompasses the Social 

Democratic belief that everyone has a right to a fulfilling leisure time and the 
.c,", 

Grundtvigian belief in taking the starting point in the every day lives of people, in 
.. ".' 

enlightenment through knowledge and self-reflection. "Fomlidling" straddles the 

spheres of education and leisure and puts the emphasis on enlightenment. 

At the same time the tradition respects the Cultural Radicalists insistence on art 

at its best is the best reflection and critique of society. Tbetradition ~ ideally -, 

becomes a search for the best way of making the best available for the right person. 

It is not a tradition which believes in giving to people what people want. Rather, it 

wants to give what is right for the person, but in a Grundtvigian tradition it is done 

with respect for the individual, not in a top-down fashion. 

In Cultural policies in Denmark theatres, libraries, museums, cultural houses 

and concert halls are viewed within this' tradition. But sO is to a certain extent 

support to amateur arts and local culture, because it too emph8Sises enlightenment 
, ' 

and reflection, though through the process rather than through the medium, These 
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institutions and their purposes continuously engage in a discourse of what, how and 

to whom; mixed with considerations of artistic excellence and the artistic climate 

they create. 

In England this tradition does not exist within arts policies. Theatres, galleries, 

museums and concert halls are "buildings" or "housing for the arts". In 1995 Lord 

Gowrie, chairman of the Arts Council of England can write about the lottery money 

made available. to the Arts Council for buildings: 

In an age of increasingly sophisticated, electronically packaged home 
entertainment, the living arts need attractive and affordable venues, with .1 

good facilities for all, if attendances and revenues and ancillary spending 
are to make their contribution to current costs. 11IO 

' 

At one level the arts become entertainment and at the other level the theatre- . 
. ~ .. '. 

goers become supporters of the arts, but the ,arts. do not bec!lme an .enlig~te~g 

force. In its various guises this has been the stance the Arts Council has taken 
. , ~ ': ' 

through its debates on "few but roses" during the 19505, "raise and spread" in the ~ 

1960s, community arts in the 1970s and devolution during the 1980s and 199Os. The 
". • > • 

Council has led an arts policy where it has focused on supporting the arts, primarily 

through institutions and the performing arts, but neverth~less the arts rather than the 

receiver. It has always seen the receiver as secondary, at the most a supporter of the 
• ~ • ,. ~ .' c_ .,. -, ,< • , • 

arts. In the annual report of 1961/62, Lord Kottlesloe, chairman of the Council 

wrote: 

, , In the long debate between Raise and Spread the decision has been '. 
adopted to put standards first. Widespread diffusion is liable to produce 
the dry-rot mediocrity. High values in the arts can only be maintained on 
a restricted scale: ( ... ) The decisive factor in the situation, however, is ',. " 

. that both sound radio and television are the 'natural' agents of diffusion, 
and that both of them, whatever their deficiencies,' are in fact bringing , 
music and drama of high quality to communities and individuals who 

. seldom enjoyed them before. Foral1 these reasons, then, the Arts .Council 
puts less emphasis on diffusion than CEMA did.I't ' ' " 

• ';' , cl 

" , , , 

It i~ interesting to see how the Arts Council allows itself to rely on the BBC for 

disse~tion, and, one can't help wondering what happe!led to ~ experience of, 

seeing a play ~ the theatre; of viewing a painting, taking the ~me needed, paying, . 
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attention to the aspects found interesting rather than being dictated by the time ' . . 

allotted by television and by the gaze of the camera. 

Nevertheless it is interesting because the British Broadcast Corporation is a 

public broadcast service. Arts Council policies are based in Keynesian philosophies 

where arts and artists have been elevated in an almost Platonian way. The artist 

. becomes the elite. Where Plato in the Republic elevates the philosopher to the 

highest place ~m which be can rule society unencumbered by menial work and 

everyday tasks of sustaining life, so that he through his wisdom can rule the same 

people who is sustaining his life; so has the Arts Council conceptually taken arts and 

artists out of the context of every day life and put them on a pedestal precisely .' 

because art has the ability to analyse and reflect on the very same society. . 

" The BBC as a Public Service Broadcast institution has not been able to do this. 

It is financed directly by the viewers and listeners through the licence fee. It has 

therefore as a starting point that of bringing a service to the people who have chosen 

to licence its equipment, that is, it is from the outset defined at the horizontal level 

rather than at the hierarchical top-down level of the roots of the leisure/educating 

tradition. 

Nevertheless the BBC has as its purpose to educate, inform and entertain the . 

public. This policy was formed by is first general-secretary John Reith and has been 

incorporated in its charter. ' 

Reith developed the Public Service Broadcast concept which many other coun

tries - among them Denmark - have adopted for their national broadcast services. He 

began with a conception of the public or publics without which he could not visualise 

a broadcast service. "The publics are treated with respect not as nameless aggregates 

with statistically measurable preferences, "targets" for a programme sponsor but as 

Jiving audiences capable of growth and development. IIIP2 In this Reith, though 

respecting the audience, did not aUow them to choose the programmes by majority. ' 

Rather, the BBC was to provide the best of and for education and information~ but 

with respect for the public. 

Through the years this balancing between the audience vote by miUority through 

viewer figures and fulfilling the purpose of public broadcast service has been debated 
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and experimented with. From Reith's high culture concept through Hayes' division 

into the home, light and third programmes and later the conception of the public as 

many distinguished but overlapping publics to today's discussions on satellite and 

narrowcasting the public broadcast service concept has discoursed on content and 

receiver!". - Just as the Danish "formidler" tradition has. 

, The public broadcast service concept is close to the Danish "formidler" 

tradition. But in the fragmented cultural policy of Britain this is the only place it is . 

to be found. I therefore suggest that the Danish "formidler" tradition as a concept in 

English is best translated as Public Service Dissemination, denoting respect for the 

users of culture in a flat structure (rather than a top-down structure) as conceptual

ised in Reith's publics; also denoting respect for artistic excellence and diversity; and 

with these two poles entering a discourse in order to provide the right artistic 

excellence for the right cultural user, but not by giving the user what the majority 
'. . 

demands. 

I alsO suggest that for a" cultural policy to be successful it is necessary to 

incorporate Public Service Dissemination. It should be impossible to dismiss the 

spread in "raise and spread".' Cultural policies, following the public-good argument, 
" .. 

are often instigated to render the public capable of self-reflection, of understanding 

society and the place of the individual in society. Cultural policies are therefore 

rendered obsolete if Public Service DissemiDation is not incorporated in the policies. 

Nevertheless, this raises another issue, namely that of artistic' excellence versus 

Public Service Dissemination which I will preface with the development of Danish 
, . 

cultural policies during the seventies until the mid-eighties. 
" . ( 

Most work done through that time was to decentralise with the focus on the 

user. The so-called "carrot-principle" was introduced through which the state topped 

the money invested by local 'authorities ui culture by the same amount. Amateur arts 

and/or folk culture received attention. This led among other things to the foundation 

of the Culture Foundation which supports the coorporation between professional 

artists and amateur artists~' 

The focus became the uses of culture and the local environment as the breeding 

ground for folk culture. Folk culture is not an idealised past brought up. According 
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to Dorte Scot-Hansen in her 1984 study of folk culture and cultural policies, it is 

local, communal~ non-professional, creative in the sense of both relating to past 

traditions and the present and in this way also related to the every day lives of peo

pIe. 194 

The closest in Britain at the time to the local or folk culture of the Danish 

cultural policies is the community arts movement. It too emphasised the local 

community and arts in the local community. Like the Danish Cultural Foundation it 

put professional artists out into the local community. 

The Arts Council reluctantly put community arts on the agenda in 1974 and 

continued this support until the Regional Arts Associations took it over in 1981. But 

it did not do so because community arts provided a valuable stimulating force for 

local communities. Rather it did it because: 

It must be a basic principle of community arts work (as of adult educa- . 
tion) that in approaching people you must start where people are. ( ... ) 
The second basic principle, however, is that growth and development are 
the essential signs of truly creative life, and at the end of the process . 
many, though doubtless not all, of the people involved in participating in 
community arts should be capable of proceeding to enjoy a greater share . 
of the common cultural heritage. I" 

Community arts was seen by the Arts Council as a helper in educating and 

elevating people to a level where they were able to appreciate the fine arts. For . 

community arts to be accepted as a force in itself it is necessary to turn to the local 

authorities and to the most controversial council of the Greater London Council 

(GLC) whose Community Arts Committee valued the process of community arts. On 

the whole, though, according to Ken Worpole, the cultural work done by GLe was 

exceptional and controversial because it prioritised social groups in need of funding 

rather than following in the traditions of arts policies by starting from the financial 

needs of the art forms. J96 

This leads me back to the issues of artistic excellence and Public Service Dis

semination. In her survey of cultural policies in Denmark from 1945-198S, Marit 

Bakke concludes that: 
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The ( ... ) conclusion is that the largest part of state support has been given' 
to the Public Service Dissemination institutions at the expense of creative 
activity. 197 

It seems there is a contradiction between nurturing artistic excellence and . 1 \. 

Public Service Dissemination. That is, a contradiction between nurturing an artistic. 

climate consisting of artists and time, space and finances to sustain artists and artistic 

production for its own sake rather than for the good of the population as incorporat

ed in Public service Dissemination. Again, on one s~de there is artistic excellence, 

on the other the uses ofarts and culture by the population. It is a question of an arts 

policy or a. cultural policy . 

..,. I. The Arts Council has solved this by leading an arts policy in which the ; .' :. 

audience for the arts constantly has been allotted second place to the arts. It has ' 

nurtured and housed the arts, and been able to do this because it is an arts council, 

not a cultural council. There is a difference between arts policies and cultural 

policies.; c . 

~ , .. In Ans and Cultures, Andrew Sinc1air sees the Arts Council involvement with 

devolution to local authorities, with (half hearted) interest in community arts and 

minority group arts as social welfare rather than arts policy. 191 

Peter Duelund states in Kunstens Vilktlr that cultural initiatives increasingly are 

instigated because of social policies'99 and in his report on cultural policies based 

on 17 special reports he concludes that cultural competence, that is the ability to use 

and partake in culture, is to be encouraged outside of cultural policies such as in · 

social- and work policies. ~ ,j,' . " , .,1; . t 

:' . It seems then that where an arts policy can focus on the artists and arts, a 

cultural policy is nearing a social welfare policy. .' - . 

Both arts and social welfare throw up aspects that are important to keep in 

mind. There cannot be art to disseminate unless there is an artistic community to 

produce it. Also an artistic community is in constant dialogue not only with society, 

but also with past and present artistic traditions, as they themselves will be part of 

the future artistic dialogue. 
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. The arts have traditionally sought patronage because they could not survive 

within the market economy. This holds" true today . It is therefore important to 

support the artistic community and climate. , 

As for cultural policies as social welfare, this becomes dangerous if it is used as 

substitute for social innovation. If culture and arts become pacifiers for social unease 

and displacement caused by unemployment and alienation in modem society, then the 

purposes of cultural policies have been defeated. . " 

" Once again if the public·good argument is accepted, then. the arts work as a 

reflective and critical force within society, and enables the user to view and reflect 
. - • I . .' . 

on society and the pers<>n' s own position within society. The same argument is used 

for folk culture and community arts where the emphasis is on the process which is~" 

thought to have the same abilities as the arts: This is the purpc:>se of most cultural , 

policies. It ,contains elements of social welfare in so far as it focuses on the welfare 

of the people. 

, "' From an arts policy point of view it can seem almost immoral to attribute to 

the arts a purpose other than the artistic. This is in line with the art for art's sake 

argument. But even this argument somehow defines art outside of itself in relation to . , ~ ... 

a rece,iver. Instead of being a force within society, art, according to this argument, 

brings the aesthetic experience. It may not lead to anything but a beautiful elevated . . 

experience, ~ meeting with the incqmprehensible, the religious experience. But this 

~ itself i~ something, and it is the receiver that experiences this n~t the art work., 

" The only way not to define art in connection with. its uses and abilities. for the 

receiver, is to define it as a process for the artist. To paint or write for oneself and 

for no-one else, to turn the canvas towards the wall when finished or to place the 

great novel in a desk-drawer rather than with a publisher .. But somehow, even here,. 

the process of creating cannot help serving a purpose, namely that of the artist's 

contentment or personal deve)opm~nt. And then that is just as much part of a social 
., 

welfare policy as using art fm: the community. i > ' , 

Cultural policies will have to ~eep in mind that culture is both unifying and ' 

every day life, and that the cultural policies are to enable arts and culture to be, a 
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force for the individual within society; not for society to use as a force against the 

individual: Both Dennlark and Britain'should keep this in mind.' 

But it must not be forgotten that without taking the user into consideration 

when supporting culture, the liberating forces of art and culture will be stunted. 
. " .' -. . { , 

Bri~, should keep this in mind and look to for instance Denmark and the BBC in 

order to develop a Public Service Dissemination tradition. 

r>en~k .on the other hand will have to k~p en eye on the' tWance, between 

creativity and dissemination. The artistic ~limate is in itself valuable thi-ouih its 
, ~ " ~ > • 

communication with past and future traditions, but it is also valuable for providing 
'", . 

something to disseminate.2A)1 
, , 

, Before starting on this discussion of Public Service Dissemination and its place 
, ~ I ; ; J 

and implications for cultural policies, I noted that the uses of the concept of culture 
; , , 

had ~uenced cultural policy practices. 

As I n~ted, in Denmark, the turning from disseminating high culture to 

everyo~e w~s not only a resu~t of the Rin~ deba~, but part of ~ move to using a 

new. concept of culture. A development which is not p~ely Danish. It can be 

exempli~ed by the European Council, whose Council for Cultural Co-operation 
. . .~ 

(CCC) has followed the same trends. 

. The Council for Cultural Co-operation is a ,policy-making, guiding body, 

without any political power. Its aims are to analyse cultural pOlicies in its, member 
~ ;. . ' . ' 

~ountries, to support ~e ~rea~ors, i.e. the artists and to target the addressee of the 

arts, i.e. the general public. Again,the last two groups are recognisable from both 

Danish' and English debates on cultural policies. To support the arts and their' . 

creators and to disseminate this to a public. 

Looking at the cultural policies of the CCC, it becomes clear that it works with 

at least hvO concepts ~f cultural policy. One is the idea of a democratisation' of 
" . 

.' ~ 

culture. This concept embodies a "need to guarantee to the greatest possible number 

an access ~ the herltlge culture and the elite culture ,,202 This is the m~l ~here 
, ' , " 

culture is fine arts disse.ted'to the public. This concept is recognisable from The 
. , ' 

Arts Council's' "Few but roses" and its elitism'. It 'is also to be found in Jeonie Lee's 

White Paper, when she says: 
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There is no easy way of bringing [the appreciation of art] about, the more 
so as too many working people have been conditioned by their education 
and environment to consider the best in music, painting and sculpture and 
literature outside their reach.203 

, 

This is also the concept which Rindal and the Danish population protested 

against. 

During the 1970s there was a shift in the cultural policies concept the CCC I 

worked with. Instead of taIlcing of democratisation of culture, it took up the concept 

of cultural democracy where "culture is about communication and quality of life in 

daily social relations, particularly at the level of these numerous cells, which in 

daily life can show signs of real social relationships, imagination, emotional life and 

joie de vivre "204 This is the same idea which lies behind the' community arts move

ment and the folk: or local culture movement in Denmark. Also cultural democracy 

means that all forms of culture are of value, not only high culture. 

Both Danish and English cultural policies, and European Council policies have 

, at their roots the idea of being in oppoSition to mass-market culture, in opposition to 

the American cultural industry. Both Denmark, England and the CCC have the 

concept of democratisation of culture, that is high art disseminated to the masses. 

Both Denmark and the CCC have the concept of cultural democracy, embodying the 

anthropological concept of culture as a way of life and an emphasis on the process of 

cultural production within this. Britain has to a certain extent incorporated the 

concept by accepting other art forms such as photography and moving visual arts 

such as film an~ video art. But the Arts Council works primarily from a democratis-" 

ation of culture concept, whereas cultural democracy has been devoluted to the 
, " 

Regional Arts Boards. 

The two concepts have since the seventies been part of cultural policies, and the 

opposition to mass-culture has been an element alongside them. But in the CCC and 

in Danish cultural policies a fourth concept of culture has arisen from the cultural 

democracy concept and the opposition to mass culnae. Jose Vidal Beneyto in his 

paper to the Arts Without Frontiers conference calls it popular culture, the equivalent 

to folJdore.~ In Denmark it is the folk culture and as a cultural policy it is used in . 
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the Culture Foundation which funds local amateur projects in co-operation with ' 

professional artists. 

In Britain this concept is as good as non-existent within cultural policies. :, 

Though the community arts movement has been taken up by the Arts Council, it 

never fully accepted the philosophy of the movement, and the folklore concept does 

not become a concept on its own .. ' Rather, the emphasis on popular culture is to be 

found in an opposition to "the establishment" of cultural policies in the cultural . 

studies' movement. 

: This academic movement's founding texts are Raymond Williams' Culture and 

Society and Richard Hoggart's Uses of literacy. It became influential with the 

Birmingham School, particularly under Stewart Hall's leadership. The school has its 

roots in the Leavis concept of literature as part of and a reflection on society, and as 

an improving force within culture. 

In Hoggart's study of working class culture a regret of loss of this culture in 

the face of mass-culture, is expressed. In this sense it is a study within the cultural 

democracy concept and the folklore concept, including the opposition to mass

Culture, and its emphasis on - not folk culture - but working class culture. Over time 

the cultural studies movement has moved away from the Leavisite concept of a 

(literary) culture to the anthropological concept of culture as a way of life. The 

school has gone on to study the lived culture and its cultural forms, among other'· < 

things focusing on sub-cultures and youth cultures - an example of this is Dick 

Hebdige' Subculture and Style. But it has also gone on to analysing the uses of mass

culture, mainly within television, but also in fiction. For instance, women's use of 

soap operas has been analysed and so has women's reading of romance fiction*. In 

these studies there is no discussion of the Qllali~ of the cultural product, the empha

sis is on the use of popular culture. This is in opposition to earlier times mass-media 

infusion theories; it is to take a non-value-laden look on the uses of cultural products 

and in this sense an opposition to the ideas of high culture's hierarchical structure of 

culture. But by rejecting the notion of quality, and by accepting products of mass

culture as part of popular culture, it - rightly or wrongly - excludes the notion of a ' 

genuine, living foUdore. 
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But what cultural studies is, apart from aligning itself with the leisure/education 

tradition, is a bealthy opposition to the policies, as embodied by the Arts Council, 

where culture equals art. Here the empbasis is on quality and excellence. Wbere . 

excellence and uses enter a consensual discourse in the Danish Public Service' 

Dissemination tradition, in Britain they oppose eacb other. The opposition, cultural ) 

studies focuses' entirely on the processes of uses of popular culture, but does not 

discuss any' ~stic value or quality of the products. It is both healthy' opposition to ' 

Arts Council policies, but also a deepening of the conceptual splits in the British 

cultural funding system. 

Where Britisb notions of culture have split in a cultural Policy emphaSising 

excellence and the product, and an opposition emphasising the uses of CUlture, ' 

Danish cultural policies have embodied all four concepts of culture. High culture" 

culture as a way of life, folklore and m8ss-culture enter a continuous (un)e8sy , 

discourse. 

In spite of the similarities in cultural policies in Denmark and England,' caused 

by the similarities in the definition of culture used, Danisb and British cultural 

patronage bave diffefed. As cultural Policies have been fragmented in England, so " 

have the concepts of culture. In Denmark both cultural policies and concepts of ' 'I., 

culture have been incorporated in a consensus since the Rindal debate. Again, as ' 

with institutional structures, constituting the two support systems, tbere are historical 

reaSoDS for the fraimentation or incorporation' of the concepts of culture. ' ; . . 

The concept of culture in Britain has roots to the Arnoldian idea of culture as 

• a pursuit of our total perfection by meanS of getting to know,' on all matters whicb 

most concern us, the best which has been thought and said in the world -207 has had 

a strong influence. F .R. Leavis, influential in the development of English stUdies, 

aDd writing in the 1950s,: kept this elitist thought in his idea of literature is a' 

reflection and critique of society. And the Arts Council's founder John Maynard 

Keynes' shired these perceptions of art. Therefore; under Keynes' influence,' the 

Arts Council has followed the Amoldian tradition. This has been Possible because 

the Arts Council has been able to lead an arts policy ratber than baving been part of 
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a consensual cultural policy. The fragmentation of the concepts of culture has 

emphasised the general split within cultural policies in England. 

In Denmark also, culture has its roots in the narrow concept of culture, but at 

the same time other traditions have influenced it. British tradition as in the culture 

studies movement, focuses on the class-based society (not without reason, I hasten to 

add), whereas Denmark has focused on the common history of the Danish people 

early on. Though it has HoggartianlBenjaminian connotations of looking for an ideal, 

lost past, it does make sense in the way it makes sense for the British to focus on the 

class-based society. 

There are visible traces of past existence of "the Danes" in the Danish land

scape as the word "Dane" is to be found far back in history. Burial mounds are 

scatted around the country, the Danevirke protected Danish country. The lurs were 

excavated and today they are found on Danish lurpack butter - not to mention that 

the Dannebrog is the world's oldest flag. In contrast, Britain and Britons are 18th 

century notions. Where Britain was England, Scotland and Wales with each their 

history, and where the past is peopled with groups such as the Saxons, Normans, 

Danes and Romans, Denmark could look back on a homogenous Danish society in a 

country where nation and state were the same. Though these signs of Danish-ness in 

no way stood for what Denmark or Danish-ness signify today, the mythology of the 

roots of the people came to play an important part after the loss of Norway in 1814 

and the Sch1eswig-Holstein duchies in 1864. Orundtvig wrote his Nordic Mythology 

in 1808, but he was not the only one to focus on folk culture. For instance, a Just 

Mathias Thiele published in the years 1818-23 Danish sagas and folk beliefs. 

In 1879 a major exhibition on art and industry focused on folk-culture. This 

exhibition led to the establishment of the Danish Folk Museum and Danish Folklore 

Collection, which studied, and study, Danish folklore. The people, the folk, has , 

since then been the living spirit of Denmark. 

Coinciding with this focus OD folk culture the international trend of culture as 

high culture flourished. Torben A. Vestergaard in his essay on culture in Danish 

cultural research says about the exhibition: 
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The exhibition in 1879 was as phenomenon modern and confirmed in this 
way the deveJopmentlll stage which entitled us to membership of the . 
developed nations', community. The subject of the exhibition on the other 
band, demonstrated the peculiarity which differentiated us from the others 
and made us a single nation among those we compared us to. This peeu- . 
liarity was found in the continuous and the traditional which had taken 
root in our country - with the common people/peasants. -

~ ., ~ 

Denmark has strong traditions of consensus. With ·the bistorical compromise· 
\. , .. 

which resulted in the formation of the Ministry of Culture, the appositional move-
~ . ~ ",". " ,< t" '" • 

ment of Cultural Radicalism had its founding values of artistic integrity and excel-

lence incofporated. 'Tb~ emphasis on folk culture as exemplified here is inherent in .. 
• , . " .' l' ~ t ,.. 

the Social Democratic/Grundtvigian traditions. With or without the Rindal debate, 
~. . -, - \ . 
, '. '. ' ., 

new ways of viewing culture would have had to be incorporated and put to use if 
~ .,', !' ,. ' ~ • - ; ". ., 

they had contained ideas of the people or folk. Therefore concepts of culture such as 

cultu~ democra~y 'and folk1or~ ~~uld have to be incorpo':&ted in the Danish . , 
f' ~ f' • : • •• f ..' , ~ • _ 

consensus. 

Britain, on the othCl' hand ~ith traditions and structures with roots in the 
~ f'" 

Industrial Revolution and the Victorian era, with its class-based society and its . 
" .1" ' ' "..., - \ • , '" '. \" ~, • 

inherent elitism, could easily dismiss these ideas when forming policies for the arts. 

In a society such as the British with a strong class-consciousness this has led to an 

opposition strongly emphasising what d.e: ~t and the Good have left ~t, i namely 
~ : , • ~ • + , ' <' ~ .. "'. 

that of the uses of the users. But it 'has also meant that art and the people have never 
, i '" 

formed part of an - even - idealistic consensus. The Arts Council has therefore, . , ~" 

, , 4' .'-

secure in its knowledge of being the establishment been able to continue its ·few but 

roses· policies. 

During the 80s cultural policies seem to have taken a ne~ ~ which' does not 

seem to be influenced by a ne~ concept of cUlture, -but rather because 'of c~ging . 
values in society. The setting upoftbeMinistry of Culture in ~k ·and tb~ Arts 

'" • f" !. , 

Council in Britain was part of a geDerat move towards the welfare state. The new 

tren<b are in the same wa~ a ~en~' shift in society rather than. in concepts of 

culture. With 'the fall ~f affluence ~the late '7~ aDd early 80s 'Peter Duelund ~~ 
, " .' , . ~ , 

Danish cultural policies becoming: _, 
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Because of unemployment, social problems and disintegration-tendencies i 

in the political democracy, public support to culture and art is increasingly 
motivated economically, socially and politically. During the 80s arts and 
culture were made goal-orientated and instrumentalised. 

Cultural policies of the 90s have continued the trend from the SOs. The 
market-orientation and economic orientation have increased.209 . . 

,The market-orientation and economic orientation influenced the cultural climate 

in Denmark. The library laws were changed so that the financial responsibility was 

lessened for both state and local authorities and the carrot principle was changed to a 

70%-30% deal instead of a fifty-fifty deal. The state justified this by announcing the 

end of the establishing phase in Danish cultural policies. But it can also be seen as a 

reflection of the general right-turning of Danish politics. As a matter of fact, it is the 

Danish version of the enterprise culture. : 

; . . : During the eighties quite a few cultural houses were built by local. authorities in 

Denmark. Cultural houses build in the seventies were called ."borgerhuse" citizen 

houses, and in the more political climate of the 70s they were aimed at bringing the 

local community together and encouraging the citizens' culture. The cultural houses 

on the other hand, are imposing postmodern buildings in which the professional arts 

thrive.· 

In a postmodem perspective, these houses can be seen as an attempt to replace 

the town squares in the decentralised society of the postmodern condition. A place 

for debate and active exchange of ideas instead of the postmodem "town squares" -

the shopping centres. But this is about cultural policies, and other than postmodem 
, , ! ,~ ~ \ ~ , ' ' 

trends show. . ... , 

The aim of the cultural houses are to profile the partiCular local authority, to 

bring ~stige' t~ the area, aDd thereby turn the area into 'a place ~hich will attract 

the right kind of people, i.e. those who traditionally enjoy the arts, the well-educated 
- 'c ~ , • ' ; > 

and often high-earning part of the population. The culture houses bring culture to the 
~ > ;. 

local community and prestige to the area. 

The idea is also that these houses become self.financing, that they are not a 

burden to the local authorities they are profiling. This is a general trend in Danish· 

cultural policy during the eighties. Culture is used for profiling, and it has to bring 

economic benefits. It may be justified by the reason that the establishirig phase in . 
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cultural policies are over, but it is just as much a sign of the right-turn in Danish 

politics, and more or less the Danish version of the enterprise culture. 

In Britain, the influence of the Thatcher years constitute the genuine Enterprise 

Culture, where Wincreasingly, all aspects of social life - including the arts - were 

seen through the lens of economic anxiety W and where W the basis of the enterprise 

. culture lies with the restoration of the individualw2lO
• Monetary value has entered 

the arguments ~or culture. It is partly an international movement as can be seen in 

the increasing research within the field of cultural economics. Art takes on an 

utilitarian value where it has to create jobs and increase tourism rather than having 

an inherent value or be for the spiritual good of society. Part of this utilitarian move 

is that art has to validate itself to the business community by attracting funding from 

this communitfll. This is in line with the Danish cultural houses in so far as art 

can 1) bring the right people for the economy to the arealCOUDtry and 2) it can 

profile a local authority/company. But in the genuine enterprise culture of Britain it 

goes further. It extends to a reliance on business sponsorship in the funding of the 

arts. Denmark had a brief flirtation with the idea in the public debate in the late SOs, 

but in Britain it has become part of the established funding system through the 

Association for Business Sponsorship of the Arts. 

Even the Arts Council has entered the spirit of sponsorship by wanting to match 

and attract funds for the arts from what it calls partners or partnerships. In Partner

ship - Making Ans Money Work it says: 

The Arts Council wishes to help these creative partnerships flourish by , . 
contributing to their health and growth in three main areas - marketing, 
planning and investment. Its experience, ambition, and perhaps most 
importantly its national perspective, puts the Council in a unique position 
to work effectively with clients, RAAs and the marketplace to explore . 
new ideas and new avenues, to test new techniques in their marketing and 
promotion, and to provide for the arts nationwide. It will continue to push 
for high quality of work, efficient management and maximising the 
earning potential of the activities in which it invests the public's 
funds. 212 

In 1992, Britain's first ministry of culture, the Department of National Heritage 

was founded, and it has endorsed the enterprise turn of the 1980s cultural policies, 

but does not seem to have done much to promote culture. It has curbed the power of 
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the Arts Council by tightening the purse strings and by changing it from the Arts 

Council of Great Britain to the Arts Council of England. It has set up the National 

Lottery, and though this will benefit the arts, it also seems to bave upset the balance 

of Britain's extensive network of charity organisations. Under David Dorrell's 

leadership it saw its role as "a catalyst to generate other forms of funding, from 

business sponsorship, local authorities and improved earnings through the box 

The Department of National Heritage - the British ministry of culture - seems intent 

on promoting culture on the basis of utilitarian values ... 

Tbe present Minister for Heritage, Virginia Bottomley, stressed at the 1995 

Conservative party conference the need for Britain to excel in the technology of 

satellite broadcasting. She also derided political correctness but stressed the impor

tance of giving access to the English heritage such as Shakespeare and Wordsworth 

to children through education in schools. It seems the British traditions of legislating 

for industry, emphasising high culture - and in that connection elevation to a 

common culture rather than uses of leisure - still hold, but now with the addition of 

having to justify itself to the business community. 

The trends in Denmark, bave not gone as far as in Britain. The consensus is 

still there. Culture has gained more prestige. The current Minister for Culture, the 

Social Democratic Jytte Hilden is shaking up the whole system through highly 

unpopular appointments of primarily non-establishment people who are primarily 

women (though that is not what makes them unpopular). Her initiatives are far 

ranging from ideas on including cooking in her field of responsibility to securing 

more money on the Budget and ordering a thorough analysis of the whole area. Her 

style is confrontational and whether most of her ideas win lead to actual policy ., 

implementation is doubtful. Nonetheless, she has stirred up the debate. But as usual 

it is within the consensus on cultural policies. : 
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8) STATE FUNDING OF LITERATURE 

, " 

This chapter looks at the funding of literature in Britain and Denmark. It 

traces the influences which IuJve shaped the funding system for literature. 

It does this both as a supplement to the previous chapter. but also because 

the ftmding system is an agent in creating the national climate jor the 

production of literature from which texts jor translation are drawn. Where 

this chapter deals with the production of literature. the next chapter deals ' 

. with the second leg of a cultural policy. namely dissemination. The , 

chapter finds that because of British traditions of supporting the peiform

ing arts and institutions. support for literature has not gained much recog- . i 

nition. Nonetheless the literature Deportment at the Ans Council has 

. managed to develop a rounded. innovative policy though author support -

support jor the creative artist - is slightly under-developed. In Denmark 

the long and strong tradition jor creator support has meant that this side' 

. of the system is well-developed. Initiatives have been taken to supplement 

_ existing schemes in accord4nce with changing perceptions of the creator 

so that also illustrators and translators can obtain suppon. But the system 

. suffers from having no coordinating body. The chapter also analyses . 

Public Lending Right and finds that the development of the British rights,.' 

scheme and the Danish cultural support scheme are results of the twO . ; 

diJferlng traditions for support o/literature. 

> ~ , 

.. t • 

Public funding for literature can take various forms. In his book Bogen og 14seren 

(The Book and the reader), Robert Escarpit identifies three parts in what he calls the 

literary process. The three parts are production, distribution and consumption. : .' . 

Production is the authors who produce the literature. In a funding system, this 

part can be strengthened through bursaries, literary awards and author rights over 

their creations. " 
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The second part of Robert Escarpit's literary process is distribution, and this 

includes publishing and distribution. To distinguish the two aspects of distribution -

production of enumerable copies by publishers and actual distribution to readers - I 

will call the publishers producer..cJistributor. Public support for publishing can take 

the form of funding a particular aspect of the publishing business such as the printing 

or the promotion. Or it can take the form of supporting the publishing of particular 

titles such as classics or experimental literature. Distribution on the other hand, 

involves making the titles available for the reader, whether through bookshops or 

libraries. Within the funding system this can mean support for bookshops in sparsely 

populated areas or support for public libraries. 

The last part of Robert Escarpit's literary process is the reader. The reader is to 

my knowledge never sponsored in the funding system. There are no grants available 

for the readers to take time off from work for the purpose of reading a good or 

worthy book. But the funding system is most often in its values geared towards the 

reader. It is the reader who - through contemplation and reflection - is to benefit 

from the literature made available. Sometimes the funding system will support 

education for the reader so that the reader can enjoy the offered literature. 

As with support for other art forms the support for literature is shaped by 

traditions. It is shaped by the traditions of what is thought important both with 

regards to which art forms are prioritised, but also in literature by which link in the 

literary circle is considered worthy or correct to support, and hopefully by the actual 

situation of the art form. 

The Danish and British systems for support of literature differ. In Denmark the 

system is conceptually two tier under the Ministry of Culture .• There is support for 

the producer, the author. This tradition for support of authors is old and strong. This 

tradition is today continued in the support given through The Danish State Art 

Foundation. The other conceptual tier is the public libraries which are aimed at the 

reader. Between these traditions the 1980's have seen new support schemes arise 

which aim to cover what is left or has arisen between these two traditions. Though it 

should be pointed out that this, rather than being a stated policy has been an "in 

response" policy. 
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Where the Danish schemes are both very old and very new, the British system 

is fairly new. The Literature Department at the Arts Council is responsible for all 

support. Because all areas have been assembled under this one department it has 

opened up for the possibilities of forming a rounded policy. Britain has a strong 

public library tradition as well, but instead of taking over the responsibility of Public 

Service Dissemination of quality fiction as the Danish system has, it has developed in 

a more community service orientated direction214. This does not mean that it hasn't 

been considered in connection with support for literature, but instead of being seen 

as part of the support system, it has been used as an excuse for not supporting 

literature in any other way. For instance Raymond Williams states that John May .. 

nard Keynes did not include literature in the Arts Council because the difficult 

situation of writers "could be masked and rationalised by the fact of the provision of 

public libraries It. 215 

The Arts Council's work for literature has not been analysed to any great extent 

before. I shall therefore start with a fairly short description and analysis of this 

work.216 

The Arts Council of Great Britain is the body for support of literature in 

Britain. But within the structure of the Arts Council, literature has lived in the 

shadow of the performing arts. It is the major influence on support for literature in . 
Britain that the system is geared towards the performing arts. The latest example is 

the lottery money which for the arts can only be used for buildings. This has 

benefitted institutions such as the Royal Opera House and Saddler's Wells. Were 

lottery money to be used on literature it could only be for library buildings, but it is 

difficult to imagine a library with as high a profile as The Royal Opera House and 

Saddler's Wells. There is only one such library, namely The British Library. But this 

library is not aimed at providing the general public with fiction for use in their ': 

Jeisure time. 

The Arts Council of Great Britain did not support literature from its beginnings 

right after the Second World War. This is definitely because of Keynes' ambivalence 

towards this art form, though CEMA had not supported literature either. In fact the 
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Council did not establish a Literature Panel, later called the Literature Department, ' 

until 1965, where it took over from the Poetry Panel which was established in 1950. 

The Poetry Panel came about because of the Council's commitment to the 

Festival of Britain in 1951. In connection with this a competition for poetry written 

in English was arranged by five poets. Cecil Day-Lewis was one of these poets, and 

he became the chairman of the Poetry Panel. The Poetry Panel had only modest 

sums allocated, and its policies during most of its time do not resemble an arts policy 

as such. 

The Arts Council had sponsored poetry before. In 1947 it gave financial help to 

the English Festival of Spoken Poetry and the Apollo Society which arranged poetry 

recitals. When the Poetry Panel was allocated money for the first time in the 

financial year 1951152 it continued along those lines by subsidising public readings 

and recitals. The beginnings of support for literature was therefore support which .' 

emphasised what can be termed the public andIor performing aspect of literature, and 

therefore in line with support given in the categories of music and drama. 

The next initiatives taken were the Poetry Panel as commissioners of art. In ' 

1953 the Poetry Ubrary was established and steps were taken to establish the Poetry 

Book Society which was to select four books of poetry a year and distribute them to 

a list of members. 1 ,. 

The policies behind the recitals, the poetry festivals, the Poetry Ubrary and the 

Poetry Book Societies were not clearly expressed in policy terms, but ideas behind 
" ,I 

the initiatives were expressed in connection with the opening of the Poetry Library, 

where its purpose was seen as: 

Being the simple one of helping the reader of poetry, ( ... ) to get into 
easier and closer touch with the public verse of his contempori~J' 

Through its lifetime this was what guided the work of the Poetry Panel. The 

attempt to reach the reader, to form a forum for poetry. The Department was slowly 

developing this forum from a performance with an artist on stage in front of an 

audience to a more natural forum for literature where artist and reader meet via the 

text. Though the work of the Poetry Panel slowly developed into a form more 

closely associated with the art form than Arts Council traditions, there was no 
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attempt to reach a wider audience than the cultural elite. Towards the end of its life. 

the Poetry Panel began funding magazines which is another way of creating a public 

forum. Tbe tradition of supporting a forum for writer and reader through magazines 

has been in existence ever since. 

Whatever support was given to the poet or the publisher was indirect through 

. sales. One exception to this was the triennial poetry prize given to a first book of ' 

original English poetry and a book of original English poetry. But otherwise it was 

spoken poetry and reaching the reader which was the focus of the work of the Poetry 

Panel. 

In 1964 one yearly bursary for poetry was made available. But the times were 

changing. In 1965 the Poetry Panel became the Literature Department. Also in 1965 

Jennie Lee became Minister for Arts and Libraries, and her White Paper A Policy for 

the Arts, changed the policies of the new Literature Department. In the White Paper 

Jennie Lee highlights the problems of the artists and suggests an increase of grants to 

writers. 

The Uterature Department took this seriously and from the middle of the 19605 
, ' . 

there was an increase in bursaries for writers. This trend continued through the next 

ten years where the main focus of the Department was the conditions of the writer, 

though institutions such as the Poetry Book Society were still supported. From 1969 

a few grants were given to publishers, but the main focus was the writer: 

( ... ) in other words, to make mote favourabJe the conditions under which 
writers work and can have that work published. 211 ,) 

During the second half of the 19705 where community arts were developing, 
,~ ." ;!;. , ~ .. -< _r 

the Literature Department also started to focus on reaching communities. There was 

a slow shift in focus. Experiments were'sUde with no~-profit distribution points such 
, -', " • .' ','. < 

as community bookshops, support to projects in commercial bookshops was consid-
:; - , ' :. " , , ~~' T' -, 

ered, but discarded. From 1975176 there was a major increase in grants to publish-

ers. But the Arts Council ~~ not only supporting the disfrlbution fuJk in the literary 

process. In 1974175 a scheme for creative writing f~II~Wshlps was ~gated and' .~ 
, - ~ • ' --, t , 

developed substantially. 
, . , " 
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On the wbole, the policies of the ArtS Council in the mid- to late seventies can 

be characterized as all-rounded and innovative. There were the traditional grants to 

writers, that is, support. to ,the artist. But ~writing fellowships whicb is the Ameri

can idea of artists in aeademia, a scheme which supports the artist as well as 

promoting an interest in the .arts - supplemented this. Tile 'Publisbers, that is the 
'v !' , : " .; ~ " • , 

producer-distributor is supported so that books which were not economically viable 

could be published. In addition the Department explored non-traditional ways of 

supporting literature by looking at distribution. By trying to make literature available 

through non-traditional outlets sucb as community shops, the Department tried to 

expand the distribution network - or put another way - expand the access points f~ 

the readers. • .' , ;: ~ 

It seems that this fairJy rounded literature funding of the mid- to late seventies 

was more accidental than planned, because in 1980 the Literature Department had a 

major policy review. This policy review shifted the focus of the funding from an all

rounded, but writer inspired policy to a reader orientated policy because: . 

It cannot be argued that there is a shortage of books: rather a decline in ' \ 
an audience committed to buying them. The Council therefore decided to 
concentrate its funds on readers rather than writers, througb increased , 
subsidy for the publication and distribution of books.21' ' 

, I ' t' " ,~~' • > \., 

This meant a severe cut in grants to writers. The writing feUowsbips were kept, 

but with the emphasis now on stimulation of students' interest in reading. On the 

other hand there were increased subsidies to pUblishers.' ADd slowly Jibraries w~e 
, 

recognised as promoters of literature. , .' 
tt' 

The Department followed this policy for the next five years, and thougb the 
, '<- ' , ;. " " ·,·,"W 

support for writers slowly increased it never reacbed the level of pre-1980. 
, '" .' ~ • >~ ~ 

In 1984 the policy statement The Glory of the Garden was published. This was 
. .; 

to prove devastating for the supPort of literature. 11Ie G~ry of t~ Garden took a . 
"realistic" view of arts funding. Support for the ~ would ~ve to be considered 

within the existU1g funds. The rewJt of this· was that funds for literiture w~e cut by 
-" ( , '. 

50%. It'is interesnng to see bow all tb~ _ reasons for not supporting literature is 

utilised' in 'The Gloly of the' Garden ~ N~ onJy is it: not a performing ~, but it 'js' 
. , 1" • 

i ' • . .., 0 

supported througb the publishing industry, libraries and so forth: 
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Yet the Council finds it difficult to satisfy itself about the value of much 
of its present support for literature.22O ( ... ) 
If there were no public subsidy for opera,· it is very unlikely that large
scale opera performance would take place at all outside a limited annual 
season at the Royal Opera House. English literature, on the other hand, is 
sustained by a large and profitable commercial publishing industry. It is a 
basic ingredient in the school curriculum. It is available to the public 
through the public library system. In these circumstances, the impact of 
the Arts Council's subsidy for literature other than poetry is highly . 
marginal.221 

The Glory of the Garden expects the publishing industry to keep an often 

economically non-viable literature alive. Yet ten years later, the present literature 

director Alistair Niven says that the Literature Department will consider supporting 

smaller imprints within the huge profit-making conglomerates because it simply 

cannot be taken for granted that the conglomerate will use the profits of, say, Agatba 

Christie to support a new and interesting but loss-making translated novel. 222 

In 1984 The Glory of the Garden led to a virtual shut-down of the Literature 

Department. Basically, support to the writers in residence, book shops, libraries and 

writers' tours were discontinued and grants to writers, publishers and various events 

were reduced so drastically as to be as good as non-existing. The Literature Director 

Charles Osbome left the Arts Council after having worked in the Literature Depart

ment, first as assistant to the director and later as director, since it was established in 

1965. 

Charles Osbome was at the time seen at the culprit for making it possible to 

write a statement such as it was expressed in The Glory of the Garden. But it must 

also be kept in mind that literature always had been a bit of a stepchild in the Arts 

Council. Charles Osbome was a despotic director who did not believe in the subsidy 

of writers. His dislike for writers is probably one of the reasons foi the change in 

aim in 1980. He believed in a state publishing house but this idea never won any 

support. 223 

In spite of CharJes Osborne, the Literature Department developed and tested 

various scbemes during its first twenty years. It is it development which is character

ised not only by extending the first performing orientated events of the Poetry Panel, 

but for most of the time keeping the tradition of the Arts Council of not supporting 
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individual artists. This is not to say that artists have not been supported, but most of 

the schemes have been tours, festivals and writers in residence schemes. That is to 

say schemes which would give the author an income through work related to his art 

but not so much aimed at creating work-free time for writing. 

Two years later the present Literature Director, Alistair Niven, was appointed, 

and the Arts Council renewed its commitment to supporting literature: 

The Council IW looked very searchingly. at the role of literature within 
j':' the arts and now takes a positive and optimistic view of it, aware of its 

particular value to the Council's educational and muJti-culturaJ policies. 
Underlying this is a recognition that literature past and contemporary is ' , 
one of the glories of the nation.224... " " .' 

. The new literature policy of the Arts Council emphasised an entirely new 

aspect. Instead of focusing on the literary prOCess, it focused on diversity in the ' 

products available. The focus is on multi-culturalism and internationalism. This has 

meant that for the first time translations are a priority. - And that cultural studies and 

democratic culture haS fuialIy entered the Arts Council in the form of multi-cultura1-

ism and The Raymond WiJliams Prize for Community Publishing.' 

According to The' Arts CounCil itself, this is the aim of its funding for litera-

ture: 

, We aim to support 'new ~ting as well as help people gain access to 
books through formal and informal education, through a range of maga
zines and publishers who publish new work, and through our public ; 
libraries system and the media. 225 

, . 

This aim takes into consideration all aspects of the literary process except for 

the main commercial distribution form of book shops and book clubs. A c10~ look . 
at the grants and schemes offered show how the Arts Council in practice support 

literature. 

As part of the Arts Council of England's grant package for literature in 19905/6 

are two projects in which the funds are for the whole spectrum of arts supported by 

the council. This is Education Projects and General Projects. The other nine are: 

Independent Publishers, Library Fund, Literature Touring, Writers in Prison, 
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Raymond Williams Prize for Community.Puh,lishing, Writers' Awards, Translation 

Scheme, Magazines and Regularly Funded Organisations. : 

i' . Regularly Funded Organisations is the most important PO~ on the Literature 

Department's budget. Over 40~ of its funding goes to this scheme. It supports a 

variety of institutio~ within the literary process such as Book Trust, British Centre 

for Literary ,Translation, the Federation of Worker Writers and Community Publish

ers, two ~ and seven magazines. On the whole this is a stable continuous fonn 

of support to selected representatives of the distribution part of the process. , , 

.. ' The Independent Publishers grant is aimed at helping publishers with marketing 

and publicity, but the grant can also be used for educational purposes such as courses 

for publishers and editors of magazines. 

The Arts Council hardly ever sponsors individual titles it informs in the fact 

sheet. for independent publishers. This means that there is no support for classics or 

books which are not economically viable such as first novels and experimental 

fiction. On the other. band by supporting independent presses in their publicity and 

promotion work, it. is giving these presses a chance to sell their titles to bookshops 

and to create an in~ for them in the newspapers and thereby, through reviews, 

alerting a potential readership to the existence of their titles. As the chapter on < . I 

publicity and promotion in this thesis has highlighted, publicity is extremely impor-. 
tant in selling the titles, and a problem area for small underfunded publishing houses. 

Like the publicity grant, the library fund focuses on the availability of fiction 

for the reader. It does not support book buying, but ways of promoting literature, for 

instance in partne~p with organisations such as arts organisations and booksellers 

and through what Alistair Niven calls literature development workers. As explored in 

this thesis in the next chapter, British libraries do not have obligations to promote 

literature in the same way Danish libraries have. By making funding available, the 

Arts Council goes some way towards enabling the libraries in reaching a readership, 

if not in. supporting the publishing of fiction through purchases of titles. 

Magazines bave a readership which coincides or is different from the readers of 

novels, but as a medium in connection with fiction, they can highlight titles for 

readers. They are also extremely valuable as a forum for new trends and new 
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authors. On the ~hole they are in important part of the' public climate in which 

authors and readerS debate and eXperience new literature. They .re therefOre part of 

creating and promoting literature. They are seldom economicalJy viable, and the 

public sUpport of them ~ therefor~ important. 

Writers are suppOrted Umlugh Wnter's Awards through which fifteen writers' 

can receive bursaries of £7000. These bursaries are given to authors who have ' 
, : ;' . 1 ,," ' ", '" , 

previously published at least one title,' and they are given to writers who -need ' 

finance for ~ period of concentrated work ~ their next boot-22II• This gi-Im, then, 

supports the production of specific titles, but at the roots so to speak, by supporting 

the producer: The grant, 'by SUpPorting work in Progress, comes with an in-built · 

guarantee for the 'Arts Council itself, that it Win have something to show for the 

money it has invested. Nonetheless, here is 'a grlnt which can bUy a writer tim~ to' 

write,' and it theref~e also'suPPorts the producer. 

The Ray~nd Will~ Prize for Community Publishing is in suppOrt of both 

authors and pubJishm. It is an annuSJ prize awarded toa work which -reflects the 

values of ordinary people and their Jives· .227 Quite unt.radidon8Ily it is only oPen to 

non-profit making publishers. The prize of £ 3000 is di~ed with 2/3 going to the . , 

author and 1/3 to the publisher. This award, though giving funding to an author, is 

more in line with the support for multi-cuJtUra1ism than adir~' attempt to SuWort 
authors. 

'. Also the last scheme which supports authOrs is primarily aimed at th~ readers 

rattJer than suppOrting' authors. The scheme is Writers in Prison. There are' at Jeast 
,", ... " 

eight residencies in prisons for writers. This scheme supports the author financially 

at tile Same time as putting his profession to use in the community. 

On the whole 'the schemes which make up the Arts Council's support to 

literitture are not geared towafds supporting the: production or tbC production

dismbutionparts of the literary process: 'rather it is aimed at the reader part of the 

literary process thrOugh the distribution link and it is d~g this for ~ ~ of 

multlculturalism and internationaliSm.: Multiculturalism aDd intematiODatism is 

~preSSed in' the RayJOond Williams Prize, the Writers ~ Prison Schemes and iD the 

Literature' Touring scheme which mainly focus OD writerS from &broad. The aim of 
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these tours is to "encourage interest in as wide a range of literature as possible and to 

give audiences more opportunity to listen to new and exciting live performanc-

es"22t, 

Whereas in the early days of the Poetry Panel recitals and festivals were 

supported to encourage public forum for a cultural elite, the modern version encouf-

. ages reading in a wider circle of readers than those already interested. This is done 

through the Ubrary Fund, the Writers in Prison schemes and Literature Touring 

Scheme, and in this way the Arts Council does support the distribution network for 

fiction. 

Though the Council supports distribution, its support to production is limited. 

Even though both the Writers Grants, The Raymond Williams Prize and the Writers 

in Prison schemes directly and indirectly support authors, the support does not lend 

itself to long term planning or support. 

As for publishing, the Council supports small presses because it targets the 

problem area of publicity in small presses, as it to a certain extent supports diversity 

through this scheme, since most innovative publishing is done by small presses. It 

also supports publishers, because it promotes diversity through its Translation 

Scheme where individual titles can receive funding. 

The question is whether this is adequate. A publisher's list is made up of other 

titles than translations and bestseJJers. In order for a country to have a dynamic 

literature, experimental books and first time authors must be published. There is no 

support for the publishing of this in the Arts Council scbeme. There is no support 

for the re-issues of classics either, the backbone of a literary tradition. But on the 

other band, the market seems full of 99p cheap edition classics. 

AJl in all the support scbeme the Arts Council offers promotes literature to the 

reader. It brings diversity to literature and the literary circle, and here the keywords 

are multiculturalism and internationalism. The scbeme is innovative, supporting 

untraditional links such as publicity for small presses and using untraditional schemes 

sucb at the writers in prisons scbeme; and it tackles recent problem areas sucb as 

libraries and, again, publicity. But by not focusing on the more traditional links in 

the literary process sucb as authors and publishers it is in danger of undermining, 
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British literary tradition partly such as it was and is, but more importantly such as it 

will become. 

Where the Arts Council has been developing a rounded policy with the empha

sis on the reader through distribution, Denmark has built on a very old tradition for i 

support of artists and on public libraries with a clearJy stated cultural policy. 

The strongest area of support for literature in Denmark is the support for 

authors. Today tbis support is administered through the Danish State Art Foundation, 

but the tradition goes back to the absolute monarchy, where the first grant was given 

in 1772. 

. Through its long history author grants have primarily been given in the form of 

gifts of hounour (hlEdersgaver), life long grants on the Budget, three-year grants and 

travel stipends. 

The Danish State Art Foundation administers the current version of author 

support. The main criterion for all awards is literary quality. These are Three year 

grants given to "young artists so that possibilities are created for incontestabJe talents 

to deveJoP and mature in peace", production awards (produktionspnemier) as an' c 

"acknowledgement in connection with works where the fmancial gain is DOt reason

able compared to the artistic effort"; and travel· and work stipends (rejsestipendier . 

og arbejdslegater) "of varying size to more mature artists in the interim until a 

permanent yearly benefit on the Budget can be gained". 229 The last variation of. 

grants-in·aid to authors is the permanent benefit on the Budget. These too are . 

administered by the Arts Foundation, but are not part of their own budget but as the 

name says of the Budget. These grants are given to "artists who have such a produc· 

tion behind them that the artist in question has placed him or herself conclusively as 

artist. The bestowal is based solely on an evaluation of quality in the artistic produc· 

tion" .230 At the moment there are 73 permanent awards. One of the last to have 

received it was the very successful author Peter Heeg. 

Though the support administered by the Arts Foundation cannot feed and clothe 

a whole author population, it does support a variation of authors. That is, it supports 

the producers of Danish quality literature when they are starting out through the 

three year grants without regards, thougb surely with the hope of, a product in the 
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end. The authors of products are supported through the production aw~ds .• This 

award is strongly biased towards books which are not economically viable, but, 

tbrough the main criterion of quality. The permanent awards are no longer called, . 

awards of honour, but since they are given on the basis of the literary prod~CtiOD and 

quality for the duration of the author's life, they are DOt only an award given with 

the future production in mind, but also with past important production. The first to 

receive this sort of award was Hans Christian Andersen in 1838. 

On the whole then, the schemes for author support in I>enm8.rk are '~ed 
towards developing, Sustaining and awarding Danish quality literature through the 

'. ' , ..?' 

producers, the authors. Furthermore, the authOrs which this pari of the funding 

system addresses are the artists. The writer as author is understood under the fine 
-. 4 , '. " ' ,.~ : " • •. \ _ 

arts definition; the producer of art in line with the p&mter or the composer. It does 

not support other ~ors such as illuStrators 8nd translators. There are in. ~ way 

two criteria. First and foremost'is qualitY Is defined by the fine arts concept. ' 

Secondly the creator is an artist as under the same definition. 
,1 ,/0 • " 

ThOugh the scheme may seem ideal, in practice it has only nearly wolted. Or 
. ,! 

if one Prefers to be positive: The scheme works fairly cJose to the intentioDs, 

because on the whole the support 'given ~ Danish ~uth~' is ~~kable' in i~ round

edness and farsigh~eSs. uSbetb W~Schmidt has in 'her ~ers thesis 

analysed the awards given *~gh the J97()s231 H~re she' ~ that the Ms Foun

dation has added ~e criterion of quantity to that of qu8.tity. ~ is, the authors 
. , , 

awarded have been extremely pfoductive. In this way marketforces have influenced 
~ " • 1 . r \ 

which authors were awarded. SecOndly, instead of being on the foref:rollt in $upport-
• < ~ , " 

ing ~vant garde and new literary traditioDs, the Foundation has held back and has not 
. i '} "- ,,' -\. (. .. . 

supported the completely new until it bad been publicly recognised for a couple of 
! < • ~ • • , ' • 

years. Nevertheless, Worsse-Schmidt adds in her latest< survey that during the last ten 

years, the FoUndation has supported younger artists ofteD ~th only o~ book pub~ 
., - .' 

Iished.m That is, the Foundation does«not play it as safe as before aDd thereby 
.' . 

comes closer to the intentions of suWonmg a liviDg' and innovative literatUre which 

allows for a fu~ li~ing and mnovative literature.' ' , " ~,' 
< - ' 
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, The traditions for supporting artists, in pamcular authors is strong in Denmark. 

The tradition in England has been to support the performing arts and institutions 

rather than individual artists, and literature has been the least favoured art form for 

support.' In Dennlark it is the opposite. ~sts hive been supported and.~ particular 

authors. 'There are two reasons for this. The foUnding reason his to do with the size 

of Denmark and its population. The first Minister of Cultus pointed out in 1850 that: 
- . . 

( ... ) but there is one thing that I have to draw attention to, namely'that 
there is something in Denmark which must be precious. There are certain 
things which a little people can never have for comparatively the same 
buy as the big nation because the expenses for this must be distributed and 
because the small nation must have the same as the big without being able 
to distribute the expenses thereof in the same way. But to this in particular 
one other thing is attached; if Denmark wants a national literature and if it 
wants something close to a national art, then it will bring expenses, 
because our circumstances according to the size of our people is so that 
the national literature and art cannot be itself in the same way as in other 
places. m 

~" , ' .; < 

A small nation is disadvantaged if it wants to compare itself to a big nation. A 
, " " -, ~ , , .' '" ~ . 

small language group cannot as easily support a literature in that ,language as a large 
"' ,~ " . -- , 

language group. That seems obvious. What is less obvio~s is why Denmark would 

favour authors in particu~. One reason is that this' support already hid been 

inStigated under the absolute monarchy. ADoth~ point to be made is that the visual 

arts could move across borders without hlterpreters: It did also have two' wealthy 

private patrons i;'I Denmark in Heinrich Hirschsprung and earl Jacobsen.2J4 The 

performing arts were taken care of through the Royal Theatfe~ ~ no-one ever 
, ", , 

questioned the rights of this institution of national and high culture. 
, \ , . " 

The importance of literary suppOrt is also cOnnected with the times. The 

bourgeois ~ovel had broken through and litmture waS ~O~g the medium 'of . ~ . . 
bourgeoisie. In the new demOcracy, these people came to lead the country. Since the 

suppOrt give~ to ciJl~ ;atthetime was before the arm's-length-principle was 

thought' ~f,' it was the responsibility of the Ministry of Osltus to decide which 

autJWrs were 'to recei~e ~ts. But the nrirrlstry wasnot'l~ft in ~ce ~ 'do'trus. The 
- • ~ - " ; 'i-, ; , ~ , 

Treasury interfered on several occasions. In the 1870's it became purely political 
" ' ; , ,~, ",.', ..~, 

where the party "Venstre" would appoint its preferred authors for grants and opPose 
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those of other parties. Aage Rascb has chronicled these debates in his book Staten og 

Kunstneme and he concludes: 

This led to somewhat increased funds, but it also meant that the debate 
from the 1870's and all the way up to the 1930's primarily dealt with the 
authors while the other artists were almost forgotten. For, of course, 
everybody understood literature! But even further, it resulted in that the 
ministers [from the party] "Right" found out that they could "trade" with 
(the party] "Left" after the principle that if one party got a man, then the 
other one should have one as well. These trades took place in The Finance" , 
Committee. ( ... ) The Finance Committee became an "aesthetic Supreme 
Court" ( ... ). U5 

This mixing of politics and arts led in 1930 to a Select Committee on the . 

Suppon by the State jor Fiction Writers. This committee suggested that an Advisory .' 

Committee was established. This happened in 1931. On the Committee were 

members of Parliament and civil servants whicb made it easier to keep literary 

discussions out of official politics. 

The Report from the Select Committee established some of the principles 

carried on in policies of today. It emphasised quality and diversity in the literature 

supporte<f3'. It was also the beginning of the separation between state and art in ", 

literary support. Usbeth Worwe-Schmidt also concludes that the work of the 

Committee meant that the support to literature was researcbed and debated far earlier . 
than other an forms, which again meant that authors were favoured over other 

artists.m 

Denmark, then, has a strong tradition for supporting authors, that is the 

producer link of the literary process. In comparison with the English tradition, it is 

quite obvious bow this tradition could come about partly because it was established at 

a time where the book was the primary medium for a new group of influential men, 

but also because it did not have to compete with other art forms for its validation 

such as literature did in the Arts Council. ' , 

Where Danish support for authors has a long and strong tradition, expressed in 

the Arts Foundation, other forms of support for literature are not as strongly 

represented or formalised. As mentioned earlier, public libraries have been the other 

leg in the fuDding system for literature in Denmark. Nonetheless several support 
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schemes outside the Arts Foundation and the public libraries exist. Helvinn Host, 

special consultant for literature and the visual arts at the Danish Ministry of Culture 

calls these various schemes instigated directly through the Ministry of Culture a 

-patchwork quilt-m. That is, the schemes in existence have come in to existence to 

patch up holes as they became visible rather than being part of a policy. 

The schemes in the patchwork quilt have come into existence since 1983. They 

have often started out as provisional schemes funded through receipts from the state 

football pools. but have become permanently funded through the Budget. The . 

schemes in existence are Support for Danish Literature Information Center (Dansk 

Litteraturinformationscenter), The Cultural Magazine Center (Kulturtidsskriftscentret) 

and The Author School. These three organisations have their own boards and the two 

centres administer various schemes. Further there is the publishing series for classics 

which is administered by the Danish Language and Literature Society (Dansk Sprog 

og Litteraturselskab) in co-operation with a publishing house. The Committee for 

Support to literature for chiJdren and youth (Kommiteen tit uddeling af st9tte tit . 

bmne og ungdoms1itteratur) administers schemes for these age groups. In addition 

Literature Policy Initiatives, 1995 (Litteraturpolitiske initiativer, 1995), a three year 

provisional scheme which has just been made permanent.: . 

The schemes cover the areas of translated fiction, primarily from Danish to a 

foreign language, cultural magazines, a living backlist for classics and producer 

support. In this sense it forms a fairly rounded policy, though when added to the 

support through the Arts Foundation, the support to producers is over-represented. 

The idea of the patchwork quilt is to be seen in the history of the support 

schemes. They are responses to the public debate and suggestions put forward by 

organisations and individuals within the literary world. 

The history of these schemes start, as mentioned earlier. in 1983. In 1983 a 

Select Committee report on BIIger i Donmark (Books in Denmark)'" was pub- .. 

1isbed. It had been under preparation for more than ten years! The Committee had 

been appointed in 1972 when the debates on the crisis in publishing started. Until 

then, and still, the Danish system for literature support was seen as support to the 

producers, the authors and with the public libraries as Public Service Disseminators. 
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The perceived crisis within the bookworld led to an empty space between the living 

conditions of authors and the work the libraries were able to do. 

ne report published in 1983 was thorough in examining production, distribu

tion and the uses of books. The committee carried out surveys of the author popula

tion, interviewed key people in the industry and used available statistics to analyse 

. the book production. It also researched dissemination both through libraries and other 

channels such as television and the press. Nevertheless the report never led to any 

political initiatives or changes in literature policies. In spite of the thorough research 

underpinning the report, neither the public nor the politicians took the report 

seriously. This was partly because of the time it bad taken in production, but mainly 

because the committee could not agree on its recommendations. 

The majority of the committee found that the trend within the bookworld was a 

concentration with fewer publishing groups publishing the largest share of literature 

and that fewer new titles were published. It found that the shelf life of titles became 

increasingly shorter. 240 On the whole the majority of the committee identified the 

keywords of concentration and contraction which have defined the debate on books 

in Denmark during the 1980s and earJy 199Os. 

The majority suggested a book fund (Bogfonden) as an administrative and . 

policy-debatiog organisation for the literary policies of the state. It suggested 

increased producer support and support to various genres. But most dramatically it 

suggested a broad but selective producer-distributor support. This was very much 

against the Danish traditions which have focused on the producers and on supply to 

readers through the libraries, but in line with initiatives taken in Norway and 

Sweden. 

The minority consisted of members of the industry. They disagreed with the 

majority in its analysis of the bookworld. IDstead it found that it bad never been as 

healthy as it was, and never bad so many books been published. It found that the 

majority's suggestion of producer-distributor support would be too much like state 

intervention. If the state wanted to support the bookworld it could do so by removing 

VAT from books. .., , 
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The majority and minority interpretations and recommendations are typical of 

what has followed in later debates. Academics, librarians and other Public Service 

Disseminators have focused on literary fiction,' cultural non-fiction 'and children's 

fiction in their debates and analysis. That is, they have focused on the publishing and 

distribution of ·valuable· but not economically viable publications when analysing 

the bookworld and debating state support. This is very much in line with the overall 

criterion of quality within Danish cultural support. ~ 

,The industry on the other hand, focuses on the production as such. This 

includes DOt only the above mentioned categories, but also quality bestsellers, self 

help books, hobby books and airport literature. Its suggeStions for support are as 
unselective as its analysis. The removal of V AT is as not a selective quality orientat

ed cultural support, but a general help to an industry. ' 

The recommendations in the report never resulted in any political initiatives, 

but the ten year long wait came to an end and the present schemes have since then ',. 

slowly made up the patchwork quilt. 

One of the initiatives, the classic series administered by The Danish Language 

and Uterature Society is a direct result of the recommendations in the report. The 

other result was the formation of the Literary Institution (Den Lit:ter2J'e Institution), 

a group of individuals from the bookworld; librarians, authors and other people with 

knowledge of, and interest in, the bookworld. This group has met once a year and 

has functioned as an unofficial advisory panel for the Ministry of Culture. Special 

consultant Helvinn Hest has been invited to their yearly meeting in which be has 

taken part. 

The most visible result of the work of the Literary Institution is the Cultural " 

Magazine Centre. The centre is based on a proposal which the Literary Institution 

delivered after having consulted interested parties. The Centre administers grants-in. 

aid to magazines, but also functions as a consultative body on production, marketing 

and financing through two magazine workshops.' , ' ' 

The Cultural Magazine Centre, the initiatives for children and youth and the 

classic series all aim at various aspects of the literary process: The last two schemes 

are aimed at the producers. " ., " 
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. The Author School was established on the initiative of influential Danish 

authors, in particular Pout Borum. It is not a creative writing course. Only students 

with proven talent can enrol. Proven talent is not measured by published DOvels, 

short stories or poems. Very few have actually published anything when they start 

the two year course, but 75 ~ of students have published since leaving the school. 

The institution is a form of elitism seldom seen in Denmark where the few and 
;, t ' ~ " ) 

talented seldom take precedence over the many. It is nevertheless in line with the 

overaU 'philosophy of ~ving a body of nationai Qwl1ity literature primarily supported 
" ~ " ' . . ' 

and encouraged through the producer. 

The last scheme is Literature Policy Initiatives 1995. These initiatives consist of 
~~. '( > , 

seven schemes for producer support. The schemes are aimed at groups of producers 
• < , '\ : ,,' 

which are not eligible for support through the Arts Foundation. One scheme is work 
• " ,- . ,j.'", 

in progress grants, that is grants for authors in order to finish a particular project. 
• ',," .'c ,c ., , 

Another scheme is travel stipends for fiction tranSlators and a third is for translation 
, 1:: ~ • ~ ~ • , 

of cultural non-fiction. There is one scheme for poets and one for dramatists. The 
, " i, • 

Jut two schemes incorporate both producer support, nameJy to illustrators and 

cartoonists and production support to th~ two expensive art forms. The groups 

singled out here are a reflection of a widening awareness of ~ many people other 

than authors, as understood under the fine arts definjtion~ contribute to the creation . 
" . ". .. .. .' 

of works of literature, and that these groups, like the traditional author, find it 

difficult to live on what their work brings in. It is of course also a recognition of 
, ' 

bow their ~ork contributes in keeping a varied, ~ty literature ... 

On the whole the patchwork Quilt is composed of support to genres (classics, 
, • ' i " 

cartoons, illustrated books), support for books aimed at a particular group (children 
. .,' 

and youth) and producers (author school, Literature policy, initiatives, 95). 

The strong tradition for author support is visible within these schemes. This is 
, ", '" ~ 

quite clearly the perceived way of supporting fiction. The ar,,:,~ents are never that 

authors can be supported through ~ sales or through for ~ an inc~ 

in author tours ~ other public engagements. This is not to recommend these forms 

of author support as an alternative to the grants-in-aid from the Arts Foundation, far 
<, • ~ • "', 

from it since author tours are time-consuming and therefore must be viewed as 
... - "....' .,.' <' 
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Public Service Dissemination, as a forum for author and reader to meet, rather than 

support for authors. But these support schemes do show how strong the tradition of, . 

author support is in Denmark. It is so strong that one Stig Dalager, author and 

member of Danish Fiction Authors, sees support to the publication of titles recom

mended in a new report as taking money from authors and giving them to publishers: 
. , 

( ... ) The Bill [The committee set up their recommendations as a bill] 
makes the usual mistake of Dot distinguishing between authors and the 
books they write. For the same reason the core piece of the bill is also the 
mentioned support scheme for book subsidy, a recommendation which 
first of all will benefit the publishers and not the authors.241 

Whereas producer support is represented in the schemes, what Seems 'to be 

Jacking'is the Public Service Dissemination aspect. Except for the Children 'aDd ' 

Youth pro~nime none of the schemes are difected towards a ParticUlar readei' 

group, and Done of the schemes are aimed at promotion to the readers. But then 

again; the public libraries are seen as the Public Service Disseminators. 

There is very little producer-distributor support included in the patchwork qUilt 

schemes even though one of the ~or recommendations in the report from the select 

comnuttee iD 1983, and the new one in 1994, was support to a large number of titles 

which would not be economically viable. But the industry has so far shown little 

interest in this,' fearmg state intenerence and claiming that all wortbytitles were pub

lished. 

Taking the external circumstances into considefation, the patch~ork quilt ~f 
support schemes for literature show some innovation such' as the advisory function 

under the CUltural Magazine Centre. It also attempts to fill in the gaps in author 

supPort. It does not interfere where the industry does nOt wan~ it, though consider

ation for the industry is not necessarily consideration for the public. 

What is problematic is not so much the schemes as what is implied with the 

phrase "patchwork quilt". There is no overall policy or overall coordinating body 

working 'on the inn's length ~iple. Suggestions are nlade and cOO1'dinated primar

ily by the special conSuJtant at the Ministry of Culture, though some of course"are 
made directly £0; the Minister of Culture. There is DO doubt that the present special' . 

consultant, Helvinn Hest, is a knowledgeable man who taJc:es a great interest in his 
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field. Nevertheless, in a country which prides itself in participation and openness, it 

is problematic that primarily one man is the bottleneck through which all suggestions 

have to pass. The lack of a coordinating body also makes it more difficult for 

outsiders to keep informed about the area since the Ministry of CUlture is not 

accountable to, well, another Ministry of CUlture. There are no annual reports, no 

policy statements or evaluations easily accessible. 

In connection with my study of support for translated fiction I rang the Danish 

Uterature Information Center asking for lists of supported titles. The administering 

secretary Martin Dyrholm very kindly made print-outs from his computer of the lists 

usually found in the appendices to the annual reports. In the informal letter accompa

nying the lists he informs me that the lists include support from when the Centre 

took over the support schemes for translated fiction. Grants before then are only 

registered in the archives of the Ministry of CUlture, but he wouldn't recommend my 

bothering them over there in the Ministry. I probabJy wouldn', make myself too 

popular. ' :, < 

The implications are not that the Ministry of Culture would be unhelpful, but 

that I would set them a rather labour-intensive task in extracting the relevant 

information., 

The Ministry of CUlture has - as every other institution of public support I have . 
contacted - been helpful in spite of~being very busy. The only exception is perhaps 

the Department of National Heritage. When I rang them up, they did ~ quite know 

wbat to make of a question concerning the Department's thoughts, work and policies 

on the support of literature. They also found it difficult to identify a person within 

the Department wbo could answer my questions and did not, in that case, refer me to 

the Arts Council . 

• < The situation of the patchwork quilt in Denmark is probably about to change. 

As I have indicated earlier a new select committee was appointed to examine the 

possibilities for a new literature law. The Committee was appointed in 1993, the 

international year of the book and it submitted its report En PoJitile for litteraturen : 

(A Policy for Uterature) in March, 1994; Its main recommendations were, as it is in 

the 1983 report, support to titles which are not economically viable and the creation 
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of a council whose function it would be to co-ordinate initiatives within the field and 

advise the minister. It also recommends producer support in line with what is 

presently known under Literature Policy Initiatives, 1995 and as something new it 

recommends Public Service Dissemination initiatives primarily through author tours 

and Jectures and through a review magazine. The'idea is not, as in Britain to send 

out literature development workers to libraries. Though the critique of Danish 

libraries has been huge during the last couple of years because of the results of a 

survey on libraries' book-buYin~, it has'never been thought necessary to inspire 

or teach librarians how to promote literature. The idea expressed here is, as a stated 

policy, new to Denmark, but old to England. This is the performance inspired 

festivals and tours which are introduced into a Danish context. 

The recommendations are not going to go through exactly as suggested in the 

report, but a somewhat circumscribed version is likely to be passed by Parliament 

during the 1996 spring session.24) The main areas in the biU are, as in the report, , 

alternative support to producers, support to the publishing of individual titles, 

support to Public Service Dissemination and a Uterature Council for co-ordination 

and policy debate. The bill works with a much lower budget than the Select Commit

tee. The Select Committee foresaw a budget of 45.5 million kr (approx. £ 4.55 

million) whereas the bill operates with a budget of 15 million kr. It is especially 

producer-distributor support which has taken drastic cuts. 

Nonetheless, the passing of this bill will mean that a policy-making, coordinat

ing council will be in existence and that literature will not be as dependent on the 

political or personal likes and dislikes of various ministers of culture. 

The Literature Department at the Arts Council can be seen as a mini-version of 

a council as suggested in Denmark. It co-ordinates and takeS initiatives to new 

schemes. This has led to experimentation and innovation over the years. In spite of 

the development of the patchwork quilt, the Danish system does not seem quite as 

innovative as the British. There has been no small pfeSS support, and up tit now no 

initiatives to support the distribution link. This is based, as has been indicated several 
, -

times, in the strong traditions within the Danish system~ which have meant that 

perceptions of what support is, have been strongly rooted in these traditions. But not 
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only is it based in the split tradition of public libraries and author support, but also 

in the resistance from the industry towards state interference. 

The new council can, if the bill is passed, even out this situation. The industry 

will also get publishing support whether it likes it or not. Most likely small presses 

and publishers of non-profitable titles will take advantage of this. After all, the 

. industry as speaking with one voice consists of more publishers of profitable 

publications than not. . '. 

" .' Where tradition in Denmark to a certain extent may have stifled innovation, it 

has also brought continuity. This is continuity in the support for authors, and . 

continuity in a cultural objective for public libraries. This does not only mean that 

quality fiction has been supported, but that this support has become visible, accepted 

and expected of both authors and the general public. It would have been impossible 

for a policy statement in Denmark to declare what ,The. Glory .of the Garden did in 
.. ,. . 

England that ~The Council fmds it difficult to satisfy itself about the value of much 

of its present support for literature.-244 
. . . " , .. , 

The Uterature Department at the Arts Council has existed in a climate wbere 
• . j ~ " 

support of ~lture is frowned ~pon and wbere the SU~I1 of literature is even more 

frowned upon. Its funding has come out of a bulk of money given to the arts as 

such, of which literature has been the least appreciated. Where Denmark will benefit 
~ , , , , '. < ' I. ". ~ , • :. ,-' ~, r 

from baving a coordinating council for literature to bring in innovation and policy, 
> <' ", , • ' > 

England could benefit from such a council to bring it stability and visibility. 
, , '.: 'v ~ • , 

Both funding systems, though based in different traditions have been geared 

towards the area it has served. There is more of a strong need in England for support 
" • r '. 

to publicity and libraries. There is a strong need for author support in a country like 

Denmark where the potential read~p consists of a mere' S mmi~n ~le ~rld-
~ " ">i .' ~ " • '~'" 

\,Vide. But there is also no doubt ~t Denmark is far more geared towards, not only 

cultural support, but in particular support for literature. 
. , l l.." • t.. . _ ~ , " 

This is clearly expressed in the case of Public Lending Right. This has been. the 
< ~. : ," • • , , ~ 

flagship of Danish literary support in the 19908 w,here a new scheme ~been , ,_ 
,<' ,: , " +.. ~ .'.,' ~ .. , <. 

thought out and is from 1996 fully implemented. Denmark has bad a Public Lending 
, . 
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Right scheme since 1946 while the first payment of Public Lending Right in England 

was paid in 1984 after an act enacted in 1979. ~ , , ,Z 

.' In the question of Public Lending Right, one issue is inherent, namely that of 

whether it is a form of cultural state support to authors or whether it is a r.i&ht. The 

issue is whether the fee paid for the borrowing of books is a fee paid as compensa

tion for the lending of books in libraries. That is for the uses of the author's 

intenectual property, or whether it is support offered by the state to an artistic 

commum·ty. ' . .' ~" . 

. ' In Britain the campaign for Public Lending Right and the legislation quite 

clearly favour the first version. Victor Bonham-carter has chronicled the long ,'s 

campaign leading to the passing of the act in 1979, and he states the case for a 

Public Lending Right along the lines of a copy-right in the following way:. " 

. It is simply, that under copYright, all such transactions are conditional. 
Thus, when an author writes a book, he creates a piece of artis.,; " . :. .. ' 
tic/intellectual property which is protected by law, so that when someone . 
buys a copy he does J'Wl automatically acquire the right to do what he ,.' .. " 

L • .likes with it. ( ... ) " :' , , . : . 
Public lending constitutes further use of artistic/intellectual property, " 
which, for historical reasons, had not been covered by copyright legisla
tion, but which in natural justice copyright was designed to protect. us 

'." . The British campaign' for Public Lending Right started in 1951, where Dovelist 

John Brophy demanded payment for library use of his' books. He ~ggested that ' 

Iibnlrles were to pay 1 ~MY'~ lOan. The campaign WasSooD knoWn uDder ~'term 
"The B~ophy Penny'" '" t ; 

The Public Libraries and The Library Association strongly Opposed "The ' 

Braphy PeMY"" This was mainly beca~se the idea was f~ read~ to pay the penny . , ( 

per loan, which meant that the Free Public Libraries were no longer free.' But other 
~gUments opposing the copy-right idea were put forward. From a cultural policy 

perspective it was pointed out that libraries by their book-buying made it possible to 

publish young authors and other authors who wrote fora restricted' markCt. But most 
~ . " ' ~ . 

importantly, the authors had already received right on sale by the sale of the book to 

the library. ,.' '. 
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. On the whole the British debate OD whether to introduce Public Lending Right 

is a clear opposition to a cultural policy of supporting authors. In the liberal Britain 

authors became producers of goods over which they had rights. Since their products 

were intellectual products, their rights were intellectual rights, and therefore Public 

Len~g Right (PLR) was a fmmof cOpyright. The public libnlry oppo~tio~ 
likewise opposed PLR beCause they, as an institution; represented support to readers. 

~ '" :. •• \" I ~ '"', ' 

Since the idea was for either the readers or public libraries to pay the fee, the 

opposition was strong because it would mean either a violation ~f the free public 

library idea of - and this must be said to be the strongest reason for the opposition '-' 

it would mean a depletion of library funds. The idea of charging the bOrrower was 

not abandoned until 1965 when Jenme Lee in an informal talk with representatives of 

the authors and publishers made it clear that under the present Labour Government, 

libraries would have to remain free.246 ;'. .;, . 

. The campaign for PLR took'place after the British cultural funding system was 

established in the form it has had up until recently. As shown in the previous chapter 

it was a system baSed on councils such as the Arts Council and on legislatiOn for 

induStry. Within this system there has never been a tradition for supporting the 

individual creative artist. ThoUgh the knowledge of this was not specifically stated in 

the arguments for a copy-right legislation, it was wise of authors to see PLR as a 

copy-right rather than Cultural support from the funding system. Even seen from the 

angle of sectinngthe rights of the producer, it took the presentation of nine bills 

before" the act was finally passed in 1979. Victor Bonham-Carter in his history of the 

campaip for PLR notes with' frustration how the various plans and bills one by one 

fail partly tbroulh govenunental or civil servant somewhat silent but Persistent . ." 

opposition. Of a plan presented by the Arts Council, which supported PLR, to Lord 

Eccles in 1970, he notes from the campaign in 1971: ' 

( ... ) but people were beginning to think that Lord Eccles, who had been 
. sitting on the latest PLR proposals since October 1970, migbt all too ; 

easily foUow the example of his predecessor and take refuge in masterly ! 

inaction. 247 

One of the most persistent supporters of PLR was Hugb Jenkins, Labour 

Minister for ~ and Libraries. He himself has described the frustrating fight for the 
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right in his autobiography The Culture Gap. In 1976 he was replaced before he was 

able to bring the bill before parliament, and Bonbam-Carter notes in connection with 

tbistbat: 

, . The fact was that, apart from Michael Foot, no one in the Cabinet thought 
.. i PLR important, and that in turn was a symptom of the philistinism of .. 

. Government. Hugh Jenkins was right when he wrote in his book that 
'politics is not yet about the arts in Britain'. 248 

, In Denmark the history of what I will call the Library F~ started in 1918 

where the author Tbit Jensen demanded that each reader should pay S sre (aprox. Ih 

a penny) pr loan. Though the libraries opposed the idea and The Danish Author 

Association sent a committee to the Government with a proposal, nothing of impor

tance happened until the 1930s. An author named Peter Freuchen took the idea of 

intellectual rights on books on loan to its furthest implications by winning a case in 

the Supreme Court allowing him to forbid the loan of his books from public librar

ies. 

Though this did not lead directly to the introduction of a Public Lending Right, 

it led to a mixing of the two arguments of copy-right and state support for authors. 

In 1932 a spokesman for the Finance Committee said: 

It has been asked of me by an unanimous Finance Committee to declare . 
that the authors demanding a fee on loan of their books should not receive 
grants-in-aid on the Budget. ~ .', . 

The authors, already supported by government were perceived as part of the 

national cultural network, and not as producers of goods. By not allowing their 

books to be on loan, they boycotted this. At the same time it removed the debate on 

Public Lending Right from a discussion between various interested parties such as 

libraries and authors to a debate between state and authors. < , ' 1 : 

Usbeth WOI'SfiJe-Scbmidt notes that the occupation of Denmark during World 

War 11 changed the attitude of the state towards the renegade authors because the 

state realised that the authors were of substantial importance to the national feeling of 

union. ~I In 1941 a committee came up with a proposal which Government accepted 

in 1946. In connection with this it is interesting to note that Sir John Maud, perma

nent secretary at the Ministry of Education during the early years of the British 

State FuDdmg of Uterature 180 



Public Lending Right Campaign noted that "if the thinking had been done during the 

war, there is no saying what we could have achieved during 1945-48. ~m, .. 

In Denmark, the disorder war brought led to a comparatively swift end to a not 

too strenuous debate. The Library Fee became part of library legislation and the 

money were taken from library funds and topped up by money from the Budget, 

thereby symbolically placing the Library Fee between state support and copyright. 

The Library Fee has a far longer story than the Public Unding Right in 

Britain, and it has been through various amendments. These amendments have . 

primarily been to enable more contributors such as illustrators, translators and second 

authors to receive money through the Library Fee. 

The first version of the Library Fee was primarily a copyright fee. In the 

instructions to the first law from 1946 the fee is seen as "Compensation to ( ... ) 

Danish authors ( ... ) for the loan of the books, taken place through the libraries, of 

the authors in question. "2!l3 But it was also to support authors who were valuable 

for society. 

Various organisations such as The Publishers Association and the Authors 

Association have wanted the Library Fee to become a copy-right law rather than a 

cultural policy law. The arguments for this have primarily been for the tiaht of more 
, 

people involved, such as translators and illustrators, to receive funding for their 

intellectual work.2S4
, rather than the. inherent right of all intellectual property own

ers. In 1985 a Report on Library Fees according to copyright was published.2!I'. The 

recommendations of this report were not taken up because it would prove too 

expensive. 

Nevertheless, the system has slowly moved towards a cultural policy based 

system. In 1982 a graduation of payment was introduced. This meant that authors 

with more than 20.000 books in the public library system would receive balf the 

amount for the next 20.000. This amendment to the act also introduced a special 

fund through which contributors not eligible through the· main fund cOuld app1y for 

money.,; .. , 

The graduation of piyment was in response to a general dissatisfaction with the 

amounts paid to certain authors. Within the artistic community also, dissatisfaction 
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was to be found. One argument was that poetry and well-researched books and/or. ' 

experimental work received less than for instance text-books which were bought by 

libraries in larger amounts. The argument was that this literature is very labour . 

intensive and was not rewarded according to this. 

Here the literary community mixed the cultural policy argument into their wish 

for a copy-right system. But this must be seen in the Danish context of literary 

support. As shown in the previous chapter Denmark has a consensus about cultura1 

policies. Within this consensus is also the artistic community. All the same, the 

previous chapter also showed a trend within the system which favoured artists' 

rights. It can seem contradictory for authors to wish the interference of cultural 

policies, in their rights within a system such as the Library Fee, which could be 

concerned with what could be author's rights full stop - a copy-right which has 

nothing to do with the cultural policies of the country. But it must be kept in mind 

that the authors wiShing a change in the Library Fee were ~ot the, so to speak, bread 

and butter writers, those who did not think of themselves as artists or who did very 

well within the demand and supply aspect of the library service. Instead it was 

among those writers who already expected funding from the state. 

There is a strong tradition in Denmark for authOr support. And among Danish 

authors there is a strong sense of the importance of the literary art and of the 

financia1 and living circumstances of authors. This is expressed in Kunsmemes 
• • • I 

Kulturbetamkning (The Cultural Report from Artists), in which artists informabo~t 

and discuss the importance of their work in society. The report is prepared by the, 

Danish Artist Council. In the introduction it says: 
!, {. 

When the Danish Artist Council publish this book, it is not to make a new 
official Cultural Report obsolete. On the contrary, seen in the light of the 
political development it would be valuable with an up-to-date expression 
of the authorities wishes and options. What Danish Artist Council here . 
presents, is the artists' view on the case. 

A democratic cultural policy must obviously be based on the point of 
view of others as well, but since the work: of the creative and performing 
artists is one of the essentia1 starting points for the cultural policy, and 
since the cultural policy in considerable degree influences the working -
conditions of the artists, it can only be in the interest of all to have the 
situation of the artists illuminated. ~ 

State Funding of literature 182 



, Therefore when Danish authors wish to "have their cake and eat it too" , ,it is an 

expression of their awareness of their work in the marketplace and their rights in the 

marketplace, and their awareness of their rights within the cultural funding system . 

. In 1991 the Minister for Culture took the consequences of the development 

within the Library. Fee and changed ~t from a system which was somewhere between 

. a copy-right and a cultural policy to one which was a cultural policy. The reasons 

given for this from the Minister for Culture, was that a pure .. copy-right system. 

would be too expensive.257 Also a new consideration has entered ~e debate, namely . 
, 

that of the EU. The European Union does not aJJ~w positive ~mination of 

nationalities.2SI On the whole though, the Minister for Culture at the time, Grete 
. ' 

Rostb011 said:., ., 11;' • ' 

The present legislation has the character of a statutory fee to Danish' . 
, authors for the use of their books which takes place in the libraries. Since 

this arrangement can lead to doubt in connection with foreign countries, 
the Ministry of Culture finds that it should be specified that the Library' 
Fee has the character of a cultural support scheme in the line of other 
support schemes (music, film etc) within the resort of the Ministry of 
Culture.2S9 ", ' ' . ,,' ' . 

It'is ( ... ) my hope,that there later on will be possibilities for supplement
ing the support to Iiterature~ which the Library Fee is an expression of, 

"with other literature policy initiatives.26O " . . 

'. The' system was changed from paying a set rate per title with graduation 

according to the number of titles, to one which favoured certain kinds of work such 

as poetry and contemporafy authors. The system is based on titles and numbers of 

pages where for instance poetry receives more pOints per page than a novel, and it 

pays half the amouDt to' for instance works of deceased authors than to contemporary 

authors. In order to discriminate 'positively without brewng EU directives the 

system has ~n changed from considering Danish authors eligible to considering' . 

works written in Danish eligible. '. '" 

In connection with translated fiction, it is interesting to note that the translators 

have gone from being able to apply for money through a special fund, to being 

entitled to a fee. Because the scheme favours living authors, translators are only enti

tled to 1/3 of the full amount allocated a title. Nevertheless,' translators are in this 
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way seen as the Danish taDguage originators of the work and in this way it is an ,~. " 

acknowledgement of the intellectual input of translators. '," . , .1 

In Britain the sYstem is based on loans rather than titles. There is no gradUation 

of amounts paid. CompMed to the Danish system, which has al~ays been baSed on 

titles, the British system is closer to the 'spirit of the British legislation becauSe it 

favours the lIS rather than what has been bought. 

The Swedish Professor Svante BergstrOm Iuis studied pUblic Lending RIght 
• r " .< ;.. ~ . I ".. " ~ 

according to the Berner Convention on copyright. He finds that a system independent 

of the use of .the work, in question and especially ind~dent of the kind of use and 
~ " . 

the extent of use is not a copyright (bef0jelse) system.261 According to this, the 

Danish syste~ which does not pay according to use, and whi~h fav~ c~"~orks 
, '~ .} , f ", t'; :- ; "' .. ,t; 

to others is, as intended, far removed from copyright legislation. The British system 
-' -', _ '. T. ~ ,:' j. i, ' ',.'" . _:; ;: t,' , ", :" . ~ "" .~: 

on the other hand, does favour the use and the extent of the use by paymg by loans 

rather than by title, and is th~refore close~ to a c~Ynght la~~ This, a~,Lw8s 'the 
, , • .'/ : ' •• ' ~ , < ,. "'. " • :;" ~ ~ 

intention. 

Though the two systems work according to the intentions behind them, it is 

interesting to note "how the Danish system; haS changed fr~m'being ~ewhere iD' ; ; 
- ,~, . " '.. " ~. 

between the copyright and the cuihIral policY' version of Public Lending' Right to a 
, '< .. .' ~ .• ., 

cultural policy version. ' Offici811y, it has ~nexplained as cb8nges made' according 
~ .. , .' , • <"-

to EU law. Britain too is i member of the EU but haS not had to' change' their 
~ r ' ".," 

system and have no intentions'oi changing it to a cultUral support scheme. The 

British system can pass' EU requir~ments ~a~~ a~th~~ edit~ and translat~ are 

only eligible for the PLR schem~if they are resid~t: in the UK' ~t the time they 

register for the fee for that p&rticui~ book.;' That is~ if an . a~th~ has .. ~~~ 'book 
, • r , 

bought by the libfary system while he or she is living in the UK, he or she is 
• < ~ ~} r ' .. ." ; • 

eligible, but if the author has'moved abroad when the next book is bought, he or she 
, ,.,." " ' 'lot _. ,£. . ( ,,.- ~'. ..' i _., "t- ... 

cannot register for that title. In this way the regulations discriminate against all .. -. ~ ~ - -.' . , 
" -:... I- " 

nationals or none. 

This does not mean that Britain d~ nOt want to oPen up its PLR syStem for 
1 ~ , ~ ,~ \' , 

other authors, British' or of any other nationality 'li~ing abroad~· Britain has a· reciprO

cal agreemen~ 'with G~y' and would lik~ to f~nD mOre of the~ 'agreements, or 
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for all countries in the EU with a PLR system, to enter a reciprocal agreement. This 

is not pure goodwill from Britain. The recip~al agreeme~t with Ge~y b8s 
meant that roughly' £ 7,500 are paid annually' to Geiman authors by Britain, but 

British;riterSreCeiv~ £ lS0~000 from German~. N~'wonder Britain ~ould like 

more reciprocal agreements because as it is stated in the annual PLR Review: 

Given the strength and popularity of English language material on the ' ' 
, Continent and of UK books in translation, there is likely to be the same, . 
if not a greater, imbalance in payments in favour of UK authors where 
other European authors are concerned.263 " ' .'. : ' ' 

. This introduces' another aSPect ink>' the cUltural supPort/rights discussion. 
, . 

Namely that of a majo~nationat clllnn-e' being 'able ~ profit, on itS 'popularity, and of 

a minor national culture, like the Danish, trying U;~feguard its own national 

literature by excluding other languages. But it does ~ot change the 'main argument, 
'\ ... . ,_., 

that Denmark would have been able to set up a rights based fee which would, exc1~de 

the main bulk of other 'Datio~~s without breatdng EU directives. Because that is what 

Britain hasdone~ 

, '~e overall' reaSons in the change iD the Danish sy~m are therefore' rathe~ to ' 
":.!'" .. : . , \ ~ <. .. _. ~', " ~ • ' ',I i __ . ' . ' 

be found in the fact that the consensus for public support for culture was formed 

after the '~stem. Whe~ the ~stem was established ther~ was along iand strong tradi

tion f~r 'culttu-aI' ~ri to authors, but a general cultural policy did not exist. The 

public'debate ill the l~te 197Os' and ~iy 1980s was not about whethe~ the 'Ljb~' 
Fee should exist orn~t,"but about the"anlo~nts Paid out and about ~hat kind of 

authors ~ecejv~ the main bulk of the ·m~ney. Even Danish autb~ ha~~ debated 
" " :_~, .' • ( - '':'' " ,-\' ", ~::. ·t- ", ~. j, ,"" f >,. , 

within the consensus rather than opposing a cultural support policy version of the 
,," _, I, (. ~ t;' ," -

LibrarY Fee in favour of a rights fee~ ;" : ' 
i 

In comparison~ British supporters of the Public Lending Right still vehemently 
,) .i . ~ • f 

argue for the right as a right rather tb8n' a subsidy : But where the campaigners for 

the introduction of the system did' this' in~rder to gei 'the system b.troduced in . liberal 

Britain, the ~~t arpment is based mi the' fear, that Public ~nding Right might 

replace other forms' of Subsidy. That is, it is bastX1 wlthiD the awareness' of the' weak 

traditio~ for literature ~pport ,in.Engl~d~ F.R. ward'puts, i~ the following way: 
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The point I am making is that from a government point of view literature, 
it appears, is taken care of by a combination of a private-sector publishing 
industry and the public library system; no more is required, especially 
now that the Government has introduced PLR funding. (In other words 
there is a danger in that by some it can be considered as a form of subsidy 
and therefore as a further substitute for it positive Arts Council poli- . . 
cy).'" 

In Denmark Lisbeth WOfS0e-Schmidt has taken the consequences of changing 

the system to a cultural supPort scheme to its conclusion by critiquing it on the basis 

of this. In her· book litterOturens Situatiorf'6, sbe points out that though the new 

scheme does reflect the work required in writing, because the neW system takes the 
length of the work into consideration, it rewards all authors represented in the public 

libraries·, without regards to quality, fiction or Don-fiction" Because libraries to a 

certain extent do buy according to demand, among omer ways through the numbers 

of each title bought, it means that the Library Fee still follows marketforces.' As .. 

WOl'S0e-Schmidt points out, because the fee is not governed by an overall criterion 

for selection, such as the criterion of quality, it goes against the overall idea of 

support for authors and art, which is based on quality and disregarding marketforces. 

If the Library Fee is to be seen as a cultural support scheme this is questionable, 

especially since the fee makes up more than 2/3 of the Ministry of Culture's expen

diture on authors and artists. 

This leads to the last point to be made about Public Lending Right in general. 

Whether it is seen as a copy-right or a cultural policy, it seems to be a hybrid form. 

Both in Britain and Denmark a fixed amount of money is set aside every year on the 

Budget for the scheme. In both countries authors have to register for the scheme and 

there is a maximum amount paid out to eacb author, in Britain £ 6000, in Denmark 

200,000 kr (approx. £ 20,(00). 

In a copyright system such as the British, it could be expected that the state 

paid a fixed amount per loan, recognising its use of books through public libraries 

without regard to who wrote the book or had registered for the system. A publisher 

pays the same royalty rate per copy sold in accordance with royalty agreements, and 

with no regard to the amount of books sold. Within Public Lending Right the rate 

paid is fixed within the budgeted money and shared within a ratio. That is, depend-
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ing on how many loans are registered, a higher or lower fixed rate per loan is 

calculated. Therefore the British system is not a pure rights system. 

The critique of the Danish system as a cultural policy scheme is based on its 

lack of selectivity regarding the author-population it supports. Because of this lack of 

selectivity it keeps elements of the rights argument. The idea of excluding some 

authors completely from the Library Fee system does however strike a chord of 

unease, since it would be a lack of acknowledgement from the state, that it is using 

the intellectual property of writers. '" ~ . 

The conclusion to be made is that in spite of the two different systems used in 

Denmark and Britain - one based in liberalism and lack of a cultural support tradition 

leading to a rights based system; and one based in a strong tradition of support for 

authors and a later consensus around public funding of the arts leading to a cultural 

support scheme - in spite of this the Public Lending Right system as such is a hybrid 

form of copyright and state support. 

:1 

/' 
. I, 
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9) PUBUC LmRARIES AS PUBLIC SERVICE DISSEMINATORS. ,,' 

This chapter discusses public libraries as Public Service Disseminators of 

literature. It finds that Danish public libraries are conceptually linked to 

the culturalfuruJing system. The system is based in a'strong library,' ,"', ' 

" philosophy which was very similar to the founding philosophy of the' " 

, Ministry of Culture." Danish public libraries are seen as an enlightening 

force in Danish society and literature of quality is part of this enlightening 

force. British public libraries' are not conceptually linked to the funding 

system. The founding philosophy was based in 'the educating/leisure 

tradition but extremely weak. The development has been a tug of war 

" between pure goal directed education and pure leisure but has not per

ceived the public library's function as being an enlightening force in 

, leisure time.' Today British public libraries focus on the wishes of the 

community and public libraries have become primarily community and ' ' 

leisure centres. They are therefore not linked to the support system for' 

fiction. 

In the Danish cultural funding system, public libraries are the Public Service 

Disseminators. In Britain, as the previous chapter has exemplified, libraries are' 

either used as an excuse for not supporting literature in other ways, or as with the 

Arts Council, they are seen as needing help in fulftlling a role as promoter 'of literary 
fiction.'"',,,· 

;, ,These perceptions are reflections on the public libraries as promoters of high , 

art. But this is not necessarily the only function of libraries which after all also stock 

amounts of non-fiction. 'An interesting thing about public libraries is that they are the 

meeting point for conceptions and theories' of literary support, of the functions of 

literature in society and of theories on readers' needs and wants and the library' s 

perceived role in fulfilling these needs and wants. It is product meeting user and it is' 

theories on product and user meeting each other. A library philosophy can take its 
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starting point in either philosophy or users, or both. But before moving on to discuss 

the history, philosophy and legislation which have formed the two different library 

systems of Britain and Denmark, I will discuss the public library's role in connection 

with the publi~g industry. . , , 

: Jens Thorhauge notes that in' the literary process the public library has tWo ,{ 

. roles. It manages the literary production and it disseminates it. - Management of 

the literary production, accordiIig to Tborhauge, is in collecting and making avail-

able, whereas dissemination is the promotion done by the library. " '. ' 

Thorhauge has here identified two aspects of the public library's function in the 

literary process. Stock consists of cultural products bought in the marketplace. Stock 

and availability are part of the library's role as gatekeeper, because this sets the ' 

limits both for what the library can promote, but also for what the readers can find 

at the library. The gatekeeper role is therefore intermingled with the library phiJoso-

phies which decide the role of the public libraries. 

, In particular the collecting function of the libraries can influence what the ' 

publisbiJig industry makes available, because of the sales this collection function ' 

accrues. Especially in a smaJ1Janguage market like the Danish where margins are ' " 

important libranes' book buying policies can be important, but also in the British' 

market they can play a part for the not so profitable publications such as literary 

fiction and hardbacks. ' , ,- f"" f : ' " 

, .• I shall therefore preface the exploration of the history and traditions of the . 

British and Danish library systems which have led to the two different systems - one, 

the British, based on the users, and the other,. the Danish, bised iD cultural policies -

by a look at the influence of the collection functions on the two publishing indus

tries. This is also an example of how Dcinish public libraries are perceived as being 

supporters of literary fiction and hOw British public libi-aries are not seen as an •. 

instnunent of cultural poliCies by anyone but opposers of sUpport for literature. 

Both in Deiunark and Britain, the publishers agree that they cannot depend on 

the libraries for the books which are not 'econoinicaJly viable in the marketplace. The 

reason given for this is that the libraries have had major cutbacks in their funding. In 

Public Libraries as Public Service Disseminators 189 



Britain this is particularly seen in the cutbacks in opening hours, but in both Den

mark and Britain there have also been cutbacks in the bookfunds. ' 

. There is no doubt that cutbacks have diminished the libraries' buying power in 

Britain. Paul Wellman, ~xplains that in Britain the first significant budget cuts came 
. ~ " . 

in 197516, and "Public libraries began to buy lower priced books and by so doing, 

were able largely to maintairi the Dumber of books acquired"267 Since 1975 book-
, , ~ ~ 

funds have been cut further and libraries are not always able to maintain the same 

number of books as before, even by buying lower priced bOoks. Nonetheless the ' 

buying' of iower priced books by libraries has been important for the pubJishing , 

industly. ' 

Libraries have traditionally bought hardbacks. They are stronger than paper

backs and can therefore be issued more times tbaD a paperback can. But because of 

dimiDishing funds~ libraries 'are now buying more paperbacks. A pUblisher like 

Harvill still publishes a small hardback print:run for libraries and reviewers: But in 

the future the diminished buying of hardbacks could mean that titles which could 

survive in the traditiona11y small print-run of the hardback, may not be published 

because they are not ecOnomicaUy viable in the larger paperback priIit-run. The issue 

is compounded' by the f~ct ~t books which my not have sold well because '~f price 

or content in the bookshops, were at least available from the libraries. 

This was the only way Britisbpublish~ interviewed for thi~ 'thesis saw the 

libraries as supporting or not suvPortmg the literary fiction, by the implications the 

loss of hardback sales had on the small print-run literature. '. if. . 

, In Denmark the connection between libraries and publishers has been part of 

the public debate for a couple of decades. In the 1970s the then director of the 

Publisher's Association, Bo Bramsen, blamed the public libraries for ruining the 

ecological balance in the world of books, because the free library loans meant less 

sales. This bad changed by the end of the eighties and early nineties, where the 

libr~es were blamed for not supporting the "narrow quality fiction 11., and thereby 

diminishing the chances of this being published. 
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In 1990 Statens Bibliotekstjeneste, The State's Library Service, ordered a 

survey of library book selection. This survey was published in 1992269
, and one of 

its conclusions was: 

The libraries leave out the worst and prefer quality, that is if it is com
bined with popularity. But that harms the narrow quality fiction, which 
get a lower priority than the broad entertainment novel, and in this way 
quality is faiJed to the advantage of demand.270 

' 

This survey fuelled the public debate about quality fiction and the libraries. The 

Ministry of Culture heJd a conference on the basis of this survey and in the follow

ing publication of the papers given at the conference, a list of articles and other 

contributions to the debate in the newspapers were published. The list which covers 

the first six months after the survey was published, is seven pages long. 271 

The Danish public libraries then, are seen as not supporting the narrow quality 

fiction sufficiently. A Danish publisher is not afraid of stating this, he even goes so 

far as to blame the libraries for creating a new market: 

It is the buying-policy of the libraries which is the cause of the "vacuum
ing" of especially the British and American crime fiction market for auth
orships, which no Danish publisher would have touched otherwise, partly , 
because they aren't good enough, partly because there wasn't a market for 
them. 

Now loads and loads of them are being translated, and why? Because 
the libraries have shown themselves to be faithful buyers of more or less 
everything publisbed of that kind. 212 ' 

, ,.' 

The public Danish debate and Danish publisbers have pointed out that the 

libraries have an influence on what is being published, and that the libraries are not 
, " 

supporting the narrow quality fiction. In this debate no one is forgetting that the 

Danish libraries have had cuts in their funding, but the focus is on what is being 
'" '" 

bought for the money in the book-funds. This is a clear indication that the Danish 

public, including publishers, expects Danish public libraries to ,support quality ,fiction 

through their collection function. 

The British debate, on the other band, is sporadic, mainly a few comments 

from publishers about the falling library sales, and a general debate in library circles 

about the deterioration of the whole system. 
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There is one book which bridges the gap and discusses library stock and 

content, namely The Strange Rise of Semi-literate England. In this the author, W.1. 

West concludes: 

The public library has lost its soul because it has been absorbed into th~" ' 
modem semi-literate culture and because it did not have the knowledge 
and experience gained across generations that the old private libraries had 
to enable them to cope with the world of mass circulation popular fiction 
( •• ).273 , 

The St;ange Rise of Semi-literate England was published in 1991 and the' 

Danish survey Biblioteket og Dengode Bog, was published in 1992. But here the 
.. ,. ,,-

comparison stops. W.J. West shows no understanding of what the functions of a 
, -

public library are: The methodology behind hi~ ~onclusions is, to put it mildly, 

questionable. Nevertheless,' the book could'have led to a public debate, as 'did th~ 
Danish s~ey, but the bOOk has only spun two articles. " -

One is The librarians New Clothes 'by 'Richard Boston in Guardian. This article 

is a resum~ (much clearer than the book itself) of West's book, which it ge~erally 
. '.. t, r: < ~ • f' ~ • ". .'; 'c • ' 

agrees with. It ends by suggesting that libraries become an election issue. 

The other'is from The New S~te;man, where 'Imogen Forstertakes a critical 

view of West, saying he has a partial view and that the reading community is "no 

longer composed of white gentleman scholars". 274 

, ' ; , - - , '~ . :, .,.; , ~ . 
The British public then,' does not take issue with the buying policies of its 

libraries, neither do British publishers expect support from the library system to the 

extent Danish publishers do. . , . , . 

Danish publishers' expectations of the libraries as supporters of quality fiction 

and the Danish public's outrage when this role'has been perceJved as not fulfilled is 

a clear indication of Danish public libraries as conceptually being part of the cultural 

funding system. The' British debate on the other hand quite clearly shows that British 
, . -,' ~..., . "- ' .. 

public libraries are not seen as the natural supporters of quality fiction. To put it 
,- ~. ~ 

bluntly, it is not the function of British libraries to keep quality fiction on the 
~ . , , 

market, but the Danish libraries are perceived as having that role. Interestingly 

enough, the tWo pre~ious chapters have shown and the next will show that all 

institutions of arts support, whether Danish or British, operate with a quality 
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criterion when assessing and deciding support for the production of art. Danish 

libraries too in their book-buying policies apply a quality criterion. But British 
" ", " • v! • 

libraries do not. ;, :. " , ! 

This leads to the thought that the opposition to support for literature in Britain, 

when' ~laiming that 'libraries and the publishing ~~ give sufficient supPort, 

either does not see liter3ture'as ,art or bas not 'underStOod the role of British public' 
.. > ',. ~ .... :. 

libraries. Because the support and promotion of printed works as such, is not support 

or promotion of literary fiction. And the perceived role of public libraries decides 
. ' ~. ).....' _,1 " • 

their collection policies ~d their Promotion policies. This role is defined by the acts 
';. '.. ~. I ',... .. '" : 

concerning the libraries, the interpretation of these acts and government reports relat-
. "., , .. 
'.. . ~ , ~" . 

ing to them; and by the tradition and history of the public library: Here th~ Danish 

and the British public library rol~ differ. This is quite interesting given the fact that 

the I?anish library movement l~ked ~ 'both Britain and the USA when th~y cam~ , 
, .' - ,.,. ,i; 

paigned for and developed the Danish public library. 
~ ~ , . ~ . ", _ i ' . ,. 

The foundation of the public libraries, the acts, the passages concerning the , 

p~se and h~w the purpo~ i~ to be fulfilled are in British and Danish library law 
, -, . . ~, !' , . 

,~ '" ' ,_ v 

set out below. For England and Wales the Museums and Libraries Act of 1964 

states: 
, .... ~, 0 '" ,.. , • 

~ " ~. 

" "( 1) It shall be the duty of every library ~uthority to provide a compre- ,', 
hensive and efficient library service for all persons desiring to make use 
thereof: ' , , ' < ' , 

provided that although a library authority shall have power to make 
facilities for the borrowing of books and other materials available to any 
persons it shall not by virtue of this subsection be under duty to make 
such facilities available to persons other than those whose residence or 
place of work is within the library area of the authority or who are , 
undergoing full-time education within the area. f'., ' 

(2) In fulfilling its duty under the preceding subsection, a library authority 
shall in particular have regard to the desirability - .,.." 
a) of securing, by the keeping of adequate stocks, by arrangement with 
other library authorities, and by any other appropriate means, that facili
ties are available for the borrowing of, or reference to, books and other 
printed matter, and pictures,' gramophone records, films and other materi
als, sufficient in number, range and quality to meet the general require
ments both of adults and children. m 
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For Denmark;.276: 

. , ' [(1) The objective of the public 1ib~ is] to promote ili~' Spread ~f knowledge, 
.' . education and culture by making books and other suitable materials available 

, free of charge." , '< ' 

, [(la)) The objective of the public libraries must be fulfilled by observing 
quality. comprehensiveness and topicality in the selection of materials to be 
made available. These criteria alone, and not any religious, moral or political 
views expressed in the materials, should be a decisive factor. ' 

" . . , ~ 

aefore moving on to an interpretation of the 'acts,' a few words on teTminology. 

The above translation of the Danish library act is tdcen from W~J. Muri~n's 11ze ' 

~1ic Library. The terminology he uses is ~dapted to a British library philosophy 

rather than reflecting the Danish traditioos. As will become clear through this 

chapter Danish library' philosophy i ~orporate~ 'various ideas which' are also incorpor-

ated in the genera. cUltural funding SYste~.: " ' . 

" The PosSibility ~f translating a term fr()~ one language into Mother without 

losing the connotation" and at the ~e time'k~ing the ~are~cy of the transla

ti~n in' the foreign langwlge' is a' clear indication of the differing cultural traditions 

embedded in the terms of both the importing and exporting language.' Murison's 
, 

translation is one of the few official translations of acts or other official publications 

relating"to the Danish cultural funding system iD English,' and it can therefore exem-
> '" :. 

pJify not only how Danish and British traditions differ, but8.tso how culture-bound 

differences are. 

L8wrence Venuti lnhis '~k 'The Trdnsidtor'~ Invisibility explains that tOday 
, ' 

Anglo-American traditions' of translation ~mph8si~e fl~ency' ~r ~sparency. That is, 
the text rea~ ~s if it was wri~n'in English: This'way'of domesticating the text, of . 

bringing the text to the reader is 'ftp etlmOcentri~ reductio~ ~f the foreign text to 

target-language cultural val~esft277 Lawr~ce V~uti advoca~visibility for the 
~ " ~.-"" '-' "'~. ;"" • f -. ~~. j ", '~. < 

translator through foreignising the text which, making the reader come to the text, is 

Wan ethnodeviantPressure '( ... ) to 'registef the imguisti~"and ~I~ difference of the 

foreign text, sending the reader abr~ 1127& •. Th3t is, by using terininology closer to 
.. ~ , " . 

the connotations of the ~riginating language the translated text reflects the original . . 

culture-boundedness. Venud advocates foreignisingthe text as a -strategiC cultural 
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intervention in the current state of world affairs, pitched against the hegemonic 

English·language nations and the unequal cultural exchanges in which they engage 

their global others. w219 My intentions in foreignising the translation of the Danish 

terms are not so much to fight Anglo--American hegemony, but to show the different 

traditions embedded in the original terms, and also to emphasise the point that 

·though Denmark and Britain may both be West-European industrialised societies, 

there are cultural differences which are so deeply embedded in traditions that the 

terms connoting them cannot be translated directly from one language to another. It 

is in this way also a reflection on the cross-cultural comparative research methodolo-

gy which in a sense is a constant translation of one tradition into another and 

therefore a constant meeting with the subjectivity of these traditions. . . 

Murison uses the term public libraries for the Danish wFolkebibliotekerw, the 

direct translation is folk libraries, which reflects both the Danish conception of the 

people as being one class and the cultural roots of a fanning country which have . 

been incorporated into the modern Danish self-understanding. A translation into the 

·People's librariesw have connotations of Marxism and revolution which is foreign to 

the Danish conception of union between the people, state and country. Therefore folk 

libraries it is .. 

The objectives of the folk libraries are in Murison's translation wthe spread of 

knowledge, education and culturew• The Danish term wOplysningW
, here translated as 

wknowledge W can be translated directly as enlightenment. It is a term not used as 

much in English as in Danish. In Danish it is Dot only the seventeenth century 

Enlightenment, but a term which connotes broadening of the mind and resembles the 

idea of the cultured man as in the early conceptions of culture. It is embedded in the 

Orundtvigian inspired enlightenment tradition which sees the common man as .. 

capable of making the right decisions when presented with the facts .. 

The last word to bring up here is the criterion which Murison has translated 

with wcomprehensivenessw. This is easiJy confused with the wcomprehensivew of the 

British Ubrary act. But the Danish term W AlsidigW does not so much connote 

covering sufficiently as it connotes diversity. It is an expression of the next sentence 

in the Library Act, of freedom of expression without regards of any religious, moral 
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or political views. It is the same diversity which is incorporated in the founding' 

philosophies of the Ministry of Culture as artistic freedom. 

, The aspects of the union of state, country and people in Denmark and the', 

Danish enlightenment tradition have already been discussed in chapter 7,. the 

implications of • Alsidig· as diversity as in freedom of speech will be discussed again 
; ,'..,- . ~ , ' 

later in this chapter. On the whole the importance of, if not of the translation, then 
. ,,~ 

of the tradition~ these co~~ are based on wril'beco~e' clearer as this chapter 

progresses. 
'. , 

And now a return to the acts defining the functions of the Danish and British , 
public libraries. 

< ,. ' • 

The British library act states that the service is to be comprehensive and effi-

cient, the Danish that it is to pr~mote the' spread ~f~ghtenment, education and 

culture. The Danish act gives criteri~ f~ the selection of this material, namely the 

criteria of qualitY, diversitY and topicality. Th~ British act does not give any criteria 

for selection, but it does de&e the community which the library is to serve,namely 

the people living, working and undertaking education in the area. 

The difference, then,: is' that the duties of the British public library at its legisla

tive roots are much ~loser to the community thin the Dani~h folk library is. This is 

not only in its various functions but also in its' book selection. The' Danish libr~ 
must supply books of quality in order to prom~ enlightenm~t, ~u~tio~ 'and 

, -
culture, whereas the British public library m~~supply wh~t'is comprehensive in ~. 

, . , 

relation to its community. 

This means that the Danish colJection policies will emphasise literary fiction 
• '" ,,' .: ~~:- ,', > - .!:"; , 

and that the Danish folk libraries are not able to stock' for instince romances such as 

Barbara Cart1~d and Mill~ ~d Boon no matter ho~ mu~h its'readers wrn:.td like to 
I "c t" • ~ • 

'I-f< 

read them. British libraries on the other hand only has their reader groups as a 
;; - -'" . 

defining criterion and must therefore stock according to their perceived wants. 

The British emphasis on effici~t and comprehe~i~eand th~ deflrled u~r group 
... • i<, '-

is a reflection of British library history. 

The first British library act was passed in 1850. It waS an enabling law which 
~ ~ -,,, , -~ 

alJowed local authorities to establish public libraries, but it did not allow for spend-
·r ~ f, ,!. " ;: ';. . . 
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ing money on a book collection. As Thomas KeUy points out the act was valuable 

because it established a principle, but in practice it imposed restrictions. He sees' r 

subsequent development as directed to the removal of these restrictions.2IO R.1.B. 

Morris in his Parliament and the Public libraries puts it in the following way: 

'In fact the overwhelming ~ression of the legislation of the first 25 years 
after the founding statute is of consistent effort to make the Acts more' 
attractive for adaptation and more readily available to any Jocal communi- . 
ty that might be willing to adopt.2I1 ' .' . ' 

. . ' .. ' 

, British public libraries have for as long as the system has been in existence . 
< • ~ < ,. t, > • • 

been the responsibility or. local authorities. It has therefore been necessary to define 

the group !>freaders who were able to use the service paid for by a particular local ' 

a~o~ty. Since the founding act was enabling, not statutory, and since there was no 

financial provision from the state, British. library history is one long struggle to ~ 

secure a comprehensive and efficient service. This stru~le has also meant that a 

closer scrutiny, of the purposes of these libraries have been secondary. ~t is the 

functions of the libraries and debates on these which have given objectives and 
~ :. I 

criteria a prominent place in Danish legislation. , 
, '-, . ., . - - . 

The first Danish library legislation Was not passed until 1920, that is 70 years 

after the first British law ~as ~sed. B.u~ ~ libraries had received state. support 

since 1882 .. Where public libraries in Britain have always been the domain of the 

local authorities, the folk libraries in Denmark were perceived as one system and the 

ideal was of a 'an even s~rvice all over the country. Therefore there was no need to 
• -' ~ , ; > 

define a user group. '. ',' , 

The different ~ce~ pr~vided by Danish' and British libt'aries 'are reflections of 

the traditions they build on. First and foremost, the first British' library act passed in 

1850 was an attempt to solve some of the problems of industrialisation. The popular

ity of the public houses among the working classes was seen as a··problem in an 

industrialised society which needed its workers to be able to conform to the restric

tions of factory life. In 1834 James Silk Buckingham, MP, was able to set up a 

select committee which was to enquire into -the extent, causes and consequences of 

the prevailing vice of intoxication among the labouring classes in the United King

dom-m Buckingham's committee recommended the introduction of three bills. One 
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was control on alcohol. That is restrictions on the working-classes favourite but . 

disruptive leisure activity - drinking. The two other bills recommended were attempts 

to provide healthy leisure pursuits. One was on public walks,' gardens and open . 

spaces. The other was on libraries and museums. All this led to the passing of the 

Museum Act in 1845 and an extension of this in the 1850 Library and Museum Act. 

British library philosophy is characterised by a 'split between recreation or 

leisure and education, where leisure is seen as mindless escapism and education as 

acquiring technical skills. Though opinions have been expressed of something in the 

middle, as in enlightenment, a geneial broadening of the mind, the stark dichotomy 

of escapism and skills have been the prevalent conceptualisation of the role of public 

libraries, not necessariJy as either or, but as a constant tug of war as to which should 

be the priority. 

Two issues have influenced this. Partly, as John E. Pemberton has pointed out, 

that if libraries "esChewed their educative function they might deprive themselves of 

a vital link with a powerful branch of the execution". 213 That is a point reflectiDg 

the long struggle of British public libraries to gain size and status. The other issue is 

the somewhat vague and altruistic reasonings by the founding fathers. ' 

" "In 1891 John Greenwood published his book Public Libraries in which he 

argues for the role of libraries. Thomas Kelly summarises his argument in the 

following way: 

'. He [j~hn Green~ood]argues in favour of libraries, firstJy on economic 
grounds - "knowledge is power", secondly, on cultural grounds - "knowl
edge, like virtue, is its own reward" and thirdly, on social grounds, 
because "want of amusement drives men to vice and crime".* 

: John Greenwood's arguments for public libraries reflect the reasoning of James 

Silk Buckingham's Select Committee and the times in which the libraries were '.' 

conceptualised. The economic grounds is the argument behind education as skills. ',; 

That is libraries could be part of promoting capable workers, which would be good 

for themselves of co~, but also for the economy of the country. Or~nwood likens 

knowledge to virtue, and this was one of the main aims of the movements so strong 

at the time such as the constructive recreation movement and the temperance 

movement. To install virtue in the working-classes, to elevate them through construc-
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tive leisure pursuits so that they, being virtuous, would not want to seek out public 

houses. Furthermore if libraries failed to elevate the working classes, then at least 

the possibility of reading escapist literature could keep them away from the public 

houses. 

The reasons have changed and intermingled, and though the middle-class , 

philanthropic movements of the time found it difficult to accept the idea of a pure 

entertainment purpose reason for the libraries, this has come to form part of the 

education and leisure dichotomy in the conceptualisation of the role of public 
" '" . ,", .". :_ . f. f:-" ~ . ~, 

libraries. The conceptualiSation of education has come to entail more than skills and 

technique 'and has inCluded formal 'education. But the conceptuaJisation is centred on 
, .",' -'t • ,. "i, 

formal, 01:1 goal-directed, on seeking specific information. Likewise the move from 

recreation to leisure has been a move to' remove the implications of the paternalistic 
;:.. ~" ~ < 

charity organisation of the Dud-nineteenth century of virtue and moral, into the 

conceptualisation of leisure as free time with no restraints. That is, as times have 

changed the o~~ paternalistic attitudes e~~ressed in the founding pbilosophie~ have 

been opposed by a change ~ attitude which emphasised the right to choose and the 
, ~ '., " ,. ,. \,' . 

validity of other cultural expressions than middle-class expressions, such as it i's 
, . '.' ' .' \,' ' , 

expresSed in for instance the cultural studi~s tradition. 

Robert S~aPe lW studied the "fueat Fiction Questi~n"' in the Period fr~m the 
~ .". ' • \' <,' '. • • . .. 

first act in 1850 to the inception of.World War I in 1914215
• He shows that the 

question in the' nnd- to late nineteenth centUry was on whether libraries should ' 

provid~ fiction at all. ~y the turn of the century tins has chan~ed int~ ~ questi~n ~f 
what sort of fiction libraries could or should provide. 

" 

The selection ~ommittees fro~ the outset ~f the library movement and' until 

World War.II were 'not composed of profession8I librarians, but of individuals from 

the "bigher socio-econOmic ~ps"2t6 such as cOtton manufacturerS, landed gentry 

and professional men. Since the British public library system is DOt, one system, but 

composed of a number of small systems where the provision of fiction was based on 

the interpretations and priorities of the individual local authorities, the provision 

varied according to the perceptions of the individual local selection committees, and 

in the early years "everywhere supervision (was] exercised by the librarian and the 
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committee in order to keep out what is immoral, or of a low sensational cbarac-
, , . 

ter~~ ~ough the period investigated by Robert Snape the question seems to have 

crystallised into one of whether the libraries should provide valuable literature as 

conceptualised in the, high and low arts dichotomy or whether libraries should draw a 

larger group ~f readers through providing entertainment. The following quote from 

Snape's book concludes this, at the same time as it exemplifies the modern concep

tion of libraries as leisure centres: 

[Some] committees placed a higher priority on populizing the library and 
consequently provided novels in bulk. However some library committees 
perceived a primary duty not to provide a commumty-oriented recreational 
service but to promote fiction of literary merit and to direct popular 
reading patterns, persuasively or coerciveJy. Such committees had few , 
qualms in assuming the role of cultural gatekeeper,' and public libraries 
provided idealistic opportunities for the implementation of their values and 
beliefs.288 

. , 

, Snape's modern-day conceptualisation of libraries as community-oriented recre

ational services which do not function as gatekeepers keeping out bad taste and 

which do not implement middle-class or hegemonic values or beliefs is, as mentioned 

above, opposed by the education conceptualisation of the role of the public libraries. 

But what is not prevalent in British Library philosophy are the views expressed by 

the McColvin Report: 

"Their value lies in e~bling men to' d~, think, feel and ~derstand better than 
, they could if they depended solely on their individual experience and that of 

those with whom they were in immediate contact" 

"Indeed, democracy depends upon the universal existence of the ability to 
, participate in democratic government and its cardinal aim is to give equality of 

opportunity. No other qualities can avail if access to so important a means of 
, individual development is not full and universal. ; ' .. 

The maintenance of a sound public library service is therefore as important 
to the community at large as to each of its members ". . . , 

This way of broadening the experiences on which thinking, feeling and under

standing are based, and linking them to equality and democracy has hardly ever 

existed - and has disappeared - as a verbalised conception of the role of the public 
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library in the tug of war between education and leisure. But as we shall see, this has 

been the foundation of folk libraries in Denmark. 

Tbe McColvin Report from 1942 was extremely influential, but not for the role 

it saw public libraries as having but for its many suggestions as to bow a library 

service could become sufficient and comprehensive. And this must not be forgotten . 

. The main issue for the public libraries was to become established. The issue of 

leisure and education played into this, but was never the main focus. It is the . 

struggles of establishment whicb were finally rewarded and affirmed in the 1964 Act 

by finally making it a duty ·to provide a comprehensive and efficient library 

service·. It is the structure of the library system based on local authorities which has 

given public libraries their selection criterion of a community, Dot the conceptualisa

tion of the role of the public libraries. 

After World War Il, libraries became more closely linked to education. In 1957 

the Roberts Report could state that 11 Causal recreation remains' a perfectly legitimate 

public need and it is the business of the public library to meet it; but ( .•. ) it is no 

longer the basic motive of library use."290 

As libraries became more consolidated during the 19508, they began' expanding 

their collections to incorporate non-print based media such as records. Slowly the 

focus moved from a focus on recreation and education to one on the readers or the 

community such as it was facilitated in the 1964 act. This, the newly introduced non

print media and the focus on community did in a sense aJsomove the libraries closer 

to the leisure definition of libraries. R.P. HilJard notes that lithe emphasis in the 

development of public library services in the golden years ( ..• ) from 1960 to' say 

1973 was on the provision of reCreational services 11291. From the mid 1970s com

munity librarianship ·was coined as the term to describe a style of library service 

provision that emphasised the importance of identifying people's needs and attempt

ing to meet these rather than simply providing those resources and services which 

professional librarians thought they ought to have. II
• These changes in focus have 

facilitated the politically correct community-orientated recreational services indicated 

in the quote by Robert Snape. 
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The Educational role of public libraries has not disappeared but the focus is, 

squarely on the community. It has become part of local authorities' leisure facilities, 

with all this entails of ideas of freedom to choose and limitations by choices made 

available .. This poses a problem to the idea of public libraries as promoters of 

fiction, of public libraries as the Public Service Dissemination branch of support to 

literature. 

If Public Service Dissemination is to provide quality artistic expression in the 

form of fiction which matches the wishes of the readers; this is almost impossible 

when the focus is so squarely on the readers' wants. Because this means that the 

service as a whole is geared towards these wants which may be video-films, commu

nity information service and Wa good readw instead of, to paraphrase Richard ; 

Hoggart's wHard Listening - but worth itwm; Hard reading - but worth it. In 

discarding the top-down paternalistic traditions of the mid-nineteenth century libraries 

have gone to the other extreme in not daring to think that what used to mean WbetterW 

may also today mean better, but also that it without a doubt means different. . 

Libraries do buy and make literary fiction available, but it is not a priority and the 

idea of promotion is too entangled in the ideas of the top-down leisure/educating 

tradition to seem feasible. . , 

Danish folk libraries are as steeped in its history and traditions as the British' 

public libraries are in their history. 2M . 

The folk libraries in Denmark were until 1983 set up as one system. The first 

library act was passed in 1920, but it had received financial support from the state 

since 1882. Though the Danish Library movement struggled to get libraries recogn

ised and professionalised all over the country, the founding philosophy was well in 

its place before it was explicitly stated in the 1964 Act as objectives of promoting 

enlightenment, education and culture, and where in the instructions the criteria of 

topicality, diversity and quality were stated. . . . ., : .. 

Danish public libraries were not a response to industrialisation, but to democra

cy and enlightenment. Its philosophy gained prominence in a coup de grace to . 

another tradition. 
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•• c Most libraries in Denmark were the so-called almuebogsamlinger, peasant book 

collections. These libraries were aimed at the farming population, they were small 

and were run by either the vicar or the sch~lteacher. !hese peasant book collections 

were run without financial support in the name of the local community, and their 

aim was to supply Wily'read, informative bookS.' By" the beginning of this century 
. .,' ". ' , ' , 

they formed the organisation "Danmarks Folkebogssamlinger", Danish Folk Book . 

Collections. 

Another. movement consisting of professional librarians primarily from the 
. "" . ',. \ 

cities stood in opposition to Danish Folk Book Collections in Denmark's Library 
!!: < • ,. ',. 

Association. One of its young and promising members was Thomas D0ssing who 
:' ~, • ~ ,_ tU, 

strongly opposed the wish of Danish Folk Book Collections to supply first and 
~ ~. - ,,", . '" -

foremost easily read books and then informative books. Thomas D0ssing's ideas have 
~ • ~,." > . ' '" y 

been extremely influential in the formation of the Danish library philosophy. 

To Thomas Dessing the sort of libraries he wanted would "aim at giving all 

citize~ 'the books necess8ry for" the apprOpriation'of generallalowledge, to famili-
'. . ' . , 

arise oneself ~ith sOciety's conditions, to Pidance in the practical business life and 

finaUy to formation of the mind, especiaUy through the valuable P8rt of our fic-
~ " • 1- ~ 

tion. ,,295 To him the difference between the old libraries and his vision, was what 

he saw as a ·clash of interests between the old and new times' views of the enlight

enment work for the peOple". The old one was a MCOSY march in the same' place M and 

~use of ' this "a great deaJ of, inartistic respect, completely indifferent literature 

has been allowed to put itS mark on our" folk libraries and has been given the label 
~ 1(" , , ~ , ~ ~ , 

'good reading for the people'. In view of this perception books which are irreplace-

able for "the undefstanding of the people's Cul~ have been kePt out. " '" 

• , ' c' To Thomas DesSmg the old peisant book collections had kePt out quality by 

regarding the peasants as ~hil~en ~ho were 'not abie to ~e up their own mmds or 

understand the' finer points of valuable bOoks whether fiction or noD-fiction: Des

sing's 'opposition 'was therefore to the Paternalism he found in 'the 'old peasant book 

collections. He took the same view with regards to the content of books. Dessing 

quoted Grundtvjg saying: "Frihed fra Loke sAve) $Om for ThorM. - Freedom for Loke 

as well as for Thor. That is freedom for thedemi god Loke who teased the gods and 
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tried to ruin whatever he could; as well as freedom for Thor, the good, oobel and 

great god. To Dessing this is: 

, A democratic viewpoint not in the sense that for instance the folk libraries 
, , should be the expression of a particular political or social understanding, 

on the contrary, the folk libraries should in their book collection represent 
all views, but democratically thereby that the grown population are 
regarded as adults. * 

DOssing's thoughts on the folk libraries are strongly Gnmdtvigian inspired. 

Enlightenment was elevating in the sense that it was a' broadening of the mind of the 

'population so that they could be responsible for themSelves and the society they were 

part of. Like' Orundtvig he acknowledges the capabilities of this population. His 

ideas on diversity are also based in this as are his ideas on enlightenment. &cause 

like Grundtvig before him, he placed this enlightenment as part of a democratic 

society: ' I, 

, , When workers and farmers take part 'in the running of the borough and 
" the state, every enlightenment work can and must be for the whole 

people. ( ... ) Intellectual possibilities for development are found in all 
classes of the population, and upbringing should bring up and not be a 
nice cosy march in the same place2t1. ' ' 

This founding philosophy of the folk libraries was 'not threatened by the forma

tion of:the Murlstry of Culture, on the contra.rY, it'fitted rigbt in.' Buiwbat the " 

welfare state's ~~aSis on ~ cultural policy did, was to emphasi~ dre conceP~ 
, . ~ . '. t ~ "', ". "-

link between' culture as a way of life with that older notion of culture as high 
< , " • • "', ". " ,. '" ,- " 

culture. Therefor~ DeSsing'S idea of quality, that is that qUality books were the best 

means of enlightenment, acquired conn,*tions of pure aesthetic quality. It also 
combmed the qualitY criterion 'with the opposition to (AIneri~) mass-culture wbich 
." I ,"". ':' :I ~ : 

was part of the general cultural policy. This is what made the public debate follow-

ing' the publiCati~ of ~elise Japsen's survey Bu,li~elc~t 01 'den' aOdt Bog so' ' 

fierce because the survey' showed that the libraries bought quality as long as it was 
f ., • , 

combined with popularity, but less was bought of the quality fiction with a narrow or 
, , . ~'~ . ,: 

small readership.29C 
, " ' " 

Lisbeth WOJ'S0e-Scbmidt sums up the implications of this report and of the folk 
. , 

libraries as part of th~ cultural funding system in Litteraturtns situadon. 299 She 
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points out that folk libraries, whether they wanted to or not have come to be " 

regarded as a safety net for new Danish quality literature, but that this function - the 

collection function discussed in the beginning of this chapter - is in decline because 

the folk libraries by their book-buying have changed so that they are supporting, 

market forces rather than counteracting them. 

" The quality criterion in the Danish library law is the most hotly debated issue 

within the system. It keeps a co~t focus on the role of the folk ~braries because 

it epitomises the split between artistic production and Public Service Dissemination, 

between the theoietic~, idea of ~ as ~ analytical and Criti~ force within" society 

and the actual wants of the population. ' 

claus Secher has ealysed the debate on the quality criterion from the 1950s 
, . ~ . , . . 1...·" . -, 

until today. 300 During the 1950s and early 60s there was an agreement on a national 

high culture whereas Library book-buying was a compromise between this and a 

more pedagogic enlightenment. Though the debate in the early to mid-sixties ' 

criticised this and emphasised a purely literary quality criterion, this was only a 

short-lived debate. Far more influential was the anti-authoritarian ideas culminating 

in 1968. Young librarians wanted a broader quality criterion than high culture which 

would allow genres such as thrillers and science fiction to be included in library. 

stock. This was followed by the materialistic tradition promoted in the late sixties . 
which led to a focus on the small history, the writing of women and workers in a 

style far removed from the more literary works. " " ',: 

The trends from the 19605 have broadened the quality criterion, but they have 

not abolished it. It is the best of thrillers which are bought and it is the best of 

women's writing. Claus Secher finds that book selection in the 19808 and 19908 have 

been influenced by postmodern trends with their emphasis on media and the collapse 

of the distinction between high and low culture. This is what has led the libraries to 

a more demand orientated book-buying. 

This demand orientated book-buying is what the public debate calls "Tivoli

sering" which to a certain extent can be translated with the concept of "McDonalda1i

sation" by its implications of the changing society and the postmodern idea of a 

collapse of values. But "Tivolisering" is very much in the debate a harking back to 
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the old values of a national high culture and an emphasis on the promotion of 

aesthetic quality in cultural policies. 

: Oaus Secher's own ideas are based on a broad quality criterion and an under

standing of ~. enlightenment idea and the Public Service Dissemination tradition. 

His call to the profession is part of the on-going debate on libraries as part of the 

cultural funding system and as Public Service Dissemmators: 

. What is needed today is of course not librarians whO 'nostalgically try to 
re-establish a narrow high culture. ( ... ) What is needed in connection with 
fiction today is a knowledge of both the conditions of literature and its 
possibilities of creating experience and insight. What is needed is commit
ment, enthusiasm ( ... ) and an infectious dissemination.(.:.) The libraries 
should not forget that their buying should be in relation to a bigger 
horizon of time, and that quality fiction most often has a longer afterlife 
then a Scarlm or The Butcher. If the librarian is committed, then that will 

, be infectious. 301 

The collapse of the national high culture and the new demand-orientation are, 

as Secher notes as well, not only combined with a post-modern condition, but also 

with a decentralisation of the folk library system. In 1983 a new act was passed in 

which the main responsibility for libraries went from the 'state to lOcal authorities. A 
I \; ~, 

new clause was included in the instructions. The libraries', selection has to be ·under 

hensjn til virkeomr4dets karakter" in consideration of the character of the field of 
\ '" ,.'" 

activity. This is the Danish' way of defining a cOnlmunity to'the size of a local 

authority. This spelled the end of the idea of the Danish library system as one system 

and the end of the idea of folk libraries as universal libraries. ' , , 

Since the libraries are now to cater for the local community certain trends are 

recognisable from the British library system, such as the focus on the user group. As 

Jens Thorhauge points out, folk libraries are changing from being collection-based to 

being user-based. 302 .,' , 

Tborbauge sees libraries moving towards being resource centres, updated 

electronic libraries where, as he says in a "polemic formulation": "The task is not to 

make books available, but to solve the customer's problem. (.:,) The libraries profile 

themselves more clearly, many must find new niches, new ways of co-operation with 

the target-groups and a division of work between libraries must be developed". J03 
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But the electronic library is not the only vision of the future.' A dichotomy' 

seems to have arisen in the now decentralised Danish library system. On the one 

band there is the 'librarian as information disseminator and on the other the culture 

disseminator. The information disseminator is probably working in Thorhauge's 

electronic library. They are seen as "the hard, technology fixated, sYstem-world 

'preserving, market-directed knowledge engineers"304 The other idea is that of the 

librarians as culture disseminators who are "the soft, hulnanistic life-coimrming (and 

by the opposition perceived as somewhat starry-eyed and reactionary) book-Iov-

ers"3C15 

In many ways this is the dichotomy which is seen in the British system. The 

British education strand is in many ways turning into similar visions to that of the 

Danish information centres. But the Danish culture centres are, in spite of the 

increased demand-orientation, not turning into leisure centres in the British version. 

There is, within this vision, still a strong emphasis on the enlightening force of art. 

One librarian discussing this issue makes the following remarks: 

I still think quality is a key concept for libraries. Increased demand
orientation is not to be understood as a way of transforming the libraries 
into centres for light entertainment. It is to be understood as increased 
demand-orientation on the basis of which the libraries operate. The 
libraries are to deliver what the competition does not do so well. That is 
quick and correct information and it is the knowledge which all thirst for 
in the middle of the information flood. Put in another way it is the 
possibility for absorption. 306 

Even in the conceptualisation of the changing roles of libraries, the links to 

cultural policies are strong, with an insistence on quality and on being an alternative 

to the commercial market. 

Danish libraries have from the beginning incorporated ideas which the Ministry 

of Culture later incorporated in its founding philosophies. These traditions are 

specifically Danish, in the same way that the circumstances of industrialisation which 

shaped the formation of public libraries are specifically British. 

Danish folk libraries have been influenced by being incorporated in a cultural 

policy. This has linked the quality criterion to a narrower aesthetic conception than 

first conceptualised. But in spite of this, the quality criterion has been in constant 
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dialogue with the aesthetic quality criterion and the Public Service Dissemination 

tradition - which lUS visualised from the outset - and also with the opposition to 

mass-culture embodied in the cultural policies. , ' 

British public libraries on the other band are no less typical of the lacking 

cultural policy tradition in Britain. Had such a tradition existed the libraries may 

have been moving towards cultural centres as Danish libraries may be today. Instead 

British libraries have shed the paternalistic ideas of its foundation and have become 

linked to leisure and community rather than to culture, and art. ,This is also facilitated 

in the Act governing library provision which is a result of structures rather than 

library philosophy. , 

" .. 

i { , " 

.. 
, 1 
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10) SUPPORT TO TRANSLATED FICTION 
.' ~ , 

This chapter analyses support to translated fiction and promotion of 

national fiction abroad. It finds that both tM Arts Council and Danish 

literature Information Center support translations but that they do this . , 

through responsive schemes. This nteQIIS that tM translations supported ' 

are primarily from mojor languages such as French. German and English 

rather thtm from languages which are under-represented on the markets. 

The chapter also finds that promotion of national Uterature abroad is " 

based on the quality criterion as all other cultural funding. 71ds holds tTUe 

whether the promotion is diJne by an Institution such as Danish literature , ' , 

Information Center which is part of the cultural funding system or by an 

organisation such as the British Council under the Foreign OjJice. But the 
. .,. ~ ; ~, 

chapter also finds that international relations ilifluence which countries 
! 

are prioritised in the promotional work. , 

, " t. ... 

Support to translated fiction is traditionally thought of as support given to the 

translation and publishing of titles written in a foreign language. Both Denmark and 
, ~. ,~, ~ '- .., 

Britain have this kind of support scheme. 
• t, • ;t.. - • , ;: 

But there is a second kind of support where a country promotes its national , 

fiction to other coUntries. Denmark has an agency for this, namely the Danish 

Literature InfOrmation Center Under which the .rt for translations of titles into 

Danish is also placed. In Britain'there is'no'agency ~ifically promoting British 
< ; , " ""'~ '" ' ,~"-

fiction, but the British Council promotes British culture abroad and within this 
_.' /. ' 

literature is included. 
• 1\.'" ~ .,. 

• In this chapter both the support for translated literature and the promotion of 
, ' ,.,' 1 

literature abroad wiU be analysed, as will the underlying reasons for th~ support. 
, < • • 

Much of the chapter is based on interviews, since state funding for the support of 
I ~ '.. . . J 

translations has not been the focus of in-depth studies before. 
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I have interviewed three key-figures, who altogether represent the support for 

translated fiction in Denmark and Britain and the promotion of national literature 

abroad. The interviewees are Lise Bostrup, Danish Literature Information Center; 

Alisiair Niven, literature director, the Arts Council; Neil GiJroy-Scott, literature 

director, British CounCil. In addition the chapter uses statistics compiled on the basis 

of lists obtained from the Arts Council and the Danish Literature Information Center. 

Support to translated fiction in Britain is administered by The Arts Council. ' 

When the Literature Department had been fully established again after the cuts 

Caused by The Glory of the Garden it embraced the new policies of internationalism 

and multi-culturalism by setting up a scheme' for the sUpport of translated fiction. 

Behind the internationalism and multi-culturalism policies lie reasons of cross-cultural 

understanding, of opening up to the outside world: ' , 

( ... ) [The Arts C~uncil' s j job is 'Of co~ to promote the arts within this 
country. British Council's task is to support the arts abroad. And so, 

, when we say we have an international policy it is to inform the arts of this 
country, which we believe are better informed by bringing writers or 
visual artists or actors or whatever from other countries to this country 
from time to time. Or to support anything that widens public knowledge 
of the international arts community. In our case, literature, translations 
would be a major way of doing this. J07 , 

When the literature department started its scheme for translated fiction it gave 

special priority to books written in Asian, East European and Scandinavian languag-
, . 

es. In the choosing of these three language groups it emphasised the cross-cultural 

aspects of the policy. Asian languages were choSen because Britain has a large Asian . . , 

community and as AlistaiT Niv~ 'points out, "We should be more familiar with 

literatures of India in particular and to some extent China and Japan"JOI. East' 

European languages were selected because of the changes that were going on in these 

countries. Lastly, Scandinavian languages were chosen as "a major European , 

literature that was severely neglected in this country". This policy of priority has . 

since been abandoned because applications for trBnslation subsidy have come in in 

connection with literature from all over the world and "it really is as important to get 

knowledge of contemporary French literature, or Paraguayan literature at it is of 

Danish or Indian. " ' , " , 
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In Denmark, subsidy to translations has beeR placed under The Danish litera

ture Information Center, whose main aim is to promote Danish literature abroad.. 

The Center was established in 1990 as a result of a Select Committee Report from 

1987 on cultural export. - It was in fact one of the few results of this report. 

It is interesting that the report was given in 1987, the same year the Arts 

Council decided on its international policy. Both this policy and the report are 

indications of ~e changing times where satellite television was becoming a force to 

be reckoned with, where the then BC was slowly becoming stronger and the Global 

Village was becoming increasingly more obvious. 

, The Select Committee Report expressed fears of Danish culture being swamped 

by imported culture. It also expressed a wish for Culture to profile Denmark in the 

international business environment. Thankfully this idea has been abandoned as a 

stated policy, and support for Danish cultural export works through the same 

criterion as all other support of culture in Denmark, namely that of artistic quality. 

What the report stated and which still holds. is that in an international society 

Denmark needs to place itself on the map. When the Report is not advocating culture 

as a way of profiling Denmark in aid of the Danish business community, it sees 

culture as furthering cross-cultural understanding in the increasingly international 

society: " ' , ( 

, ~, (' ,:.: ' '< f ." '" 

( ... ) Cultural exchange and intormation in its broadest sense is a means to 
bringing peace and understanding between nations. By the spontaneous in
sight that there can be other ways of thinking and creating, tolerance and 
openness is heightened. Increased insight therefore leads to heightened 
understanding and thereby contributes to overcoming prejudices. '10 

, 

The: DaJrlsh Literature Information Center (DLIC) , is theRfore, like the interna-
.," ',' • , c ~; '! 

tional policy of the Arts Council a sign of the internationalisation of the world in 

which' cross-cultural understanding plays a part in overcoming national 'differences. 

DLIC is alSo the result of the small nation in the interDational community in So far 

as it was established to "promote the interest iD D8nish literature abroad31l
", not to 

, ", .. • < '. ~.,,'.~ 

promote Danish literature abroad and foreign fiction at home. 

Nonetheless, translations from other lanluages into Danish ba~e been 'placed 

und~ the' Centre. According to Lise Bostrup,the centre di~·ectorm, this has I~ to 
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some advantages because it has meant that the Centre has a knowledge of which 

Danish publishing houses publish what kind of translated fiction. This means that the 

Centre can be of assistance to the publishing houses abroad to which they try to 

promote Danish literature. ' ; . . ~, 

Applications for translation subsidy are discussed by the Translation Committee 

(Oversetterkomiteen). There is no stated policy of priority, but according to Lise 

Bostrup they try not to support fiction in English and give priority to third world 

languages. 

, • In the subsidy of translation, Denmark and Britain share certain features. Most 

importantly, though the incentive for the schemes may have been internationalisation 

and cross-cultural understanding, the overall criterion is that of literary quality. In 

the question of prioritising between titles other literary issues are taken into consider

ation. A title is supported if it is important to a particular authorship rather than 

peripheric. With old titles which a publishing house may wish to publish ina new 

translation it can be taken into consideration whether the title or author have been 

influential for other authors or literatures either in the home country or interna

tionally. Both schemes are also implicitly and partly explicitly trying to support 

fiction which would not otherwise be translated. That is, they want to further the 

diversity of literature by helping in introducing little known languages and cultures. 

This is partly explicitly stated through which languages are prioritised, but also 

through the fact that the schemes tend to subsidise publications which are not 

economically viable. That is, worthy titles which cannot survive on the marketforces 

but which add a new dimension and diversity in what is available. 

Besides the overall quality criterion and considerations of literary tradition, 

there are some very practica1limitations to the subsidy schemes. The two schemes 

only give grants to cover the translation fee. That is, they subsidise the expensive 

extra aspect translated fiction has in comparison to fiction written in the language of 

the country. They also demand that the translator is' given a proper contract. It may 

seem obvious that the translator is to be properly paid for the work he or she does. It 

is also becoming obvious but there has been and stiU is 8 tendency to undeJpay 

translators. Also, since translators are often idealistic people with a love for the . 
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literature of their preferred language, they may find it more difficult to demand 

proper payment because they want to see the title published.' : .. 

, On the whole the Danish and English schemes are alike and it would be 

interesting to see whether the schemes have actually led to diversity in what has been 

translated and whether the schemes have actually led to promoting literature in 

. languages other than those of strong nations and cultures such as Britain, France and 

Germany. ,--

The following statistics, represented in table 1 and 2 on pages 216 and 217, are 

compiled on the basis of lists of grants from the Arts Council and Danish Literature 

Information Center. The period is 1990-1995 for DUC and 1990/91-1994/95 for the 

Arts Council. The tables are divided into West European, East European, Span-. 

ish/Portuguese and other languages. For Denmark, English has its own category and 

for Britain, Scandinavian has its own category. These categories represent 25 t ,:. 

languages for Britain, including such languages as Swedish, German, French, .. 

Bulgarian, Russian, Bengali, Hindi, Arabic and Japanese. For Denmark the catego

ries represent 18 languages including English, French, Turkish, Russian, Czech, 

Arabic and Chinese. ..... ' .. 

. , No clear conclusion can be made from the languages alone as to who is the 

most diversified: But the main variation in pure language coverage is that Denmark 

has supported a few titles in Turkish and Estonian (two titles all together) whereas 

Britain has not. Britain on the other hand has supported a few titles in Bengali, Hindi 

and Urdu (five titles in Bengali and one in each of the other two languages) which ' 

Denmark has not. The very tentative conclusion which may be drawn from this, is 

that it is a reflection of Britain's connections to the Commonwealth, whereas . , 

Denmark, through guest workers, has connections to Turkey and among the East " 

European countries in particular to the Baltic states of Estonia, Lithuania and Latvia. 

The English category in the table from DUC does Dot represent British fiction 

alone, But it is a clear indication of the strong Anglo-American influence in Den- . 

mark. .; . 

Spanish/Portuguese have been kept as a separate category because, they are . 

partly an indication of a literary trend which favours magic realism by such authors 

Support for Translated Fiction 213 



as lsabel Allende and Gabriel Qarcia Marquez and because Spanish and Portuguese 

are the languages of some old colonies which were previously parts of Empires. 

Those titles are therefore not an expression of interest in West-European Spain and 

Portugal. ' 

Spanish and Portuguese have been kept separate from the West-European 

category in order not to distort the figures. For the same reason anthologies" "" 

translated from various languages supported by the Arts Council have not been 

included in the statistics. These include South Asian Writings and From Baltic " 

Shores. Some of these languages are as it is represented with only one title or none, 

and the addition of even one title would distort the figures when they are presented ' 

in percentages. Hereby also a note of caution concerning percentages. As the Dumber 

of titles are small in statistical terms results must be treated with some reservation. 

One title may one year represent 20% as it does for DUC in 1993 where only five 

titles were supported, or 3% as it does for the Arts Council in 92/93 wbere the, , 

council supported 31 titles. Nonetheless, with the varying number of titles supported 

percentages are the only way to show the larger picture .. " 

Before moving on, a note on the Scandinavian category for Britain. Since no 

Danisb title had been supported by the Arts Council, and since the Council to begin 

with gave priority to Scandinavian~ rather than in particular Danish or, say, Finnish, 

I have kept Scandinavian languages as a separate group. 

It is disappointing to see that no Danish titles have been supported. One could 

hypothesise that this is because no great literature comes from Denmark. But then it 

could also be hypothesised that no great literature comes from former Yugoslavia or 

Afghanistan. It is arrogance and ethnocentrism to believe that the reason why all the 

under-represented or not represented languages in the statistics are left out, is simply 

that no worthy quality fiction has been produced in those languages. When stated 

like this the argument becomes obviously ridiculous. " > 

~ Danish boob have been translated during the time the Arts Council scheme has 

been in operation. "The examples used in this thesis are Miss Smilla's FeeUng for 

Snow by Peter Heeg and Brother Jacob by Henrik Stangerup. Miss Smilla's FeeUng 

for Snow was published by Harvill, then part of the HarperCollins conglomerate. 
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Besides beiDg published by an imprint 'under a very profitable conglomerate it was 

also deemed a likely Profitable' success by the publisher. 

Brother Jacob on the other band, was published by the small, independent 

Maryo~ Boyars. Mary'on Boyars 'did apply for Arts Council ~y for the trimsla

tion, but was'turned down. The main reason for this was probably that Maryon 

BOyars did Dot follow the standard contract for traDstators. Though Maryoo Boyars 

and the translator both found that the arrangement they had set up would have ~n 
, . , 

more profitable for the translator than the standard contract, the Arts Council insisted 

on a standard contract.)13 

One turned-down Danish title dOes not me8n' that the Arts Council is unwilling" 

to support Danish fiction. ' 

A mOre valid point to be made is that ure literature Department at the Arts ' 

Council gave priority to Scandinavian literature, not Danish. Though Denmark is 

fairly well known in Britain for bacon, butter and beer, it does not have an image of 

being an interesting country. However, when it comes to being known as a country, 

- Sweden is f~ous for the welfare state,' ~ Swedish ~ts most of the titles in 
, ':: ~,. - ~. , > < ~", • ,;. •• -

the Scandinavian category in the tables. This is not to say that Denmark does not , 
have a well-developed welfare state, but that the image of the ScaDdinavian welfare " 

state seems synonymous with Sweden. On the whole the image of Denmark suffers 
i ,. I 

from the -nice but ,~~g- syndrome. ;' '. 

The Literature Department relie~ on ~ trlnslation advisory c~mmittee 'when 
" , ,. '''' • < -~. • .~ , ~, ~, • 

selecting titles for subsidy. ~~ce, tile ~ginning this group ~s~d a ~dina~ian 
expert. Patricia Cromptent, the original member, was competent in Swedish and 

Danish. The .,resent membef join "Tale is a' tiiDstatOrof Swedish. ~gh :the ; 

Scandinavian exPerts" on the Panel have had Swemsh as their m&in langu8ge, it ~ 
~ . • i 

not necessarily mean that it automatically leads to a favouritism of Swedish. ' 

Most people who have been taught a Scandinavian language at that level have 

been taught about the other Scandinavian languages and countries as well. Lise 

Bostrup has noticed in her work with translators of Danish that they often switch lan

guages. A translator who usually translates from Swedish may start translating from 

Danish. Though the translator may have greater proficiency in Swedish, he or she is 
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able to read and understand the Danish language and knows enough about Danish 

culture to be able to translate from Danish into his or her mother'tongue. Likewise 

Swedish experts on the Arts Council advisory panel know enough of Danish culture 

not to be prejudiced against it. Added to this is the fact that the Literature Director 
! ~ , 

Alistair Niven has taught at a Danish university, still has friends in Denmark and ' 
, 

shows an interest in Danish projects such as this. On the whole, too many people 
- ,"....,' , 

involved in the subsidy of fiction in Britain are too knowledgeable of Denmark to 
. ..' -.',. " ~ ... - . . '" .~ 

fall under the spell of the "bacon, butter and beer" image and the "nice but boring" , 
",.. ,-" ""'., 

syndrome. Scandinavian books in the Arts Council tables are therefore drawn out as 

a 'separate category to indicate, if not exactly the coverage of Danish literatUre, then 

the coverage of the group in which Danish is conceptualised. That is, as are.,resen- , 
, I 

tative of Scandinavia, in line with Bulgarian being a representative of East-Europe. 
: ~ 

Table 1 
Percentage of the Arts Council's subsidy to traDslated fiction 

Language 90/91 91192 92193 93/94 94195 Total ' 
period 

Scandinavian 20 17 16 16 5 15 

West European 27 17 32 44 4~ 3~ 

Spanish/Portuguese 27 25 16 ' 28 20 22 

East European , 13 2~ 26 4 20 17 

Other 13 16 ; 1 10 8 10, 11 

In all 100 i 100 100 lOO, 100 100 

In actual figures IS . 12 . 31 25 20 ' 103 

Support for Translated Fiction 216 



Table 2 . 
Percentage of Danish Literature Information Center's subsidy to translated 
fiction 

Language 1991' 1992 . 1993 1994 1995 . Total 
. period 

English, 36 24 .. ' 20 38 33 32 

West European . 32 ' . 43 - 24 44 33 

Spanish/Portuguese . S . S ,. 20 19 . - 8 

East European 23 .... 14 60- 14 . 17 20 

Other 4 14 5 6 . 7 -
In all 

. '. 

100 100 .. 100 
l .. 100 100 100 

In actual figures 22 21 S 21 18 87 

, . , -~. -' 

, 

What the figures show is that there is no particular trend of change over the 

five years; This is' inte~esting in connection ~th the ArtS Coun~i1' beca~se they 

started out with a priority of Scandinavian, East European and Asian languages. 

DLlC tries not to ~pport fiction in English, but this group is ~ big as the rest of the 

West-Eu~pean )an~ges tog~ther .. For both 'countries, in spite of stated or i~pJicit . 
, 't_ '. * . i" '. ":" • .': .. " 

policies, West European languages are the mqst supported. From the Arts Council, 
.., • • I ,J ., " , • 0 ,'" > ~ .' .... 

Scandinavian. and East-European la6guages reCeive more or less the'same amount of 

support. In both Denmark and Britain the whole wide world situated outside of 
., " . ~ 

Europe reCeive the least support. . , 

What the results do not show is that the languages receiving m~st support by 

the Arts C~unciI are Fren~h (16%), 'oerman (12%) and SPanish (19%). Swedi~, 
< 1;,." .' 

I~ ~d~us~ian represent 7% ea~h of the whole. ID the support given by DUC 

English comes in ~t number one With 32~ wh~ French, Italian, oerman, Russian 

an'd Polish all come in at-n~~ber two ~ith·7%. ' 

All 'in all, this 'mim-sun~y ~f the support giVeD;~ ~slated 'fiction by the Arts 

Council and the DaDi~ U~rature InfOrmation Center ~ows that 'the 'languageS 
• .. , '. ' } , " -: ~; • c 

primarily supported represent West-European countries and languages coming from 

the most influential countries such as Britain, the USA, France, Germany, Russia 
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and Sweden. And it does this in spite of stated or implied policies of priority in 

support. ,,' 

The issue here, is that the support to translated fiction in both Denmark and 

Britain is responsive. The responsive policy is basically a follower of existing trends 

rather than an active force. Even though overall objectives of both support schemes 

have been to further diversity in the literature available, they could only fail with or 

without exp1ici~ or implicit aims of giving priority to certain language groups, simply 

because there have not been enoogh titles in the selection pool to create diversity. 

Because both the Danish translation committee aDd the Arts Council's advisory group 

can onJy take into consideration the books for which there are applications, they can 

only support what the publishers show an interest in. As Lise Bostrup says: . 

.. , 
The Danish publishers are in love with English literature, and that is what 
they want [to publish]. They are not that interested in literature from 

. Uganda so they don't seek it out. And therefore there are no applications 
[for the support of thiS].'I. 

, '. " 

This does not mean that the two institutions have not promoted translations Per 
se, because even titles in the main European languages are more expensive to publish 

than books written in English and Danish. Nonetheless, it seems that if Denmark and 

Britain want diversity in the translated fiction they support, a more interventionist 

policy is needed. 

A pure interventionist policy would be to commission books for translation. ' 

The Arts Council has done this by initiating It partnership with Heinemann around 

the Asian Writers Series. The Asian Writers Series is a series of anthologies of Asian 

writers which contain texts written in languages such as Bengali, Urdu and TamiL It 

is published by Heinemann and subsidised by the Arts Council. The Arts Council in 

this way expands the available titles in the languages it gives priority· to. 

Another way to create diversity is by creating an interest for fiction from other 

cultures: Because, as Use Bostrup points out, if the publishers are not interested, 

they do not seek it out. Therefore if an interest were created among publishers they .. 
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would want to publish more. - If it were economically feasible. Another group to 

target for the creation of interest is therefore the general public. 

'; ' .. The Arts Council has taken this into consideration in its policies. It has " 

arranged tours for writers from abroad. In June 96 a tour of Finnish writers is to 

take place. The Council is also considering a Scandinavian, or perhaps a Danish 

. tour. Besides the tours the Arts Council place foreign writers in residence. In 

December 95 a writer from Trinidad and one from Somalia had residencies in Britain 

which were paid for by the Arts Council. 

Furthermore, the Arts Council has also supported Norvik~ the publisher of' .' 

Scandinavian fiction in translation, through its Small Presses grant. ' 

.. Through its interventionist policies the Arts Council has given support to ' 

language groups other than the main European languages. What it has not been able 

to do through its responsive policies it has done through its interventionist policies. 

Though it may not have created diversity in what is being published, it has at least 

created diversity in what it supports. "! 

. Danish Literature Information Center has no other schemes for the promotion 

of translated fiction in Denmark. The Centre has as its objective to promote Danish 

literature abroad and not to promote foreign fiction at home. On the whole more; 

books are translated in Denmark than in Britain and there is not the same aversion to 

translations. Nonetheless most of what is translated is primarily from English and, 

then from the other main European languages. As with the Arts Council. DUC can 

only follow this trend with its responsive policy, not change it. This does not pose a 

problem for English fiction in translation in Denmark. the main subject of this thesis, 

but ~k t~ could benefit fr~m a ~ore diverse body ~f'~a~ ficti~n. 
The' question is though,' how much good do the interventionist policies of the 

Arts Council actually. There is no doubt that a little is better than nothing. There 

are limited funds for bodies such as the Arts CounciJ to work with. What the Arts 

Council is doing with its interventionist policies is to try and create an interest and 

awareness of another culture. The question is whether the limited funds and the 

traditional support schemes are enough to create awareness of foreign cultures, to ", 

create interested and avid readers and publishers of foreign fiction and cultures. 
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Within promotion of literature and culture other methods are used. It is a 

different kind of support because these institutions promote their own culture and 

literature abroad, but the basic aim of creating interest for a foreign culture is the 

same .. . J ' 

" .' • > Both Denmark and Britain have their institutions for the promotion of the . 

respective countries abroad. The British Council is to promote British culture abroad, 

whereas the Danish Literature Information Center is to promote Danish literature 

abroad. 

Danish Literature Information Center has now been in existence for more than 

five years. Its director Use Bostrup has run the Centre since its beginning. Tbe 

Centre is financed by the Ministry of Culture which has increased its funding over 

the years .. ' .. 

That the Centre is under the Ministry of Culture not the Ministry of Foreign 

Affairs clearly indicates that though it is to promote Danish literature abroad this is 

not the same thing as promoting Denmark abroad. It is part of the Danish cultural 

support system, and its main criterion is therefore quality. . 
" , " 

Lise Bostrup ~ngJy rejects the idea of exporting a kind of Danishness. This 

would le,ave, o~tauth~ bom in other Cultures, but living in Denmark, writing in 

Danish, from the background of the two cultures. Rather than promoting Danishness, 

the Centre seems to work from' a set of Criteria which puts li~ q~alitY first and 
. * ~ " " ~ .' , 

then focuses on diversity, an impression of what is happening in Denmark and a 

Danish view of the world. L~ :aOstrup' Says: . 

( ... ) there should be things which are Danish as ~ell, of course, but first 
and foremost it has to be good literature and then it wouldn't hurt if it 
says something about the debate in Denmark.)IS 

The literary criterion is strong, but as already indicated other factors are taken 

into consideration. Besides diversity, the almost impressionistic expression of 

Denmark rather than Danishness, the Centre also takes into consideration what may 

be successful abroad. It is not a "Will they buy this?" consideration rather it is a " 

"will this come across, will this be understood?" Though an author or a book may be 

the latest hit in Denmark it may not come across in other countries where another 
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culture or other literary traditions give a different frame of reference. In this way the 

Centre takes in to consideration the idea expressed by publishers in this thesis, that a 

book will have to be able to travel culturally. ". , : 

, All in all what emerges is a nuanced set of criteria which is centred around 

literary quality, diversity and cultural understanding rather than a propagandistic, 

stereotypical propagandation for Denmark. It is promotion, but it is literary prom<r' 

tion from one literary culture to another. This last point is important, because it must 

not be forgotten, that Danish literature abroad becomes part of other bookworlds 

with publishers, reviewers and readers. It does not become part of a structured .' 

campaign to promote cross-cultural understanding. . ," , 

, Put like this it is obvious that a Centre like DLIC should have the sort of 

criteria it does, but nonetheless the idea of a literature information centre was a 

recommendation from a select committee, which not only spoke of cross-cultural 

understanding but also of using culture to improve the conditions of Danish industry 

abroad: ' 

. It is my' understanding that a good Denmark-picture abroad is of great . 
importance for the export. As is generally known we must exist through 
the export of knowledge, the service industry, industrial-, agricultural-, 
and fishing-products. 316 

It is in everybody's interest to maintain this 'connection [between culture 
and the trades and industries] which is a basic condition. It is important to 

,"" become aware of this and increase the possibility for an advantageous co
. operation between culture and the trades and industries.m 

: The Report may have seen culture as a means to help improving the conditions 

of export abroad. This may be an added bonus, but in line with the traditions of the 

arm's length principle and artistic freedom in Danish cultural policies this is not an 

objective of the Danish Literature Information Center. 

, The Centre uses several fairly traditional cultural support schemes such as 

travel stipends to translators and promoting literature through writers' visits abroad. 

Besides this Lise Bostrup also visits book fairs and literature festivals abroad, partly 

to get a knowledge of the international bookworld, but primarily to promote the 
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Centre and its work. In a community which thrives on persOnal contacts this is 

invaluable work .. 

" 1. One impOrtant scheme is a result of the Danish language. Very few publishers 

outside Denmark read the language. It is a 'major obstacle, because it meanS that the 

. publishing house has to find a reader just to get a general idea of the quality of the 

book. Therefore The Danish Literature Information Center funds test translations of 

a chapter or two of the book in question. This means that the foreign publisher can 

actually read part of the text and not dismiss it straight away. ',' 

DLIC is not the only centre of its kind in existence. Hol18nd has a centre called 

The Foundation for the Promotion of the Translation of Dutch Literary Works. This 

foundation works in a different way from DLIC. Every year it commissions the 

translation of five books which it then promotes abroad. The advantage of this 
~ . . 

centralised approach is that the Dutch centre can launch an intensive campaign for its 
selected titles. ( , , , ; " \' 

. Danish Literature Information Center has 'chosen a decentralised way of 

working. Instead of concentrating its efforts around a few selected titles, it aims to 

establish a generat awareness and knowledge of Danish literature in bookworlds 

abroad and to create a network of promoters abroad. 

" The general awareness and kllowledge is primarily sought created through the 

magazine Danish Literary Magazine and its supplement Danish Children Literature 

Magazine. 

Danish Literary Magazine is a literary magazine written in English and ' 

published as a tabloid sized newspaper. It contains reviews, extracts, essays and 

author interviews: It also lists recently published translations of Danish fiction. The . 
magazine concentrates on contemporary fiction in a mixture of established and new 

authors. In its selection it follows the same cultural view discuSsed above. The 

subject of the 'magazine and the reader-group - Darush literary fiction for a foreign 

reader without extensive previous knowledge or interest in the subject - shapes the 

magazine so that it is both introductory 8nd user-friendly for the busy reader. ' 

Nonetheless it is primarily a literary magazine, though for the interested reader 

rather than the Danish expert. . l 
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Like most of the Centre's work, the magazine is aimed at the professional 

bookworld. It has a print-run of 10.000 copies of which the Centre distribute 5.000 

to various publishing houses with special interest in translated fiction, magazine 

editors, literature houses, cultural houses, directors of literary festivals and fairs. 

These are contacts made over the years through the work the Centre does and 

through visits to various book fairs and festivals abroad. DLIe keeps copies to hand 

out at these fairs and festivals, and the rest go to embassies and Danish lectures ." 

abroad. New names are continuously added to the mailing list as the international 

bookworld changes, but all in all the central names in the world of translated literary 

fiction are covered . 

. , Since most publishers do not seek out Danish literature, the magazine in itself 

is a constant reminder that it exists as a fully fledged national literature. Because of 

the "nice but boring" image Denmark tends to have, it is also an advantage to 

emphasize literature rather than Denmark, and the magazine through its choices does 

also emphasize the quality and diversity of the literature. 

The idea of a Literary Magazine as promoter of a national literature abroad is 

not new. Finland for instance sends out Books from FinlmuJ and Sweden publishes 

Booksfrom Sweden. Compared to these the Danish Literary Magazine, as the title 
< 

says, puts a stronger emphasis on "Literary" than "Denmark". But far more innova-

tive and interesting than the magazj,ne is the work the Centre does for and with the 

translator. "'~. 

The translator is notoriously undemted. He or she is often hardly perceived as 

a part of the creative process. But translators can make or break a book by the : .' : 

quality of the translation. Translation is not just substituting a word in one language 

to the equivalent in another. In some cases it is a question of re-writing the book in 

order to stay true to the tone of the language and of the original without changing 

the meaning. Translation is not only a craft it is also an art. It demands thorough . 

research and knowledge of the culture the book in question comes from. 

Most translators of literary fiction are authors or academics. They have often 

lived or been on extended visits in their second language countries and do in general 

have a great knowledge of the culture they translate from; - Not to mention a . 
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knowledge of the culture they translate into. They also tend to have a passion for the 

literatur~ of their ch~sen language and an idealistic wish to see as much as possible 

of this translated into their own language. 

» The Danish Literature Information Center recognises this and cultivates the 

translator. This is done through seminars where translators are invited to Denmark to 

discuss Danish literature and translation problems and to meet Danish au~ors and , 

other translators. This in itself is valuable because it creates a connection so that the . . 
tr.mtslators can see themselves as part of an extended network w~ch stw:es the same 

interest. . .... f 

But as the Centre writes in its annual report from 1994, lithe problem for 

Danish literature in the smaller European c~untries is foremost a lack of translators > 

and professional diss.eminators with a thorough knowledge of Danish literature. 1131. 

The Centre has therefore established a course in literary translation for selected 

young translators "with a. proven. ability to formulate themselves in a literary way .in ; 

their own language and with a good knowledge of Danish "319. It is a one month 

course where the students are taught Danish literature, Danish language and gram-. , . ,. . . . . .' 

mar, every day culture, and dissemination of literature. They also meet publishers 
• .• ~ A~', . _ 

and authors, and visit lib~es and theatres .. The young translators are also encour-

aged to choose a book for translation while they are in Denmark. . I 
- I; • • .00, 

The course ran in 1994 and 1995 and so far translators from The Baltic .. 

countries, Spain, Italy, Rumania, Hungary, The Czech Republic, Albania, Russia 
;! ."-' • 

and Poland have attended the course. The course not only creates new translators 
,. . ~ ,- '-' , 

with a knowledge of Denmark. and the Danish language, but it also encourages and 

widens the knowledge of Danish literature. That is to say it creates a variety ~th . 

among translators, so that there are both younger and older translators. This again 

means that the variety of interests and knowledge has been expanded and thereby the 

possibility of diversity in what can be translated. A 60 year old professor of Danish 

does not have the same interest in Danish youth culture as a 23 year old who has 

recently ~n. on a translator course in Denmark. The scheme does also create 

diversity in the languages which Danish literature can be translated into. Because, as 

Lise Bostrup points out, a book can't be published abroad if there isn't a translator. 
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But the opposite point can also be made, that no matter how many translators , 

there are, a book will not be published if no publisher wishes to publish it. DLle 

has taken this point into consideration and has started another innovative scheme 

which utilises the translator's enthusiasm for Danish literature. 

The scheme gives financial support to translators for the effort of trying to get ; 

. publishers interested in a particular title (sbJtte til opS0gende arbejde). This is not a 

Jump sum paid. to a translator who might think it would be a good idea to have a 

particular title published at home, but the grant is not dependent OD the result. A 

translator has to have a good idea of which publishing houses to approach and why 

they might be interested in the particular title. That is, the translator has to have .' 

good lmowledge of his or her homemarket and also have considered why the title in 

question may do well on the homemarket. 

Through this scheme DLIC aclmowledges and uses the bi-cultural translator. .' . 

That the translator is bi-cultural is what makes the scheme workable. Publishers tend 

to listen more to colleagues from the international publishing network than to 

interested parties such as literary agents and professional promoters. Nonetheless a 

knowledgeable third party with a good track record is more trustworthy than for 

instance an official body such as DLIC with a clear aim and DO in-depth knowledge· 

of that particular publishing world. The translator becomes something in between a 

literary agent and a scout. A literary agent represents the author but knows the 

publishing world. A scout works abroad for the publisher searching out new note

worthy titles before they are published so that the publisher can secure the rights. 

Under the DLIC scheme, the translator like the agent is working on behalf of the 

title. Like the scout, he or she knows what is going on in the Danish publishing and 

literary world, and what is happening in his or her home publishing and literary 

world and can ideally convey his or her knowledge of the title in a Danish context 

into the context of his or her home country and publishing world.' , 

The Danish Literature Information Center has, by focusing on the translator, . 

formed a network of capable Danish literature promoters abroad. It is a promotion 

biased towards the professional literary world.' Where Danish lecturers abroad 
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promote knowledge of Denmark by teaching students, that is members of the general 

public, the translators are linked to the publishing world. 

The two innovative schemes are fairly new and Danish books are still primarily 

published in North-West European countries such as the Scandinavian countries and 

Germany and in the USA, but the scheme will most likely bring more translations in 

a greater variety of languages. 

The role of the translator has finally been acknowledged. There is no doubt 

they can do good work for Danish literature abroad. Norvik, the publishing house 

specialising in translations of Scandinavian literature publishes a bit more Swedish 

literature than Danish and Norwegian, even though the publishing house has editors 

who are experts in each of the three languages. This is because the Swedish Transla

tor Association in Britain is strong - and forceful.'20 

The importance of the schemes comes across most clearly when it is seen in the 

context of the responsive policy of supporting translations according to applications. 

As discussed earlier these schemes do promote translated fiction, but only the trends 

which already exist. The translator-orientated schemes under DLIC are intervention

ist in a constructive, lasting way. They may not give immediate results, but the 

schemes work from within the bookworJd and expand past the existing links into new 

areas of the world. 

DLIC also has more traditional schemes for support of Danish fiction abroad. It 

subsidises translations into foreign languages. The English titles subsidised are 

mainly translated by American publishing houses. Few have been published in 

Britain. Peter Heeg, the author of Miss Smilla's Feeling for Snow has had two books 

published by Harvill since the success of the first one, but the translations have not 

been subsidised through the Centre, though travel expenses for Peter Heeg have. The 

Centre does not give priority to Britain or the States, quite the contrary, but it has 

had a seminar for English language translators. In another way the English language 

. once again turns out to be an advantage. Danish literary Magazine is published in 

English and here several British translators have translated for the magazine. This 

keeps the contact between the Centre and the translators. 
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In the context' of this study - Danish fiction in Britain -' more promotion of 
j • ,,< ,; 

Danish literature is necessary. Very little is being published. But seen in the context 

of Danish in translation worldWide this is not unusual or very little. Since DLIC is to 

promote Danish Literature per se, and not just to certain specified countries, Britain 

is not necessarily a priority. Instead DLIC has given priority to other smaller' 

countries primarily in East Europe. 

The case of East Europe is interesting. Europe is back to its old size, with new 

powers to be reckoned with. It is not only new powers to be reckoned with, but' 

cultures which were once part of European culture. These cultures have by west 

European standards changtxt sOmewhat, but they have also fallen behind. This is an 

ethnocentric statement because it assumes that communist culture has not been able 

to produce great art or develop infra-structures for cultural dissemination; or that ; 

they have <not been able to develop these in a satisfactory or apPropriate way. < 

Leaving the whole discussion of the truth or falsity of this statement aside, it is 

nonethelesS true that the former East European communist countries now wish to 

embrace capitalism; a paradigm which the West European countries, including the 

USA are very familiar with. West European countries are anxious to welcome the 

East European countries into the world of capitalism in a way which would be 

advantageous to them. 

There are two issues. One is that both East and West European cOuntries . 

perceive a cultural need in East European Countries in cOnnection with the shift in 

paradigm.' In Denmark this has led to the eStablishing of Baltic Media Centre which 

consults the Baltic countries on developing television. Also DLIC has been to the 

Baltic countries. 

In 1995 the Centre had a children's book tour to the Baltic countries aDd 
.' ' " 

Russia. According to Lise Bostrup there is not a basis in these countries for promot-

ing experimental poetry, but they are very interested in children' s books because 

they have had a socialist realism tradition which they cannot use anymore. Use 

Bostrup says: 
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These are the years where one should go in and become part of it ( ... ) 
And then you try to go in and laUnch some of those Danish [children's 
books] authors and make them as famous as Astrid Lindgren and then 
hope that it sticks. And at the same time get our name placed as someone 
~ho knows something interesting about children's books. ~:nl 

, '" ' The other issue is political. The West European world would like to develop 

the East European countries in a way which is to their advantage. This is not so 

much deciding how ~e East European countries should be run, as to the East 

European countries developing in a way and to a level where they become possible 

trading partners and allies in the World Society ~ This is nothing ~w. USA had the 
'" . .. '; 

huge Marshall Plan after World War II and Third World Countries have received 
develOpment help from the Western World.' , \, : .' .,.' ' 

,. .; i • 

Denmark too is involved in the international relations. But the DLIC is not a 

centre under tb~ Ministry of Foreign Affcili-s, it 'is' under the Ministry of OzJture. 

Thi~Ininistry does have certain ~ou~tri~s it ~gets. These are the Baltic C~wltries, 
Germany, France and USA. As Use Bostrup says, the ministry would prefer if the 

Centre followed this policy. It also means that there is more money available for 
, " 

projects aim~ ~t these' co~tries. 3Z2 Th~ Centre does not necessarily follow these 

guidelines. It has sent authors to France. In Germany, Lise,Bostrup says, ·so many 

books have been published that we'bY now are ~hi~g'ourbrainsto find new good 

Danish books that haven't been optioned yet. "'23 Most of the books published in 

English are published in the States where there is a small but strong lobby of Danish 

translators, and there is also the commercially successful publishing of Peter H0eg. 

And lastly, there are the Baltic Countries in which the children's books launch has 

taken place. ' " , 

, When culture gets involved in international relations it is called cultural 

diplomacy. Britain has its own institution for this, namely the British Council. It is 

the British promoter of among other things, literature abroad. 

, The British Council is to: 
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,>, promote a wider knowledge of the United Kingdom and the English " 
language and to encourage cultural, scientific, technological and educa

., . tional co-operation between the United Kingdom and other countries.'''' 
" . ~ 

Literature is part of the cultural package. From the head office of the British 

Co~cil in ~ndo~,~ the aim ~f the work done in the 'ar~'is defined in the f~nowing 
way: 

.. ' ; 

• i 

The main, aim of the British Council's work in literature is to further the . 
appreciation of British and Commonwealth literature, particularly the 

, " work of contemporary writers overseas. This work is undertaken by our " 
overseas offices in partnership with literature Department. J25 

, > ~ • 

, ; The British Council was founded in 1935. In his account of the first fifty years 

of the British Council, Frances Donaldson explains how the British Council was 

finally founded because the attitude of the German and Italian governments in the 

East and South America was so hostile that it was damaging to British interests. 

Also: ,~ '- ; i 

, In the atmosphere of the time the idea that a truer ~derstanding of areat 
Britain might be contributed to by a non-political, educational programme, 
specifically designed to spread knowledge of the English language and of , 
British arts, science, Parliamentary institutions, technological achieve-' , 

, ments and a way of life held out some, if only a small attraction.'26 

The British Council is a true body of cultural diplomacy. This raises the ',' 
'< ~ • • " .. ,to" -." ""i 

question of whether it is also a body of propaganda, promoting the most uSeful 
" ,< ,,'. ' 

picture of Britain. It raises the question of whether uses of arts and culture become 

more imPOrtant ~ the n~ture .of' art, that" i~ of t.h~ inherent critical forces of art. 

, ", As 'seen ~ith the D~sh' I..i~ture Inf~rmati~n Center ... a body 'fof' the;' 
, ' , 

pro~otion ~f li~ature a~ part of the culturaJ' funding system -, it 'is possible to have a 
, ,... <" r ' " , 

concept baSed on diversity and quality rather man national image. But where DLIC 

is a centre for'the promotion of literature within a cultural funding system, the 

British C~uncil is a cultUraJ diplomatic body under the Foreign' Office. It aims to 
,~ .'" . '-~ ,I - _, . t ")" ~ , 

improve Britain's international relations. " '. 

Interestingly, . Fran~es Donaidson pOints out that what made Britain hesitate in 

fOllowmg in the footsteps of for' ~stan~e France and use cul~ in international 

relations was not only the British, almost instinctive, suspicion of arts and culture. It 

Support' for Translated Fiction" .,'. 229 



was also its own use of propaganda during the First World War, of which it was not 

too proud. According to Frances Donaldson, Britain "established for general use the 

most sinister of several meanings of the word propaganda. "327 Before World War I, 

propaganda meant to inform truthfully and objectively. During World War I, it came 

to mean to inspire patriotism, persuade men to fight and keep up morale. That is, it 

came to mean what we associate with the word today: To feed the public certain 

beliefs at the cost of the truth. It is the same aversion which after World War n led 

to the introduction of the arm's-length-prulciple in the funding of arts through the 

Arts Council. The British Council then, started out with a strong aversion to 

propaganda. It was the best of Britain, but also the true Britain. 

The picture which emerges of what the Literature Department promotes, is very 

similar to that which is funded by the Arts Council. The authors who the British 

Council sends abroad on tours and seminars are authors such A.S. Byatt, Ted 

Hughes and Doris Lessing. These are established authors, but the Council al~ 

publishes an anthology of new writings each year. The anthology is ·edited by·a 

commissioned editor. To this Neil Gilroy-Scott. head of the Literature Department 

says that the anthologies are expressions of what is going on in British literature at 

the moment, "warts and all". He goes on to say that 

When we commission an editor, we do not tell them that they have to say . 
all British writing is wonderful. We accept that they are independent criti-· 
cal beings and they are going give their picture of what they see. m . 

The Literature Department, like other funding bodies, operates with a fine arts 

definition. The emphasis is on literary quality and then on diversity in what is 

promoted, but not on the appropriateness of the content. As DUChad the added 

consideration of what would come across abroad, so the British Council have 

additional considerations. 

One is the former Commonwealth countries which it supports,' in among other 

ways through the African Writers anthologies. The historica1links to the old Com-

monwealth countries are strong. But these historica11inks have· also had an impact· on 

British fiction of today, not only in content, but also through authors where for 
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instance Ben Okri and Hanif Kureshi are established British writers. It is a diversity 

brought to the concept of British fiction. . ; . .' " , 

• Another consideration is that the British Council promotes the English lan

guage. To Neil Gilroy-Scott this means that it is more important to promote the 

teaching of Writers in English than to support translations into other languages. 

The teaching of English has played an important part in the department's work 

and it still does. Historically the Council was orientated towards the arts and several 

writers and artists worked for it. But in the fifties it became involved in' aid and 

development. This meant a shift towards education. The Literature Department was 

part of the English Language division and it has kept its ties to education eVen 

though it is now part of the Arts division. . ' 

This means that the department produces a lot of educational aids such as 

bibliographies, 'directories of literature coUrses in Britain,and it has recently set up a 

database of British writers. Recently it has also taken up Writers and their WoTt a 

series which the department produced in the 1950s. The series describes and analyses 

a writer and his or her work: It is written by experts and is used both in Britain and 

abroad. So far 25 have been produced, but the Department plan to publish 200 all 

together. 

Since the Department does not promote translations and since its roots in the 

teaching of English ~e so strong, it is diffi~lt ~ see whether the British: Co~cil 
can do anything for the promotion of translated fiction. But Oilroy-Scott sees the 

different areas such as the teaching of English, . the promotion of Enitish' writers and 

the publishing industry as inter-linked: 

What we do is to support the whole British literary industry to achieve its 
purposes to work more effectively overseas. The publishing industry, the 
writing industry, the academic industry. (.'~.) You can't support British' 
writers, without in a sense supporting British publishers. Similarly if you 
support the teaching of literature it is going to have a knock on effect with 
booksellers and so on. m ' ,. ' 

This is tile . same reasoning as behind the writer tours and writers in residence of 

the Arts Council. By promoting Jjtera~"k, readerS through th~ ~te~, they are 
. . , , 

(indirectly) supporting'the authors because they are Paid a fee. 
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The British Council does promote translated fiction, but it is neither through the 

centralised or decentralised models of the Dutch and Danish literature centres. It is 

indirectly through spreading the knowledge of English literature as done through the 

teaching aids, the writers-in-residence schemes and the exhibitions of British writers 

and fiction. These schemes are aimed at academia, students and the general reader 

and can Create a greater interest. This is quite different from the Danish way of 

interesting the professional bookworld. 

The Literature Department does also try to interest the professional bookworld 

in English fiction. Each year two seminars are held in England. One is aimed at 

teaching, but the other is aimed at the professional bookworld. Here about 60 

carefully selected editors, publishers, translators and other professionals attend a 10 

day seminar where top British writers, novelists, poets and dramatists come and give 

readings. It is a way of familiarising people who are involved with literature in their 

own countries with the latest of what is happening in Britain. Though it is difficult to 

say whether this leads to actual publications, but there is no doubt that a big event 

like this creates interest. To be invited abroad to meet prominent authors and other 

prominent guests can only create attention. Neil Gilroy-Scott is aware of this: 

It is promoting knowledge and information. And a lot has come out of 
that. The editors and the publishers who are there may decide they would 
like to publish Antonia Byatt's latest novel. The translator may decide that 
he or she wants to translate it into Serbocroat or something like that. So it 
generates that activity because people who are attending are very carefully 
chosen.'30 

The department also arranges smaller seminars in various countries. All in all 

this is the most important work the Council does for the promotion of translated 

fiction. It is not nearly as intensive or innovative as that of the Danish Uterature 

Information Center. But the two organisations also have different aims. It must also 

be kept in mind that British fiction sells well abroad. It is simply not necessary to 

promote it to the degree Danish fiction needs to be promoted. 

In Denmark, British fiction sells well without promotion and it does not need 

the support that Danish fiction needs in Britain. The British Council in Denmark 

does not do much to promote fiction in Denmark. The efforts of The Literature 
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Department tend to be aimed at countries and areas with no or little tradition for 

literature teaching and translation. Because, as Gilroy-Scott points out, in Germany, 

France and Italy things will always happen with or without British Council involve

ment, because the links are there. The Council has held a seminar in Singapore and 

it is arranging one in Vietnam, a country which has had virtually no contact with 

outside literature for the last 30-40 years. 

What seems to be decisive for the work of the department is partly which 

countries are interested. This, rather than being a responsive policy which strength

ens existing trends, is an expression of the council's tradition of aid and develop

ment. Literature Department still focuses its attention on places where there are "no 

links" and as Neil Gilroy-Scott said about the poster exhibitions the department 

produce "they go where people generally don't gO."33! 

British Council is as discussed earlier an arm of British international relations. 

Therefore the Foreign Office has a say in which countries the Council give priority 

to. This has meant that British Council efforts in Scandinavia have been reduced. It 

is now a Nordic Directorate with the main office in Copenhagen. There are small 

offices in the other Scandinavian countries with local staff, but no British Council 

officers. Gilroy-Scott thinks this is because Scandinavia has not been part of the 

European Union. It is more likely that Scandinavia has no power because it has not 

been unified outside of the Union. What has become politically important is East 

Europe and this is where the Foreign Office prefers the Council to gather its efforts. 

Nonetheless, it is discouraging to see Britain take so little interest in cultural 

relations with Denmark. The British Council has been in Denmark since the end of 

World War 11, and did promote British culture intensely right after the war. Today 

supralateral organisations such as the EU have become more important than the 

bilateral relations between the two countries. But in spite of the failing interest in 

Scandinavia, the strong connections made during the long bilateral relationship 

between Denmark and Britain are still strong. Danish publishers are in love with 

British fiction. And where literary fiction and fine culture loses its grip, British 

popular culture is ready. There is no doubt that British Council involvement in 
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Denmark would not make much of a difference to British culture in Denmark or to 

British books in translation. 
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11) CONCLUSION 

The iworld is c~ging.'Tbe Global Village is drawing the wOrld tOgether thro~gh its 
commercial information' and technology-led venture. The EuroPean Union is drawing 

(West)-Emope together in a political uniOn in its' attempt to fo~ a Unit~ States of 
1: ' • 

Europe. ' 

The advanced technology of the Global Village leads to a polarisation in core ' 

and peripheric jobs, whereaS the interDational conglomerates and the union of nations 

under EU both l~d ~ increased power di~ces between workers, po}mlations and 

the power elites. Across the' blurred borders of nation-states a migration of cultural 

Products and peOple are taking place~ 
In many ways the reStructuring of the world is an indication of drastic changes 

. '-", t " _ - ~ t, 

in the human condition. They seem to be changes from an industrial society to an 

information society, from a mOdern society to a post-modem society, from a nation

stat~ World 'sOciety to a post-nation-state World Society. These issues are hotly 
~. ' ~. ' 

debated and this in itself is 'a 'sign' of how difficult it is to correCtly register and 

in~et changes as they are taking place. 

Individuals and populations are reacting to the powerlessness and insecurities 

brought on by change. The results of constantly meeting the Other under these 

circumstances are xenoph~bia, racism and rea~tionary D~tiolwism. \ 

But where the cultural products of the Global Village travel' easily, the political 

initiatives of the European Union are met with resistance. They touch the part of 
, ' , 

identity which is national. Nation-ness is'a way of structuring the world which has 

legitimised itself by becoming part of indi~idual and collective identity. 

The changes from an agricultural, oral pre-nation-state World Society to an 

industrial, literate ~tion~state W~Jd sOcietY were drastic tor the human condition. If 

the wo~ld i~'changing from aD industrial, literate nation-state World Society to in' 
information, audio-visual, pOst-nati~n-state World sOciety, then these changes will be 

just as drastic. National identity can therefore not be ignored: Life takes place in the 

present, it does not wait for the future. 
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; ,The success ,of the Global Village's media venture and the import of British, _ 
. ' , 

produced cultural products in Denmark quite clearly show that cultural products can 

travel across the borders of nation-states and be accepted as part of every-day life in 

a ~aythat im,m.igrants are not. Foreign produced narrative cultural products are not 

perceived as expressions of Otherness. These expressions are chosen out of interest, 
, , " ' 

for what they through subject ~ve in common with the receiver, rather than for their 

differences. N~netheless they are still culture-bound and show this in culture-bound 

~ceptions and solutions to problems and through settings. 

The example of British cultural products in Denmark also show that these 
, ~ 

foreign produ~ed narrative cultural products can be part of creating cross-cultural , 

understanding both in general and in the particular. They can be part of furthering 

openness towards ~ ~e Other, familiarity with and knowledge of the Other. 

The translated literary novel is one such foreign produced cultural product. If it 

is to form a part of the foreign produced narrative cultural products on offer, it has 

to be available. " 
, ; 

The translated literary novel is made available through a commercial publishing 
, ,,' ' . 

world. ,The chapters on publishing in Denmark and Britain show that availability is 

dependent on market and. selection. Though marke~ influences selection they are not 

necessarily the same. : 

, , ,The British market has become more commercial through mergers and con

glomerates. It has gone from being product-led to being market-led with an emphasis 
'. ~ ~.. ,. ! 

on the bottom-line. Because translated fiction does not sell in Britain, the market in 

itself is not acc~mmodating to it. Though most translated fiction is published by 

small publishing houses which are still pu~lishing as they were before the capital 

strong conglomerates, they have to survive on the conditions created by the mergers. 
< ... '"' ' 

. ( The case study on Miss Smilla's Feeling for Snow by Peter H0eg and Brother 

Jacob by Henrik, Stangerup clearly shows how important an intensive and expensive 

promotion and publicity campaign is on the British market. Where Miss Smilla's 
'. ," ~) '.0 

Feeling for Snow is still widely available, Brother Jacah hardly made it into the 
. " ., ' 

bookstores because the small publishing house of Marion Boyars could not promote 
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it to extent the HarperCollins owned Harvill could promote Miss Smilla's Feeling for 

Snow .. 

'. The Danish market is very small compared to the British. It is still product-led, 

focusing on authorsbips, backlist and a balance between loss and profit-making titles. 

It is a cottage industry in which the gentleman's agreement and the Net Book 

.Agreement are still alive. But though these structures may be conservative, they do 

not hinder the publishing of British fiction in Denmark because British fiction sells as 

well as Danish. 

When it comes to selection criteria there is no hindrance on the Danish market 

for British fiction. Publishers speak the language, they are familiar with the culture 

and can judge quality in the original language. They can access the British market 

both through the old boy's network of the international publishing world and through 

British newspapers and trade papers. " . 

: For Danish fiction on the British market the overall selection criteria of quality, 

which Danish and British publishers share, is complemented by the criterion of a title 

having to be able to travel culturally. British publishers cannot read the Danish 

originals or access the Danish market through newspapers and trade papers. This 

means that the old boy's network of the international publishing world takes on 

increased importance. But it also means that Danish fiction is handicapped by its 

culture and language. 

In the selection criteria, the issue is familiarity with culture. This is what makes 

Danish publishers favour literature in English. And this is what makes British . . 

publishers favour literature from other English-speaking cultures. And what makes 

publishers in general favour literature in a language they speak. 

But it is also part of the issue of national cultures of ~or and minor impor

tance in the World Society. As the chapter on Danish openness towards Britain . 

showed, this started by bilateral connections through Danish export of agricultural 

products to Britain. But is was also a result of changing language tuition, where the 

rise of English to lingua franca through the Empire and the USA's rise to power 

played an important part. So does the export to Denmark of British cultural products 

such as pop music and humour. 
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Therefore the major/minor dichotomy is playing a part in creating openness and 

familiarity towards, in particular, major national cultures. The fact that the British 

publishing industry has become more commercial is ironically al~ an effect of being 

a major culture. Its links to other English-speaking countries through language means 

that it is a far more profitable market to invest in for international media conglomer~ 

ates than the small Danish market. The major/minor dichotomy is also evident in the 

cultural funding system. In the context of Public Lending Right, Britain advocates 

more reciprocal agreements between countries because British books are so well-, ; . 

represented abr~d that it would be beneficial for British writers. Denmark on the 

other hand has changed its scheme in a way which does not conflict with EU 

requirements of non-discrimination against foreign nationalities, but also in a way 

which means that it still favours Danish language originators such as translators .. 

'. When markets and general circumstances hinder the publishing of translated 

fiction, the cultural funding system becomes the agent of change. But the chapter on 

support and promotion of translated fiction shows that the schemes set up by the Arts 

Council and Danish Literature Information Center (DLIC), because they are respon

sive, emphasise existing trends of publishing titles from major cultures as expressed 

in the languages of French, German and English. . ' 

Nevertheless, both the Arts Council schemes and DLIC are examples of 

awareness of the changing world. They both originate from 1987 where the Arts 

Council began to focus on internationalism and multiculturalism and where a select 

committee report on export of culture was published in Denmark. As a result of this 

report DLIC was established to promote Danish literature abroad. ' . 

. Danish Literature Information Center promotes Danish literature abroad in a 

decentralised fashion to the international publishing world. It creates awareness . '. 

through the Danish Literature Magazine and builds a network of translators in under

represented countries and utilises the bi-cultural knowledge of the translators by 

support schemes for placing titles with publishers abroad. Its focus of attention is 

East-Europe and in particular the Baltic Countries. , . 

. . British Council promotes literature abroad as part of its cultural diplomacy. But 

the promotion done here clearly shows its roots in development and aid, English 
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language tuition and its connections to The Commonwealth. Rather than building up 

a netWork in the professional bookWorld it produces exhibitions, directories and 
. " l .. 

teaching aids on literature. It attempts to create links to non-European countries, and 

more recently to East Europe. 

The British Council as a body of cultural diplomacy is an' example of an inStitu
tion set up by a country 'of major importance,'whereas DLIC is In exiunple of a ',' 

minor country trying to increase knowledge and awareness in the World Society. 

That both institutions focus on East Europe is an reflection of changes in the World 

Society. But the priority of the Baltic countries and the Commonwealth are reflec-

tions of different national histories and geography. 
. ' 

Britain and Denmark are examples of closely related, but different West

European national cultures. Both have roots in Christianity, modernity and industrial

isation and are therefore both part of a larger West-European culture. They are both 

welfare states, but they are alsO different. ..: . 

. . The chapter on Danish oPenness towards Britain showed how the' export of 

agricultural pt-oducts changed infrastructure and facilitated English language tuition in 

Denmark. But also within the borders of nation-states the structuring of institutions is 

based not only in a larger West-Eufopean culture; but is also influenced by specific 

values; traditions 'and history. This is exemplified through the cultural funding 

system.. ~ . , 

The British cultural funding syStem has since 1992 been based under the 

Department of National Heritage. But the system is very much as it was before. It is 

characterised by conceptual splits into different'traditions. Thefe is legislation for 

industry, the educating/leisure tradition and councils for artistic content. 

The educating/leisure tradition has roots in the Industrial Revolution and the " 

Split between wOrk and leisure. It sought to morally elevate the working classes so 

that they could be productive workers. The tradition' was later mediated through the 

welfare state's emphasis on the rights of citizens to have access to leisure pursuits 

and came to focus on acCess and availability rather tbaD moral elevation as in the 

top-down, middle-class, philanthropic movement of the Victorian era. 
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The Arts Council was a result of the welfare state, but its structure is based in 

the ideals of the philanthropic charity organisations with the value of personal 

responsibility to do right by others, rather than others having rights. It is private 

public support by the Great and the Good. 

The council of the liberal welfare state and the educating/leisure tradition of the 

Victorian era never connected conceptually, and the Arts Council was able to lead an 

arts policy with emphasis on artistic excellence without developing a Public Service 

Dissemination tradition. 

Because of the emphasis on artistic excellence and the lacking Public Service 

Dissemination tradition, the Arts Council never included cultural democracy and folk 

culture as working concepts of culture. It continued using the concept of democra

tisation of culture. This again is a top-down perception, though of culture rather than 

society. 

As a result of the top-down perception of culture in general, the strong c1ass- . 

consciousness in Britain and the heterogenous society created through class and 

immigration from the Empire in decline, the cultural studies movement arose to 

study culture as a way of life mediated by class, gender and race. This movement is 

in opposition to the Great and the Good and the high culture of the Arts Council, 

and forms part of the many conceptual splits. But because it does not concern itself 

with quality but with uses of culture, it aligns itself with the educating/leisure 

tradition. That is, the polarisation of artistic excellence and the uses of culture are 

intact. They do not engage in a debate on providing what is right for a particular 

user of the best available. In a hierarchical society this cannot be conceptualised as 

other than a paternalistic control of citizens. 

In one way this is accentuated by the permuted VictoriaJi values brought to the 

fore again as a legitimisation of the Thatcherite Enterprise Culture. With the focus 

on individualism and the liberal marketforces, the idea of a Public Service Dissemi

nation tradition becomes even more an expression of state paternalism and control. 

The values of the Enterprise Culture have also influenced the cultural funding 

system. Support is no longer based solely in concepts of culture but have acquired 

utilitarian values of promoting tourism, creating jobs and attracting funding from the 
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business community. This is the development the Department of Heritage is advocat

ing, rather than unifying the conceptually split cultural funding system. 

; , The conditions created for the support of literature are of course influenced by 

the general funding system. Literature is a creative art performed by individuals. 

This sits poorly with the Arts Council which has a tradition of supporting the 

performing arts and institutions. ) 

Opposition to support of literature both outside and within the Arts Council 

sees the publishing industry and public libraries as sufficient support for literature. 

The general opposition is so strong that Public Lending Right has been promoted as 

a right in order to get the scheme established and continues to be seen as such in 

order not to cause further cuts in cultural support for literature. 

But publishing is not support but a highly commercial venture which increas

ingly sees literature as a commodity rather than as art. 

, Public libraries have roots in the educating/leisure tradition and are today seen 

as leisure services provided by local authorities. Public library philosophy has since 

the outset been split in an education/elevation conception and a leisure conception. 

But the move to a leisure service was facilitated by the legislation which reflects 

library history rather than philosophy. 
" 

The publishing industry obviously cannot be seen as a support to literature, but 

neither are libraries conceptually linked to the funding of literature. This means that 

the support from the Arts Council is the actual support for literature. The schemes 

for author support developed by the Literature Department clearly show the tradition 

for supporting institutions and the performing arts in primarily being indirect support 

through schemes such as writer in residence and tours. Nevertheless, the Department 

has managed to develop schemes which are aimed at probJem areas such as small . 

presses, publicity and libraries. 

The Danish cultural funding system is conceptually united under the Ministry of 

Culture. It is a rounded, consensual system and the Ministry of culture legislates for 

culture, emphasises artistic excellence and Public Service Dissemination. The ,,'" ", 

ministry was set up in 1961 as part of the welfare state, but it included existing 

trends in its founding philosophy. The compromise which led to the founding 
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philosophy was based in Grundtvigianism, Social Democrat ideology and Cultural 

Radicalism. In the founding philosopby was included the right to a fulfilling leisure 

time, equal access, the Danish enlightenment tradition, artist's rights, the rights to 

self-organisation, artistic excellence and freedom, and art as a critical force in 

society.' . " 

.. ' , Denmark did not have an industrial revolution to deal with. But it did have to 

deal with the loss of Norway and Schleswig-Holstein. This led to a focusing inward. 

Because of the homogeneity of the Danish people, because nation and state occupied 

the same territory,. and because both territory and history showed traces of Danes far 

back, a perception of union between country, state and people could be forged. In 

this the Danes rather than country became the sober, sensible backbone of the nation

state. 

, . At the same time democracy was being introduced and this led to an enlighten

ment tradition where the starting-point was the sensible, sober-minded peasant and 

farmer rather than a top-down tradition of elevation. Social Democrat ideology 

incorporated the image of the peasant/farmer and became for the people rather than 

the workers. ' 

,This Grundtvigian and Social Democrat focus on the people had to be included 

in the Danisb Social Democrat welfare state and its Ministry of Culture. The 

emphasis of, not m the people but fm: the people, was supplemented by Cultural 

Radicalist ideas of artistic excellence and art in society. The Ministry of culture 

would therefore have to develop the excellence of artistic production but also 

conceptually link this to the concept of the people. This resulted in the tradition for .' 

Public Service Dissemination which included the enlightenment tradition and the 

poles of artistic excellence and uses which have continuously interacted througb the 

changing times. ; .' ,. 

Because of the incorporation of these traditions, arts policy could not be led by 

the Great and the Good for the people since the people was the Great and the Good. 

Instead the Gnmdtvigian-inspired principle of self-organisation was used in councils 

such as the Arts Foundation. And because the enlightenment tradition took its 
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starting point in the people, the Public Service Dissemination tradition could not be ' 

perceived as paternalistic state control. 

,. ,. Likewise, as new concepts of culture such as cultural democracy and folk 

culture gained recognition, they would have to be incorporated in Danish cultural 

policies, simply because they focused on the people. The utilitarian values of the 

Enterprise CUlture also gained ground in Denmark, but they have been strongly 

mediated in cultural policies by the Social Democratic welfare state and the Grundt

vigian traits in national identity. Values of individualism and free market forces do 

not easily become incorporated in a culture which emphasises solidarity, consensus 

and the people. I , 

. Support for literature in Denmark is self-evidendy also influenced by the , , 

general philosophies of the cultural funding system. The strong tradition for artist 

support has led to a perception of support for literature as support for authors. This 

creator-focused view is also visible in additional schemes direcdy under the Ministry 

of Culture. It is also visible in the changes made in the Library Fee, from a scheme 

in between copy-right and cultural support to one which is a cultural support scheme. 

This is also a result of the consensus around cultural policies. 

Public libraries are perceived as the Public Service Disseminators of literature. 

The founding philosophies of the folk libraries were also based in democracy and a 

conception of the people as capable of making the right decisions for themselves, 

folk libraries were therefore easily incorporated in the CUltural. funding system." 

During the 1980s and 1990s folk libraries have, through restructuring come to focus 

more on the local community. But the debate on excenence and uses which is part of 

the Public Service Dissemination tradition, and which within library circles has been 

debated in connection with the quality criterion, has not been &bandoned. Rather it 

has enforced the links to the cultural support system. 

The idea of a Public Service Dissemination tradition highlights fundamental 

differences in British and Danish national cultures. In Britain, a heterogenous society 

with a strong class-consciousness and an emphasis on individuality, it is seen as . 

paternalism and control. . : 
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In Denmark, a homogenous society with a perception of union of state, country 

and people, and an emphasis on consensus and solidarity, this is more or less the 

purpose of cultural policies. 

A valid critique of Danish culture as embodied in this tradition is that it 

conceals and legitimises prevalent ideologies and hegemony. This is to a certain 

extent mediated by the cultural democracy concept and folk concept, but a more 

explicit debate on these issues should form part of the Public Service Dissemination 

tradition. 

Likewise, the lack of a Public Service Dissemination tradition in Britain is to a 

certain extent to make cultural policies obsolete or at least a confirmation of the 

elitist policies of the Arts Council. Cultural studies have highlighted valid points 

about ideology and hegemony and the validity of other cultural expressions than 

those accepted under a fine arts definition. But to exclude the products of high 

culture from an interaction with people of all classes is another way of showing 

disrespect. 

Points of ori&ina1ity , 

The thesis contains several points of originality both in approach and in the findings . 

• 

It is based in the traditions of Cultural studies - a tradition which does not exist 

in Denmark - and in a tradition strong in Denmark namely the Literature and 

Society strand of Sociology of Literature. This means that it is possible to see 

the cultural funding system in connection with the commercial publishing 

world. It also means that institutions within the cultural funding system can be 

read as texts, as signs of society . 

The thesis employs a cross-cultura1 comparative methodology. This means that 

questions which cannot be asked within an objectified subjective reality can be 

asked from the viewpoint of the other culture. 
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The cross-cultural comparative angle has made it possible to point to the fact 

, that the Danish publishing market is primarily product-led while the British has 

become market-led. 
; -:. 

The publishing of translated fiction has not been researched in a qualitative 

study before. This has made it possible to identify the importance of cultural 

knowledge" in the selection process. The study shows that publishers publish I 

primarily from languages they speak and thereby from cultures they are familiar 

'with. The study also provides evidence for the importance of the common 

knowledge held by the international publishing world .• "' "". 
:) ~ 

The importance of publicity and promotion is a commonly held belief within 

the British publishing world, but this study" provides the evidence for this point 

of view. 

The analysis of the cultural funding systems in Britain and Denmark draws 

attention to the importance of national consciousness. For example Public 

Lending Right in both Britain and Denmark are widely discussed within the 

national framework of thinking. This study shows with the help of the compar

ative methodology how based in an objectified subjective reality they are. The 

same goes for the two different versions of the arm t s length principle and the 

inclusion and exclusion of concepts of culture. 

The British cultural funding system is under-researched. It has not been re

searched as one system before. This study is able to show that the system is not 

conceptually linked. In particular the identification and analysis of the educat

ing/leisure tradition are new. This analysis shows that the conception of 

enlightenment through arts in the leisure time has not been conceptualised in 

British thinking. On the basis of the comparative angle it has also been possible 

to point out that there is no Public Service Dissemination tradition in Britain 
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.,' and this has meant that the Arts Council has led an arts policy, not a cultural 

policy. 

The ariaIysis of suPPort and promotion of translated fiction is new. This study 

, ' shows that responsive policies in connection with translations do not lead to a 

more varied body of tnuislated fiction. Likewise the analysis of the promotion 

of national literature abroad in the broader context of cultural diplomacy and of 

the contemporary changing world is in itself new. It makes it possible to point 

out that these institutions employ a quality criterion whether they are part of 

. ':. international relations such as the British Council or part of the cultural funding 

system such as Danish Literature Information Center. Nevertheless the analysis 

. also shows that influences from the changing contemporary world can be traced 

in the origin of schemes and in countries prioritised for promotion .. 

> i 

} -, 

. , 

. , 

" . : ; 
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SUMMARY 

The thesis studies the publishing of translated literary novels and the cultural funding 

system in Denmark and Britain. Denmark and Britain are examples of closely related 

West-European national cultures and they are examples of cultures of major and 

minor importance in the World Society. The thesis aims to explore how different 

industry structures and values within the publishing world facilitate or binder the 

publishing of translated fiction. It also aims to explore how different traditions, 

values and history within closely related West-European national cultures have 

influenced the structures of state institutions in different directions. This is explored 

through the cultural funding systems because the thesis also aims to explore how the 

differences in the cultural funding systems, based in their different values, traditions 

and history, have created different conditions for artistic production and availability. 

Chapters 2 and 3 set the framework for the thesis. Chapter 2 studies the 

contemporary changing world, the problems it creates between national cultures and 

between different ethnic or racial groups. In this context the chapter discusses cross

cultural understanding and openness and the role of cultural products in this. 

The world is globalising through information and technology-led commercial 

ventures. Through the media the world is drawn together across national borders by 

a huge export of primarily Anglo-American productions and by channels such as 
MTV and CNN aiming at sub-cultures across borders. These commercial ventures 

are only possible if the consumption of their products is big enough to create profit. 

They are therefore an example of how major changes in the world are accepted by 

populations and of how foreign produced cultural products are accepted and non

threatening. 

Nonetheless the information and technology globalisation also leads to a poJari

sation between core and peripheric workers who are often of other nationalities and 

ethnic minorities within the borders of nation-states. The globaIisation also leads to 

an increased distance between popuJations and power eJites. All in all, the lack of 

contact with power eJites and the presence of the Other lead to a feeling of power

lessness and an animosity towards the Other. 
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The European Union is a political organisation which is also drawing the world 

together. It has had an increased influence on the citizens of the nation-states 

involved in its attempt to form a United States of Europe. This again leads to. ' . 

animosity towards the Other and to reactionary nationalism. • " 

Nevertheless, nationalism is other than reactionary, It is part of the contem

porary political organisation in nation-states and it is part of contemporary collective 

and individual identities. A shift to a post-nation state, information and audio-visual 

World Society is a shift as drastic as the shift from a pre-nation-state, agricultural ' 

and oral World Society to a nation-state, industrial and literate World Society,' 

Within the contemporary changes in the world a constant meeting with the 

Other is taking place. Therefore the focus must be on cross-cultural understanding. 

That is, on an openness towards the Other, an understanding of the Other and an 

acceptance of and respect for differences. ',' I , 

: I In this understanding, foreign produced narrative cultural products can play a 

part in forming a cross-cultural frame of reference of openness and understanding. 

Foreign produced narrative cultural products chosen for consumption during leisure 

time are chosen for subject dealt with or plot rather than their foreignness. However, 

externalities to plot, such as setting and the way the foreignness in the narrative is 

perceived by characters as ordinariness and the culture-bound perceptions of prob

lems and solutions, can lead to an openness and acceptance of what is foreign and an 

understanding of foreign cultures .. 

Chapter 3 deals with Danish openness towards Britain. It explores the influence 

of a major culture - the British - on a minor - the Danish - through specific and 

universal historical developments. It explores how these, combined with the use of 

popular culture products, have led to an openness and knowledge of the other 

culture. ' ; 

Because of the Industrial Revolution, Britain needed to import agricultural 

products. This it did from Denmark, This proved important to the development of 

Denmark which stayed primarily agricultural until wen after World War 11,' Denmark 

changed and rationalised its agricultural production in response to British preferenc

es. It became a modem and affluent society through agricultural export. 

Summary in English 248 



The English language was not thought to be of sufficient importance to be 

taught at the learned schools. But it grew from being the last modern language 

introduced, to the most important because of Britain's increased importance through 

the rise of the Empire and because the culture of Victorian bourgeoisie gained 

recognition. The rise of English to lingua franca because of the Empire and later .. 

because of the importance of the USA also influenced this. ,,' 

; , Language, teaching also changed from teaching modern languages as dead 

languages to teaching national cultures, to emphasising internationalism, the meeting 

with own and foreign culture. That is, it changed t? teach culture as well as skills. 

After World War 11 agricultural export to Britain slowly decreased while the 

import of cultural products increased. This has been an im~ of television program

mes, British humo~ and British pop music. The import of British cultural products 

and the language tuition create a cross-cultural frame of reference for Britain in 

Denmark which is expanding, facilitating more and more imports. It creates anglo

philes and its influence is to be found in Danish fiction. 

Translated literary novels are part of the export and import of foreign produced 

narrative cultural products. ,Industry structures and values influence availability. The 

publishing industries and the publishing of translated fiction are the subjects explored 

in chapters 4 to 6. ' , ' 

Chapter 4 analyses the two publishing worlds in general to see whether the 

conditions of publishing are accommodating to the publishing of translated fiction, " 

since translated fiction has to survive on the same marketforces as all other publish-

ing. " . 
Publishing used to be the gentleman publisher who was part of the same. 

bourgeois culture which read the books. He would nurture authorships out of love 

for literature but also have a shrewd business sense which meant be could live off his 

business of publishing. .' " ; 

. British publishing has gone from being product-led to being market-led. The 

industry has been through upheaval and mergers and is now a commercial industry 

rather than a cottage industry. This means that instead of focusing on authorships, 

backlist and steadyselling, it now focuses on the bottom-line. 
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The industry has contracted in order to be capital-strong and uses all available 

ways of profiting on the profit-making titles. This has meant mergers into publishing 

conglomerates and a vertical structure rather than a horizontal, so that conglomerates 

now own both hardback and paperback imprints and subsidiaries in other English 

speaking countries. In addition retailing has contracted into chains. This has led to 

such powerful conglomerates as HarperCollins, Random House and W.H. Smith 

which together. in 1995 undermined the Net Book Agreement to the extent that it was 

abandoned. 

Many small presses still publish in the old way of focusing on authorships and 

backlist with an occasional bestseller, but they have to publish on the conditions 

created by the conglomerates. Since translated fiction is not profitable and is often 

published by small publishing houses, the British publishing industry is not accom

modating to it. 

Where British publishing has a potential market of S6 million people and 

overseas export to other English speaking countries, Danish publishing has a 

potential market of S million Danes. 

As within the British publishing world, the debate in Denmark is on contraction 

and bestsellerism, but it is essentially still a cottage industry. It is still product-l~, 

focusing on authorships, backlist and the balance between loss-making and profit-. 
making publications. • 

The Danish market for publishing is so small that the industry has always been 

vertical and since it can only find new ways of selling within Denmark it is depen

dent on paperback sales and book clubs. In spite of this, publicity does not play a 

major role. The market is no bigger than all new books are available from book

shops. The net book agreement is still very much alive. 

The Danish market is conservative in its structure, but not in what it chooses to 

publish. Since British fiction sells well, either as well or almost as well as Danish 

fiction, the Danish market is as accommodating to this as to Danish fiction. 

Chapter S focuses on the factors which influence the selection of fiction for 

translation. These factors are selection criteria and sources of information and 

considerations of the market. 
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For both Denmark and Britain the main source of information is the old boys 

network of the international publishing' world: Tbe network is based on mutual trust 

and knowiedge of each others publishing profiles. The network functions as a 

grapevine 'which provides information on tides, but' more importandy it indicates 

which tides are the most interesting. This is done through recommendations and ., 

based on whether other countries have published a particular title. 

, , In particular ill Britain the network is important for Danish fiction because 

British publishers do not read Danish. They tend to publish in languages they speak 

such as French and German. In Denmark the network is supplemented by the reading 

of British newspapers and trade papers. The publishers all read English and can 

judge the qualitY of a British novel in the original language. 

, The main selection criterion is quality. British publishers have the added 

criterion of the title having to be able to travel culturally. Tbat is, that it can enter a 

British cultural frame of reference. British publishers also take into consideration 

whether they can get' all English language rights. 

Danish fiction is therefore disadvantaged because of language and culture, 

whereas British fiction has no disadvantages on the Danish market. ,. 

Chapter 6 is a case' study on the importance of pUblicity in Britain. This is done 

through the example of two Danish titles published in Britain in 1993. The two titles 

are Brother lacob by Henrik Stangerup and Miss Smilla's Feeling for Snow by Peter 

Hoog. 

Publicity and promotion are important both for getting the tide placed with 

bookshops and for getting publicity through the media. This influences information 

to and access for potential readers. 

Both Brother lacob and Miss Smilla's Feeling for Snow did well for Danish 

tides. But Brother Jacob only sold about 113 of the amount of which Miss Smilla's 

Feeling for Snow did. Miss Smilla's Feeling for Snow was and is still widely 

available. Brother lacob never was.' , 

Press coverage showed that Miss Smilla's Feeling jor Snow received consider-

ably more coverage than Brother Jac~b. ' . 
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Miss Smilla's Feeling for Snow would most likely have sold more than Brother 

Jacob, but the main reason for the huge difference is the publicity campaign behind 

Miss Smilla's Feeling for Snow. 

'. Marion Boyars, the publisher of Brother Jacob, promoted the title the way, 

most books are promoted. She sent out press releases and proof copies to the press. 

Harvill, the publisher of Miss Smilla's Feeling for Snow, invested in a buge 

campaign for the title which included printing and distributing 2000 proof copies to ,,' 

the trade, sales gimmicks and sending journalists to Denmark. Because the title in 

this way was highlighted and talked up, the trade was aware of it. Because book

stores were told of this campaign they stocked more titles and displayed them 

prominently rather than taking none or placing a few copies in the A-Z fiction 

section. . f 

Chapters 7 to 10 focus on the cultural funding system. The cultural funding 

system is a part of creation of diversity and availability, but more importantly, this is 

done differently in different national cultures. 

" Chapter 7 focuses on the two different cultural support systems of Britain and 

Denmark. It focuses on traditions, valueS and history at the roots of the different 

systems and also looks at reasons for exclusion or inclusion of different concepts of 

culture. 

The British cultural funding system is based under The Department of National 

Heritage. The British system is split in traditions of legislation for industry, councils 

for artistic content and an educating/leisure tradition focused on uses. The Danish is 

consensual and all-rounded under a Ministry of Culture incorporating founding 

philosophies based in Grundtvigianism, Social Democratic ideology and Cultural 

Radicalism. 

" In Britain, the educating/leisure tradition has roots in the paternalistic philan

thropy of the Victorian era, in response to problems created by the Industrial' ' 

Revolution and the split between work and leisure. The tradition sought to morally 

elevate the worldng-classes to conscientious workers. The roots were later mediated 

through the welfare state's focus on the rigbts of citizens, to become a question of ' 

aVailability of and access to, leisure pursuits. 
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'. The Councils set-up for support of artistic content are the British Film Institute, 

The Arts Council and the Crafts Council. A quango such as the Arts Council is run 

in the same way as the philanthropic charity organisations. It is public private 

support by the Great and the Good. This means a compromise of the arm's length 

principJe. : ,. , , :,. ., ., , ;, 

. The Arts Council was the first post-war council, set up without ties to industry 

and as part of the welfare state. Within this council the focus has been on excellence 

of artistic production. It does not conceptually link itself to the uses of leisure. This 

has meant an arts policy, not a cultural policy and that a Public Service Dissemin

ation tradition such as expressed in the Public Service Broadcast tradition has not 

been developed. ' " C," 

Because the Arts Council has led an arts policy and because of the conceptual 

split between production and consumption, the concept of culture used by the Arts 

Council has been democratisation of culture. It has not, such as with universal 

trends, included cultural democracy or folk culture. This is to be found in the. 

cultural studies movement which can be seen as an opposition to the establishment. , 

Here the focus started out as being on the working-class, later including gender. and 

race. The focus has been on uses rather than on content and the tradition therefore 

aligns itself with the educating/leisure tradition. .... ., " . 

" General changes in values other than those expressed in the concepts of culture 
, , 

have influenced the funding system. The Arts Council was set up as part of the 

welfar~ state's values of providing welfare services for the citizens. Likewise the 

influence of the Thatcher era's Enterprise Culture introduced utilitarian ideals of 

creating work and attracting tourism into arts funding .. , .f '," "" , 

, In Denmark the cultural funding system is united under a Ministry of Culture 

which was set up in 1961 as part of the welfare state. It incorporated existing 

traditions of Grundtvigianism, Social Democratic ideology and Cultural Radicalism. 

The philosophy incorpora~ a right ~ a fulfilling l~ time, equal access, the 

rights of artists, the rights to self-organisatioo, a horizontal rather than a top-down 

enlightenment tradition, artistic excellence and freedom, and a perception of art as a 
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critical and enlightening force iD society. It was also a ministry which could and 

would legislate for culture. 

Tbe emphasis on lights and self-organisation and defined structureS rather than 

a reliance on the Great and the Good has led to an arm's length principle which in 

the Danish State Arts Foundation includes a Representative Committee on whicb 0 

various organisations such as the Author Association sit. The Representative Com- . 

mittee elects two out of the three members sitting on the committees for specific art 

forms .. .. 
The horizontal enlightenment tradition and the right to a fulfilling leisure time 

has meant that a Public Service Dissemination tradition has been developed which . 

with respect for the users of culture and artistic excellence and freedom of expression 

seeks to provide and promote cultural expressions. It is a tradition constantly 

engaging in a debate between the two poles of artistic excellence and uses of culture. 

In the Social Democratic welfare state, with a strong perception of union 

between nation, state and people and with a consensual cultural policy which leans 

towards focusing on the people (folket or folkeligbed) all concepts of culture respect

ing and focusing on the people would have to be incorporated. Therefore, though 

starting out implicitly using the concept of demoCratisation of culture, the Ministry 

has later incorporated both cultural democracy and folk culture.' The Social Demo

cratic welfare state and the consenSual cultural policy with philosophies based in the 

people have also meant that the utilitarian values of the Enterprise Culture have been 

strongly mediated. 

Chapter 8 is an analysis of the funding systems for literature as they are 

expressed through the Arts Council's Literature Department, the Danish State Arts 

Foundation, initiatives directly under the Ministry of Culture; and an exploration of 

Public Lending Right as either part of the cultural funding system or as a copy-right. 

Literature was not included under the Arts Council at its foundation. The Arts 

Council has focused on the performing arts and on organisations rather than individu

als. Literature is a creative art and it is produced by individuals. It has always been 

rather a step-child in the Arts Council. It has been seen as being sufficiently support

ed by the publishing industry and public libraries. 
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Nevertheless, the support has developed from the Poetry Panel's performance

inspired schemes to the present fairly rounded and innovative schemes. . 

In the tradition of not supporting individual artists, this is the weakest point in 

the schemes for literature. They are either goal-directed or indirect through fees for 

tours and writers in residence schemes, rather than being aimed at creating time for 

writing. Other schemes are innovative and focus on contemporary problem areas 

such as publicity, small presses and libraries. ' 

; ..: In Denmark, support for literature is split between producer support and Public 

Service Dissemination through libraries. 

The tradition for author support is long and strong: The schemes under the Arts 

Foundation are aimed at authors and literature as understood under a fine arts defini

tion. These schemes are aimed at funding time for writing and awarding artistic 

production.' , 

. Directly under the Ministry of Culture is a net of schemes, the so-called patch

work quilt. Many of these schemes are aimed at creators other than those eligible 

under a fine arts definition such as translators and illustrators. This is a clear (' 

indication of how support is seen as support for the creator. ' , '; ; . , 

The issue of Public Lending Right shows clearly the Danish consensual ' 

tradition for cultural policies and the British reluctance to support. 

In Denmark the Library Fee has gone from being something in between a copy

right and a cultural support scheme to being a cultural support scheme. This has been 

seen as necessary because of EU requirements forbidding discrimination of foreign 

nationalities. ' ' " , 

Denmark has had the Library Fee since 1946 whereas the first Public Lending 

Right payment in Britain was not paid until 1984 .. ;, 

The British scheme was conceived as a copy-right fee. In the liberal Britain this 

has been more acceptable than a cultural support scheme. It is still seen that way 

today and the system has Dot been changed because of EU regulations. The Danish 

changes must therefore be seen as an expression of consensus on cultural policies and 

the strong tradition for author support. , 

.r. j 
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Chapter 9 looks at public libraries as Public Service Disseminators for litera

ture. It explores the way in which they are incorporated in the cultural funding 

system in connection with literature. 

In Denmark public libraries are seen as Public Service Disseminators of 

literature. In Britain, public libraries are by the opposition to state funding of 

literature, seen as supporting literature. " " 

British public libraries are rooted in the problems of the Industrial Revolution 

and the split between work and leisure. They were seen as healthy, morally elevating 

alternatives to drinking in the' public houses. . " '.' 

British library history is characterised by a ~ggle to become established. 

This, rather than a founding philosophy, has shaped legislation for public libraries. 

Public libraries are the responsibility of local authorities. This has meant that 

the user-group is defined in the legislation. The community defined here has become 

the selection criterion through which libraries fuJfill their duty of an efficient and 

comprehensive service. This purpose is a result of history rather than philosophy. 

The weak founding philosophies were split on education and recreation. Though 

the interpretations of these two terms have changed, the split has never been over

come. Public libraries went from individually emphasising either education or 
, 

leisure, to being closer to education: With the modern emphasis on leisure and the 

introduction of a defined user group and in oPPosition to the paternalistic roots, 

public libraries have become leisure centres serving the local community. They are 

therefore not conceptually linked to the support of literature. 

The Danish folk libraries did not have the problems of industrialisation to deal 

with. They started out with a strong philosophy emphasising the Danish enlighten

ment tradition in a democracy . This led to the objectives of education, enlightenment 

and culture through the selection criteria of quality, diVersity and topicality. 

The founding philosophies were in line with those later incorporated in the 

founding philosophies of the Ministry of Culture and the folk libraries became the . l 

Public Service Disseminators for literature. : 

. The folk libraries were set up as one system but since 1983, have slowly devel

oped into many systems as seen in Britain. Though this has led to a new focus on 
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local communities it has not led to abandoning the quality criterion. Folk libraries 

are still conceptually linked to a cultural funding system .. 

Chapter 10 deals with the support to translated fiction and the promotion done 

for export of fiction. It is in this way linked to the chapters on the cultural funding 

system, but it also closes the circle to chapter 1 by identifying influences from the 

contemporary changing world in support and promotion of translated fiction. 1 

Support of translated fiction in Britain is done by the Arts Council whereas the 

British Council is responsible for promotion abroad. In Denmark both support and 

promotion is the responsibility of Danish Literature Information Center (DLIC) 

though it has as its objective to promote Danish literature abroad. 

Both countries support the publishing of translated fiction through funding the 

actual translation. Both the Arts Council and DLIC have had implicit or explicit 

priorities of supporting under-represented languages such as African, Asian, Scandi

navian or East European languages. That is, almost anything but the strongest West

European languages. But because the support schemes are responsive they have only 

been able to strengthen existing trends of publishing primarily from dominant 

languages such as French, German and English. 

In the promotion done, the British Council is a cultural diplomacy organisation 

under the Foreign Office whereas DLIC is part of the cultural funding system under 

the Ministry of Culture. Both organisations are to promote their national literature 

abroad and both are doing this through a quality criterion. Rather than promoting a 

national culture, they are promoting expressions of Denmark and Britain as expressed 

in the contemporary literary scene. 

The work done by the Literature Department at the British Council is deeply 

rooted in development and aid and in connection to English Language Teaching. It 

produces exhibitions, directories and books on writers. The promotion of literature 

per se is primarily done indirectly. 

The work of the DLIC is decentralised, focusing on the professional bookworld 

by building up awareness of Danish literature and by establishing a network of 

promoters consisting of translators; thereby utilising the bi-cultural knowledge of the 

translators. This is done through the Danish Literature Magazine, innovative schemes 
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for new translators in countries with few translators in Danish, and schemes for 

translators to place books with publishers around the world. 

, Both the British Council and the Danish Literature Information Center prioritise 

Certain countries. In particular East Europe has become important. This is a reflec

tion of the changing times. Danish Literature Information Center in itself and the 

. translation scheme from the Arts Council are fairly new initiatives, reflecting the ' 

increased focus on internationalism.· 

. i 

1 ~. , 

; , 

, . 
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RESUME PA DANSK (summary in Danish) 
, . . . } ~, . " 

Denne afhandling undel'S0ger udgivelsen af oversat skmilitteratur, iser romaner~ og 

kultwpolitik i Danmark og Sto'rbritannien. Danmark og Storbritannien er eksempJer 

pi to tzt beslaegtede vesteuropleiske nationalkulturer og de er ekSempJer pA et 

indflydelsesrigt og et mindre indflydelsesrigt land i verdenssamfUndet. Afhandlingen 

undel'S0ger hvordan forskelJige strukturer og vaerdier i forlagsverdenen .nullggm- eller 

hindrer udgivelsen af oversat sbmlitteratur. Den undel'S0ger ogsA hvordan forskeUige 

traditioner, vcerdier og historie i tzt beslaegtede vesteuropteiske nationalkulturer har' 

haft indflydelse pA den mAde statsinstitutioner er opbygget. Kulturpolitikken er brugt 

som eksempel tit at undersege dette, sA at afbandlingen ogsA kan undersBge hvordan 

disse forskelle bar haft indflydelse pi de forbold der er stabt for kunstnerisk skabelse 

og tilgaengelighed. i 

'. Kapitel 2 og 3 ~tter rammen for atbandlingen. Kapitel 2 diskuterer igang

vaerende forandringer i verdenen og de problemer det skaber mellem nationale 

kulturer og mellem forskeUige racer og etniske grupper. I den sammenhamg dis

lruterer kapitlet tvaerkulturel fofstAelse og Abenhed og kultureUe udtryks roDe j dette. 

Verdenen af i dag bliver globaliseret gennem informations- og teknologi-ledede 

foretagender. Gennem medieme bliver verdenen'trukket sammen over nationale 

gtlenser af en stor eksport af primrert anglo-amerikanske produktioner og TV -kanaler 

som MTV og CNN der henvender ·sig til subkulturer' over gnenser. DisSe kommer

cielle foretagender er kun mulige fordi forbruget af deres produktioner er stort nok 

tit at give financielt overskud. De er derfor Cksempler pA bAde hvordan store foran

dringer i verdenen er accepteret af befolkninger, men ogsA pi hvordan udenlandsk ' 

producerede kulturelle produkter er accepterede og ikke opfattes som truende. 

Ikke desto mindre leder informations- og teknologi globalisCrlngen ogsA tU en 

polarisering mellem keme- og perifcere arbejdere der $Om oftest er af en anden 

nationalitet eller etnisk minoritet inden for nationalstatefnesgrenser. Olobaliseringen 

betyder ogsA en sget afstand mel1em befollminger og magt Cliter. Dem1e mangeJ pA 

kontakt med magt eliteme og den fremmede inden for gnenseme, leder tilsammen tit 

en f"lelse af magtes10shed og uvUje mOd den fremmede. 
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, Den Europeiske Union er en politisk organisation som ogsA nkker verdenen 

sammen. Den bar tlet en 0get indflydelse pi borgerne i de nationalstater der er in

volverede i unionens fors0g pi at skabe et Forenede Stater af Europa. Dette leder til 

uvilje mod den fremmede og til reaktioner nationalisme. 

o~ Men ° nationalisme er ikke kun reaktioner. Det er en del af den nuverende 

politiske organisation af verdenen i nationalstater og det er en del af nuverende 

kollektive og individuelle identiteter. Et skift tit et post nationalstat-, informations-
° 0 

og audio-visuel- verdenssamfund er et skift, der er lige sA drastisk som skiftet fra et 

prz-nationalstat-, landbrugs- og oralt- verdenssamfund tit et nationalstat-, industrieJt

og skrift baseret verdenssamfund. 

° I disse nuverende forandringer er der et konstant m0de med den fremmede og 

der ml derfor vzre fokus pA tvzrkulturel forstAelse. Det vii sige en lbenhed mod . 

den fremmede, en forstAelse af den fremmede og en accept af og respekt for 

forskelle. 0' i 

I denne forstAelse kan udenlandsk producerede narrative kulturelle produkter 

spille en roUe i at skabe en tverkulturel referenceramme af 4benhed og forstAelse. 

Udenlandsk producerede narrative kulturelle produkter valgt for forbrug i fritiden er ° 

valgt for emnet eller historien, ikke for deres fremmedhed. Men ydre omstzndig

heder tit historien sAsom omgivelser, den mAde hvorpA det fremmede i teksten bUYer 

opfattet som det normale eller det kendte af karakterne, samt kulturbundne opfattel

ser af problemer og 10sninger kan lede tit en lbenhed og accept af det der er 

fremmed og en forstAelse af fremmede kulturer. 

o. Kapite13 studerer dansk lbenhed overfor Storbritannien. Det unders0ger pA

virkningen af en kultur af stor indflydelse - den britiske - pi en af mindre indflydelse 

- den danske - gennem specifikke og universelle historiske faktorer. Det studerer 

hvordan disse, kombineret med brugen af populer kulturelle produkter, bar skabt 

lbenhed og viden om den britiske kultur i Danmark. 

Pi grund af den industrielle revolution mAtte Storbritannien importere land

brugsprodukter, hovedsageligt fra Danmark. Dette vat vigtigt for udviklingen af det 

danske samfund som forblev et landbrugsland til langt efter anden verdenskrig. 

Danmark zndrede og rationaliserede sin landbrugsproduktion i forhold til britiske 
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preferencer, og blev et moderne og rigt land gennem eksporten af landbrugspro-

dukter. H • 

Det engelske sprog blev ikke opfattet som vigtigt nok ti1 at blive inkluderet i 

undervisningen i de lerde skoler/gymnasier. ~en det gik fra at v~re det sidste ." 

mode me sprog introduceret tit det vigtigste, pga Storbritanniens 0gede indflydelse 

gennem det britiske imperie, og pga den victorianske borgerlige kultur. Det engelske 

sprogs 0gede vigtigbed i fremmedsprogsundervisningen var ogd et resultat af at dette 

sprog blev det modeme lingua franca. 

, Efter anden verdenskrig aftog landbrugseksporten ti1 Storbritannien mens 

importen af populer kulturelle produkter tiltog. Dette bar veret en import af tv

programmer, humor og pop musik. Importen af britiske popul~r kulturelle produkter 

og sprogundervisningen skaber en tvzrkulturel referenceramme for Storbritannien i . 

Danmark som udvider sig og g9l' plads tit flere og flere importerede kulturelle 

udtryk. Den skaber anglofiler og dens indflydelse tan tindes i dansk sbmlitteratur. 

Oversat skoolitteratur er en del af eksport og import af uden1andsk producerede 

narrative kulturelle produkter. Strukturer og verdier i forlagsverdenen bar ind

flydelse pi ti1g~ngeligbed. Forlagsverdenen og.udgivelsen af oversat skoolitteratur er 

emnet for kapitel 4 ti1 6. 

Kapitel 4 analyserer de to forlagsverdener generelt for at se om forboldene er 

inwdekommende for udgivelsen af oversat skoolitteratur da oversat sbmlitteratur mi 

fungere under de samme forbold som alle andre udgivelser. 

;. . Borgerskabets for1~gger udgav ooger for borgerskabet. Han fremelskede for

fatterskaber som en del af borgerskabets kultur, men var ogsA en forretningsmand, 

der tevede af sin forretning. 

Britisk forlagsvirksomhed er giet fra af v~re produkt-ledet tit at v~ marked

ledet. Omridet bar v~ret gennem forandringer 08 sammens1utninger og er nu en 

kommerciel virksomhed i stedet for en lille produkt orienteret forretning (cottage 

industry). Det betyder at istedet for at fokusere pi forfatterskaber, backlist og 

steadyselling, fokuserer den pi tinancielle resultater. .. . . 

o Forlagsvirksomhed bar trukket sig sammen for vere kapital stzrk og for at 

v~re i stand tit at bruge alle muligheder for at udnytte profitable titler. Det bar 
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betydet sammenslutninger i forlagskoncerner og en vertikal struktur istedet for en 

borisontal, sA at koncemer nu ejer bAde hardback og paperback forlag og forlag i 

andre engelsk talende lande. Detailbandel bar ogsA trukket sig sammen i bder.' Det ' 

bar betydet at sA rnagtfulde koncerner som HarperColllns, Random House og W.H. 

Smith i 1995 kunne undermine re den faste bog1ade pris (Net Book Agreement) sA 

meget at den blev opgivet. ' 

, 'Mange smA forlag fungerer stadig pA den gamIe mAde med vegt pA forfatter

skab og backlist med en enkel bestseller nu og da,' men de rnA udgive under de' , . 

forhold der er skabt sf koncerneme. Den britiske forlagsverden er ikke Aben for 

oversat sbmlitteratur fordi oversat sbmlitteratur ikke er profitabel og tit er udgivet af 

smA forlag. ". " '" 

, Hvor britiske forlag har en potentietlfesergruppe pi S6 millioner mennesker og 

salg tit andre engelsk talende lande, bar danske forleggere et potentielt marked pA S 

millioner. danskere. ' ..., , : 

" " .' Ligesom den britiske forlagsverden diskuterer den danske forlagsverden kon

centration og bestSellerisme; men det 'er generelt en lille produkt-ledet forretning, der 

fokuserer pA forfatterskaber, backlist og balancen mellem profitable og iklce-pro

fitable titler.' 

Det danske marked er sA lille at forlag~irksomhed altid bar v.et vertikal og 

siden den kun tan finde nye muligheder for at selge indenfor Danmark er den 

atbagig af paPerback salg og bogklubber. Pi tiods af dette er reklame ikke ner sA 

vigtigt som i Storbritannien.' Markedet er ikke stmTe end at alle nye beger er :.' 

titgengelige gennem boghandelen. Der er stadig bAde fast boglade pris og sam- ;. 

handelsregler . 

Det danske marked er konservativt i dets struktur men ikke i hvad der v~lges 

til udgivelse. Derfor er det danske marked Abent overfor engelsk-sproget skBn·' 

litterattir i ove~ttelse da det Slelger godt, enten sAgodt sorn, eller n~sten sA godt 

som dansk sbmliueratur. ' " 

Kapitel S fokuserer pi de faktorer der bar indflydelse pA udveJgelsen af titler til 

oversettelse. Disse faktorer er udv~lgelseskriterier, kilder for information om titler 

og bensyn tit markedet. 
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BAde for danske og britiske forlreggere er den vigtigste informationskilde den 

internationale forlreggerverdens netvlerk af venskaber og bekendtskaber (old boys' 

network). Dette netvterk er baseret pl viden om hinandens forlagsproftler og tiltro til 

hinanden. NetVterket forsyner medlemrnerne med viden om titler, men endnu 

vigtigere er at det giver indikationer om hvilke titler der er mest interessante. Dette 

foregAr gennem anbefaling af visse titler og oplysninger om hvilke andre lande en 

bestemt titel er. solgt tU. '. , 

ISler i Storbritannieri er netvrerket vigtigt da britiske forlleggere ikke kan lrese 

dansk. De udgiver hovedsageligt ooger skrevet i sprog de taler sA som fransk og 

tysk. I Danmark er netvrerket suppleret med lresning af aviser og f8gblade. For

lreggerne lreser aIle engelsk og kan bed9mme kValiteten af en britisk roman i original 

sproget. . , . , 

Det vigtigste udvelgelseskriterium er kvalitet. Britiske forleggere bar desuden 

et kriterium der siger at en titel skal kunne rejse kulturelt. Dvs at det kan indgA i en 

britisk kulturel referencera'mme. Britiske forlreggere tager ogd i betragtning om de 

kan fAalleengelsk-sprogede rettigheder. Dansk slwnlitteratur er derfor handicappet 

pga dens kultur og sprog. . 

Kapitel 6 unders0ger vigtigheden af reklame i Storbritannien. Det get det ved ' 

at analysere lanceringen af to danske titler udgivet j Storbritannien i 1993. De to 

titler er Brother lacoh (Broder lakob) af Henrik Stangerup og Miss Smilla's Fetling 

for Snow (Frk Smillas jornemmelser for sne) af Peter Heeg. 

Reldame er vigtigt bAde for at fA titlen' placeret hos bOghandlerne og for at fA 

mediedrekning. Dette bar indflydelsepl hlformation til og tilgrengUghed for potenti

elle lesere. 

Bide Brother lacoh og Miss Smilla's Feeling for Snow kIarede sig godt i be

tragtning af at de var danske, men Brother lacob solgte kun ca 113 af hvad Miss 

Smilla's Feeling for Snow sollte. Miss Smilla's Feeling for Snow findes stadig i 

boghandlen mens' Brother lacob ikke pi noget tidspunkt har veret generelt til

gengeligt gennem boghandleren. 

Pressedrekningen af Miss Smilla's Feeling for Snow file noget 5tmTedekning 

end Brother lacoh. ". 
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. Miss Smilla's Feeling for Snow ville h9jst sandsynligt have solgt bedre end 

Brother Jacob under alle o~stamdigheder, men den store forskel i salg er hoved

sageligt pga den reklame kampagne der blev fort i forbindelse med udgivelsen af 

Miss Smilla's Feeling for Snow. , 

Marion Boyars, Brother Jacobs forl~gger, lancerede titlen som de tleste titler 

. bliver lanceret. Hun sendte pressemeddelelse og korrektur kopier tit pressen .. 

Harvill, Miss Smilla's FeeUngjor Snows forl~gger, investerede i en empe 

reklame kampagne for titlen. Dette inkluderede trykning og distribution af 2000 

korrektur kopier tit. bogverdenen, salgskampagne og at sende journa1ister ti1 Dan

mark. Fordi titlen pi denne mlde var &lort speciel mel1em andre titler, og fordi der 

var skabt generel interesse i den professionelle bogverden, var denne verden klar til 

at modtage bogen. Fordi boghandlere blev fortalt om bvilken kampagne der lA bag, 

tog de flere eksemplarer og de udstillede den tydeligt istedet for at placere den i den 

generelle A-Z sektion. 

, Kapitler 7 tit lObar kulturst0tten i fokus. Kulturststten spiller en rolle i at 

skabe ibenhed og tilg~ngelighed, men mere vigtigt, dette er &jort forskelligt i 

forskeUige nationale kulturer. 

. Kapitel 7 fokuserer pA de to forskellige systemer for st9tte af kulturen i Storbri

tannien og Danmark .. Det fokuserer pi traditioner, v~er og historie der bar ledt tit 

forskelle.og det ser pi grundene for eksklusion eller inklusion af forskeUige kultur-

begreber. . ' 

Den britiske kulturstette er under The Department of National Heritage (britisk 

kulturministerium). Systemet er delt i traditioner for lovgivning for industri, fonde 

for kunstnerisk produktion og en uddannelseslfritids- (educating/leisure) tradition 

med brugen af kultur som den rooe rid. Det er kendetegnende at den danske brug af 

ordet oplysning ikke er gags i en britisk sammenlueng. Det er indeholdt men ikke 

det samme som "education". Den danske kulturstette er baseret pA konsensus og en 

filosofi baseret pi Grundtvigske ideer t socialdemokratisk ideologi og kulturadikale 

ideer under et kulturministerium. .. 

, I Storbritannien bar uddannelses/fritids-traditionen rOOder til den victiorianske 

tids patemalistiske filantropi. Den var et svar pA de problemer som den industrielle 
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revolution og opdelingen i arbejds- og fritid stabte. Traditionen fOl'S9gte at h9jne den 

moralske standard hos arbejderklassen sA de ville blive pligtopfyldende arbejdere. 

Disse rodder blev senere gennem velf~rdsstatens fokus pi borgernes rettigheder 

~ndret til at blive et sp0I'gsmAl om tilg~ngeligheden af fritidsaktiviteter. 

De fonde der er stabt til st9tte af kunstnerisk produktion er British Film 

Institute (British Film Institut), the Arts Council (Kunstfond) og the Crafts Council 

(KunsthAndv~k Fond). Semi-uatb~ngige fonde som the Arts Council er styret som 

en filantropisk velgerenhedsorganisation. Det er offentlig privat stBtte som bliver 

fordelt af den gruppe mennesker der anses for at v~e samfundsstDtterne (the Great 

and the Good). I statens direkte udn~vnelse af medlemmer at denne gruppe bliver, 

arms-l~ngde-princippet kompromiteret. 

The Arts Council blev etableret efter anden verdenskrig som en del af vel

f~rdsstaten. Dette fond har altid lagt v~gt pi hej kunstnerisk kvalitet, men er ikke 

begrebsm~ssigt kombineret med udannelseslfritids-traditionen. Det bar betydet at 

fondet bar fmt en kunstpolitik, ikke en kulrurpolitik, og at en kulturformidlings

tradition ikke er opstlet. . 

. ." Fordi the Arts Council har fmt kunstpolitik og fordi kunstnerlsk kvalitet og 

brug begrebsmzssigt ikke har v~ret forbundet, bar fondet brugt demokratisering af 

kulturen som kulturbegreb og bar ikke inkluderet kulturelt demokrati 0& folkekultur. 

Disse begreber findes i cultural studies skolen der kan ses $Om en opposition tit det 

etablerede. Skoten studerede arbejderkultur og inkluderede senere Un 0& race. Det 

bar v~et et fokus pi brugen af kultur n~ end pi indholdet af kulturelle 

produkter, og skolen er p4 det niveau udtryk for uddannetses/fritids-traditionen. ' 

.' ..£ndringer i samfundsv~er andre end dem udtrykt i kulturbegrebeme bar 

haft indflydelse p4 kulturstBtten. Thatcher Arenes "konomiske v~er med deres 

v~gt pi individualitet og frie markec1slcr8:fter medfmte at mere nytte~ssige verdier 

blev tilknyttet kulturst9tte. Kunst og kultur skulle nu skabe arbejdspladser, tiltnekke 

turister og skabe indkomst fra forretniogsverdenen." 
. , 

i . I Danmark er kulturstBtte forenet under Kulturministeriet, der blev dannet i , 

1961 som en del af velferdsstaten. I et kompromis baseret pi den Orundtvigske 

tradition, socialdemokratisk ideologi og kulturradjka1isme, inkluderede den 610s06 
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Kulturministeriet baserede sit arbejde pA, retten tit en meningsfuld fritid, lige , 

adgang, kunstnernes rettigheder, retten tit selvforvaltning, oplysningstraditionen, 

kunstnerisk kvalitet og frlhed, og en opfattelse af kunst som en kritisk kraft i sam

fundet. Det var ogs! et ministerium der lovgav for omrldet. 

!,. 'Den Vlegt der er lagt pi kunstnernes rettigheder og retten tit selvforvaltning kan 

ses i det danske arms-llengde-princip, hvor der i Statesn Kunstfonds struktur er indsat 

et Reprlesentatskab. I dette Reprtesentantskab sidder reprtesentanter fra forskellige 

organisationer og det udpeger to ud af tre medlemmer. 

Den danske oplysningstradition og retten tit en meningsfuld fritid bar betydet at 

kulturformidling er blevet en vigtig del af dansk kulturpolitik. 

, I den socialdemokratiske velfterdsstat med en fundamental opfattelse af overens

stemmelse mellem stat, land og folk, og med en konsensuel kulturpolitik der gennem 

kulturformidlingen fokuserer pi folket, mA alle kulturbegreber, der indeholder 

respekt for dette folk, indkluderes. SeJv om Kulturministeriet implicit byggede sin 

politik pi demokratisering af kulturen, sA 2ndredes dette derfor tit at indkludere 

kulturelt demokrati og folkekultur. Den socialdemokratiske velfterdsstat 08 den 

konsensuelle kulturpolitik med en filosofi baseret pA en ide om folket bar ogsA 

betydet at de nyttemlessige vterdier som bar vlefet sA indflydelsesrige under og efter 

Thatcher !rent i Storbritannien, er blevet stlerkt nedtonede i deres danske version. 

, Kapitel 8 er en analyse af kulturst0tten til litteratur som den er udtrykt under 

the Arts Council, Statens Kunstfond og initiativer direkte under Kulturministeriet; og 

en undersegelse af biblioteksafgiften som kulturpolitik eller copyright. 

Litteratur var ikke inkluderet under the Arts Council fra begyndelsen. The Arts 

Council bar altid prioriteret de udevende kunstarter og stBttet organisationer frem for 

individuelle kunstnere. Litteratur er en kreativ kunstart og er produceret af individer. 

Den bar altid levet i skyggen af de andre kunstarter under the Arts Council. Af 

modstandere af litteraturststte er det kommercielle littertere system og offentlige 

biblioteker set som rigelig st8tte. Pi trods af dette bar st8tten udviklet sig fra Poetry 

Panelets st8tteordninger der var inspireret af de udovende kunstarter tit de nuverende 

forholdsvis innovative stBtteordninger. 
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I linie med tnlditionen for Me at smtte individuelle kunstnere er forfatterswtten 

'det sVageste punkt i smtteOrdningeme. Forfatierstmten er enten 'mAlrettet eller ' 

indirekte f.eks. gennem honorarer fra forfatterturneer, istedet for at have et formAl 

om at skabe tid og plads til at skrive. Andre ordninger er innovative idet de er rettet 

mod nuvterende problem-omrlder sA $Om reklame, sml fortag og biblioteker. 

I Danmark er stette titlitteratur delt mellem smtte til forfattere og kulturfor

midling gennem folkebibliotekeme. 

" Traditionen for forfattersmtte er tang og ~rk. Ordningeme under Statens 

Kunstfond er rettet mod forfatter og Iitteratur som disse er forstiet under en fin 

kulturel definition. Disse ordninger bar tit formAl at skabe tid til at skrive og 

pr~uuere kunstnerisk produktlon. " 

" Direkte' under Kulturministeriet findes et netvterk af ordninger, det sAkaldte 

kludetZppe. Mange afdisse ordninger er rettet mod en bred forstAelseaf kunst- . 

skaberen som ikke kan fA stBtte under Statens KunstFond, sA $Om overszttere og illu

str8wrer. Dette er et udtryk for opfattelsen af Iitteraturstmte som skaberst8tte. 

SpergsmAlet om biblioteks8fgift viser tydeligt dendanske konsensus for < 

kulturpOlitik og den britiske manglende kODSensUS. ' 

,. 'I Danmark har biblioteksafgiften udviklet sig fra at vZre en' ordning ~ellem en 

rettighed og kulturstBttetit at vltre kulturstmte. Dette er sket med den begrundelse at 

EU regler forOOd diskrimination af andre nationaliteter.' 

, Danmark har haft biblioteksafgift siden 1946 mens storbritanlrlen f0J'St indfmte 
. , 

Public Lending Right i 1984.' 

, ,:' Den britiske ordning har vmret en rettighed fra starten. I det liberate Storbritan

nien var det mere acceptabelt end en kulturstBtte ordning. OrdniDgen er stadig en 
, . 

rettigbed og det bar ikke v~ anset for nOOvendigt at ~ndre det til kulturst8tte af 
" , • • '_ A > '\ ~ 

hensyn tit EU. De danske adringer ml derfor ses $Om et udtryk for konsensus 

omkring kulturpolltik og en s2rk tradition for folfatterststte. " 

Kapitel 9 studerer folkebiblioteker $Om kulturformidlere. Det studerer pA 

hvilken mAde biblioteker er en del af kulturpOlitikken i forbindelse med litteraturen. 
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I Danmark er folkebibliotekeme opfattet som kulturformidlere. I Storbritannien 

er offentlige biblioteker opfattet som st9tte tit litteraturen af modstandere af litteratur-

. ' Britiske offentlige biblioteker bar rooder tit de problemer som den industrieUe 

revolution og opdelingen i arbejde og fritid skabte. De var set som sunde, moralt 

oojnende alternativer til at drikke i pub'eme. :, 

, Britiske o~entlige biblioteker's historie er hovedsageligt en lang k:amp for at 

blive etableret og anerkendt. Dette namnere end en grundl~ggende filosofi bar sbbt 

lovgivningen for offentlige biblioteker. ' ,.' " 

Offentlige biblioteker ligger administrativt under kommunerne. Dette bar 

betydet at brugergruppen er definer et i lovgivningen. Denne brugergruppe svarer tit 

lokal samfundet og fungerer som det udv~lgelseskriterium bvor igennem biblioteker

ne opfylder deres formAl om at give en effektiv og dUkende service. Dette formM 

er et resultat af historie, ikke af en grun~ggende filosoti. , 

Den svage etablerende filosoti var delt i en opfattelse af bibliotekernes formAl 

som enten for uddannelse/dannelse eUer for rekreation. Selv om tolkningen af disse \ 

termer bar ~ndret sig over Arene er den originale opdeling forbJevet. Offentlige 

biblioteker er giet fra at lzgge v~gt pi enten uddannelse eller rekreation, tit at Va'e 
, 

1lettere forbundet med uddannelse. Med den moderne velfamlsstats vegt pi rettig-

beder og introduktionen af en defineret brugergruppe, og i opposition tit de paterna

listiske rooder, er offentlige biblioteker blevet en del af de fritidstilbud kommunerne 

titbyder det lokale samfund. De er derfor ikke begrebsmzssigt forbundet med st0tte 

tillitteraturen. 

De danske folkebiblioteker havde ikke den industrieUe revolutions problemer 

som ramme. De er baseret pA en filosofi der lagde v~gt pi den danske oplysnings

tradition j et demokrati. Dette ledte ti1 at uddannelse, oplysning og Jrultur blev 

formAlet som skulle opfyldes gennem udvelgelseskriterierne halitet, aktualitet og 

aJsidighed. ", \ , 

Den grundl~ggende filosofi passede ind i den som Kulturministeriet baserede 

sit arbejde pi og folkebibliotekerne blev litteraturens kulturformidlere. 
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Folkebibliotekerne var indtit 1983 struktureret som et sammenluengende 

system. Siden 1983 har det administrativt Iwrt tit under kommunerne og det bar ' 

medfm en stmTe fokusering pi lokal samfundet. Men det bar ikke medfm at , '. 

kvalitetskriteriet, der bar vfiet med tit begrebsrruessigt at tilknytte bibliotekeme tit 

kulturpolitikken, er blevet afskaffet. 

Kapitel 10 analyserer st0tten tit oversat sk0nlitteratur OB arbejdet gjort for at 

fremme interes~en for nationallitteraturen i udlandet. Det er p4 den mAde forbundet 

Med kapitlerne om kulturstBtte, men det lukker ogsA cirklen tit kapitel 1 ved at 

identificere indflydelser fra den. moderne verden i f~g i ststten og promo

veringen af oversat sbnlitteratur. 

Stmte tit oversat sbmlitteratur ligger i Storbritannien under the Arts Council 

mens British Council er ansvarlig for at fremme viden om britisk kultur i udlandet. I 

Danmark ligger begge funktioner under Dansk Litteraturinformationscenter (DLIC) 

selv om det bar tit formAJ at fremme interessen for dansk litteratur i udlandet. 

Begge Jande stmter udgivelsen af oversat sbmlitteratur gennem st9tte tit selve 

overs~ttelsen. BAde the Arts Council og DLIe bar haft en implicit ogleller eksplicit 

prioritet om at st0tte afrikanske, asiatiske, skandinaviske eller "steur~iske sprog, 

dvs ~sten alt andet end de stm'ste vesteuropziske sprog. Men fordi st0tteOrdingerne 

er responsive bar de kun v~et istand til at styrke eksisterende tendenser om at 

udgive hovedsageligt fra store sprog sA SOID fransk, tysk og engelsk. 

Promovering er i Storbritannien under British Council, der er en organisation 

for kultur diplomati under det brtiske udenrigsministerium, mens DLIC er en del af 

kulturststten under Kulturministeriet. Begge organisationer bar tit formAl at fremme 

interessen i deres nationale litteratur i udlandet og begge pr dette pi baggrund af et 

littenm kvalitetskriterium. Dvs at det ikke er nationalkulturen som sldan der er 

emnet, men de udtryk for Danmark og Storbritannien som den modeme litteratre 

scene fremviser. 

Arbejdet udfm af British Council bar dybe mdder tit udvikling og hjelp og til 

engelsk sprogundervisning. Afdelingen producerer udstillinger, reference beger og 

beger om forfatterskaber. Arbejdet for at fremme viden om britisk litteratur som 

s4dan er hovedsagelig indirekte. 
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, :.r DLIC arbejder decentraliseret indenfor den professionelle bogverden med at 

opbygge viden om dansk litteratur og ved at etablere et netvaerk af formidlere der 

bestir ~af overSlettere, hvorved oVerSlettemes dobbel-kultureUe viden udnyttes. Dette 

er gjort gennem Danish literature Magazine, innovative ordninger der udvikler nye 

oveTS1ettere og ordninger for opsegende arbejde. 

Bide' British Co~cil og DWk Utteraturird-oimatlonscenter Prloriterer· vi~ . 
lande. ISler 0st Europa er blevet vigtig, hvilket er et udtryk for de politiske foran-

- ' 

dringer i verdenen. I?LIC i sig selv og oVerSletter ordningeme under the Arts 

Council ~ begge forholdsvis nye 'initiativer' som 'er udtryk fordCn hejnede interesse i 

intemationalisme . 

. , 
I " 

. , 

, . , . 

? . 
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engelske eksportudgaver af Dye romaner oAr tit Danmark, deIs lang lid fer den 
oversatte version af bogen og <lels tit priser, $Om er konkurrencedygtige med 

, den danske version. Salget af sldanne eksportudgaver tan dog uppe anlages at 
vaere af en stmTelsesorden, $Om udger nogen reel ttusse1 mod den senere 
danske version, omend der naturligvis er et marginalsalg, $Om bortfalder. 
Bundlinien er dog'den, at de engelske versioner tun kaD forventes at Slelge i 
st0lTe oplag i Danmark oAr der er tale om salgsuccesser, $Om ogsA vii manife
stere sig i et betydeligt salg If den danske version. 

133. Jacquelirie ~: PubUcify in Peter Owen (cd): Publishing Now. p 129. 

134. Gary Spence, Dillons. Interview. 
, " 
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135. Private correspondence with Eric Lane from Deda1us.· 

136. Lindsey Evans, Serpent's Tail. Interview. ' \, '; 

137. Jeremy Beale, Quartet Books. Interview. 

138. According to Marion Boyars none of Henrik Stangerup's novels have been able 
to pay for themselves. ) ,,' 

~ t' '. __' ~ 0" • • .;" ",' 

139. As for the 13 Danish books published in Britain from 1980 to 1994 I have only 
found reviews on Henrik Stangerup's The Man Who Wanted to be Guilty and 
The Seducer. Helle Stangerup's Cluistine received one and Herman Bang's 
nna received two. 
" In spite of this I can only conclude that Danish fiction is not widely re
viewed, but I cannot say that Danish books are hardly ever reviewed since it is 

, difficult to find reviews. There is no central index for British reviews. All 
British broadsheets are indexed from 1986 in Clovers which is available at 
public libraries. But this index does not index magazines. There is DO other 
publicly available index covering the whole period of 1980-1994. . 

I should have all reviews for Brother Jacob and Miss Smil/a's Feeling for 
,', Snow since the publisherS of these two books have let me have the reviews I 

wasn't able to find through various indexes. The publishers I have spoken to 
would all have been helpful with providing reviews except they either do not 
keep them that long or they have been put in storage away from the publishing 
house. 

140. Robert Nye: Penance of a Saint. The Times 03.05.93. 
","'. > • 

141. .Christop~er Stace: Maker o/the Mulcan Waves. Daily Telegraph 20.03.93. 

142. Euan Cameron: A Great Dane in a Savage World. The Independent 01.05.93. 
,., ~ , '" " 

143. Eric Christiansen: Something Splendidfrom t~ State 0/ Denmarlc. The Specta-
tor 18.09.93. ; 

; .. , 1 

Aidan ~ay:, European:EviIs. The Times Literary Supplement 30.04.93. 

144. Euan Cameron: A Great Dane in a Savage World. The Independent 01.05.93 . 
. 1;"' " 

145. Bailey, Kathryn: A Danish Mystery. Today 02.09.93. 
Berlins, Marcel: 71ze Snow Queen. The Sunday Times OS.09.93. 
Chappel, Simon: Miss SmilltJ's Feelingjor Snow. Time Out 02.09.93. 
Francis, Claire: How to Despatch a Charging PoltJr Bear. Daily Telepaph 
04.09.93. , ' '. 
Jones, JDF: Thrills in the Snow. Fbumcial Times 04.09.93. 
McCue, Jim: Arctic Mghts. Time Literary Supplement 17.09.93. 
Trelawney, Nicholas: Mysteries 0/ Ufo. Mail on Sunday OS.09.93. 
Whiteside, Shaun: Prints In the Snow. The Guardian OS. 10.93. 
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WUliams, John: Fire and Ice. New Statesman Society 03.09.93. 

146. Jim MacCue: Arctic Nights. Times Literary Supplement 17.09.93. 

147. Interview With Marion Boyars. 

148. In her essay on publicity, Jacqueline Graham mentions these promotion gim
mieltS and gives as an example of other gimmicks for up-market books a pair of 
frilly pink knickers sent out with Tamara Janowicbts The Male Cross-Dresser 
Support Group. In Peter Owen (ed): Publishing Now. p 131. 

149. Paul Binding: Dreaming About Footsteps in the Snow. The Independent 
, '27.08.93. 
, , lan Penman: Peter Hlleg. Sunday Times, The Magazine OS.09.93 . 

• ~ J,', , ' 

ISO. Claire Messud: Following the Prints of Multi-Racial Feet in Snow. European 
, , 16-19.09.93. 

, , 

1St; Paul Binding: Dreaming about Footsteps in the Snow. Independent 28.08.94. 

1S2. See for instance essays in Kevin V Mulcaby and C. Richard Swain: Public . 
Policy and The Arts or in Alan Peacock and llde Rizo: Cultural Economics and 
Cultural Policies. 

153. Alan Sinfield: Literature. Politics and Culture in Postwar Britain. p 2. 

154. ~'Margaret Dickinson and Sarah Street: Cinema and State - The Film 
',: Industry and The Government 1927-84. Chapter 1. 

I,SS: Quoted in, Tom Bums: The BBC. P 1. 

lS6. For analysis of government involvement, museums and for the working class, 
see 
Tony Bennett: The Birth of the Museum. Tony Bennett analyses museums, 
space and government according to Faucultian theories. 
Nicholas Pearson: The State and The Visual Art. Nicbolas Pearson uses Gram
sc~ian theories for his analysis. 

1.S7. Frances Borzello: Civilising OJJiban. p 36. 

158. Janice Radway: Reading the Romance. 

159. Though the focus on leisure provision as part of the cultural funding system and 
the focus on the split between education and leisure are mine, this discussion is 

) ,I informed and inspired by other researchers. 

For a discussion of Leisure and Government see: 
lan P. Henry: The Politics of Leisure poUcy. 
Fred CoaIter: Recreational Welfare 
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:: , .' , These books also include an outline of Government involvement with leisure 
since the Industrial Revolution. So does Haywood et at: Understanding Leisure. 

For a discussion of ArtS and LeisUre in the nineteenth century and with these 
implications for the Arts Council policies see: 
Frances BorzeUo: Ovilising Caliban. 
In the context of libraries this is discussed in: 
Robert Snape: Leisure and tN Rise o/the MUc library. 
See also chapter 9 in this thesis, especially for further discussion of the educa-
tion/leisure split.' , .' 

160. Fred Coalter: Recreational Welfare. p 17. 

161. Robert ~utchisoo: The PoUtics a/the Arts Council. p 14. 

162. A Policy for tN Arts. clause 76 (iv). 
, 

163. Hugb lenkins: The CUlture Gap. p 124. 

164. M.C. Cummings: Government and the Arts in the Modem World in M.C. 
Cummings and R.S. Katz (eds): The Patron State. p 3S4. 

16S. Arts Council, 8 Annual Report, 1952-1953. P 7. . , 
, 

166. Hugb Willat: How the Arts are Promoted in John Pick (ed): The State and the 
Arts. pp 21-47. . . 

167. Ibid. P 28. 

168. Nicbolas Pearson: The State and the Visual Arts. p 74. . , 
, . . 

169. M.C. Cummings: The Government and the Arts in the Modem World in M.C. 
Cummings and R.S. Katz: The Patron State. p 354. 

170. Harry HiUman Chartrand in his essay Chritianity, Copyright and Censorship in 
English-Speaking Cultures in Andrew Bucbwalter (cd): Culture and Democracy 
says: 
. . , 

At the end of World War U, the English world faced clear evidence of the 
power of art in the bands of Hitler and Stalin. This led to modification of the 
traditional policy by creating 8 unique English compromise: the ann's length 

;. ;, arts council • funded by, but independent of, the state. P 192 . . . 
171. Aage Rash: StOlen og Kunstneme. p 43. 

alt hvad der staar i forbindelse med nationaldannelsen og statens aande1ige 
interesser overhovedet. 
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172. Hans Fink: Et Hyperkomplekst Begreb in Hans Hauge and Henrik Horstbell 
(eds):Kulturbegrebets Kulturhistorie. p 13. 

173. Henning Silberbrandt: Den danske syge - Kritik af Dansk Selvforstdelse. pp 46-
61. . ',' 

1. Det, der binder dem sammen ( ... ) er et ideotogisk faellesskab, der pi en eller 
anden mldetilsiger dem, at de er en slags arbejdere, eller deres foraeldre bar 
vaeret det, samtidig med at de i fOThold til den traditionelle arbejderklasse; : 

, England. Frankrig og Tyskland tanker og handler som btl1lder. Den ideologiske 
. integration af arbejderklassen i en bondekuJtur er noget specielt dansk ( .•. ). P 

60. . , '. . 
, ... ~ t 

";, J 
-:,. t • " '~, 

174. In this account I am indebted to Peter Duelund and his analysis of the traditions 
in what he calls the "historical compromise" that became the ministry of 
culture. . 
See for instance: Peter Duelund: Kunstens Vilkdr or Peter Duelund og Trine 
Bille Hansen: Hvor stdr vi nu? 

175. Johari Fjord !ensen: Homo ManipuJarus. p ,12. 

For det ferste et syn p4 mennesket som et socialt vaesen, som del af sociale 
! :", 

helheder af underordnede eller overordnede grader: familien, klassen og sam-
fundet. For det andet et syn p4 mennesket som individ med individets ret tit 
uden hensyn tit disse sociale helheder at udfolde sig efter sine egne forudsaet
ninger og behov. 

176. Erik Bjarke Jensen: Kultu"adikallitteraturkritik. p 98. 

. At kunst fn of fremmest sUJ yee kunst, og at den netop i kraft af sine rent 
;. 'kunstneriske virkemidler har en vzkkende og stimulerende funktion, der raekker 

langt ud over det aestetiske felt. 

177. Ibid. P 119.' ; ~ 

178. Robert Hewison: Culture and Consensus. p 248. 

179. Arnold Goodman: TeU them 1 Am on My Way. P 280. 

180. Ibid. p 289. 

18l. F.F. Ridley Tradition, Change and Crisis in Great Britain. in M.C. Cummings 
; and R.S. Katz (eds): The Patron State. p 236. 

182. It has been researched as part of the series Kulturens Politik. Unfortunately the 
Report Statens Kunstfond -VeTdens Bedste Kunstlov ? by Jsrn Guldberg, had 

" not been published at the time of writing. According to the publishers it is not 
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likely to be published, but the main results are related in Duelund: Den Danske 
Kulturmodel. pp 110-120. 

183. F.F. Ridley: Tradition. Change and Crisis in Great Britain. in M.C. Cum
mings and R.S. Katz (eds): The Patron State. p 236. 

184. Most recently in the series Kulturens Politik where his Den Danske Kulturmodel 
is an analysis and summing up of the 17 reports written by other experts on 
different areas of cultural policies. 

185. The latest and fullest document is a Creative Future a somewhat incoherent 
document which does not chart the whole system, but deals primarily with the 
Arts Council. Though Jooking to the Future it does this on the basis of the 
immediate past. It is mainly a policy statement. 

186. En Kulturpolitisk RedeglJrelsel afgivet af Ministeriet for Kulturelle Anliggenderl 
Betznkning nr 5171 Copenhagen, 1969. 

187. -j forbindelse med udgivelse af verker, hvor det ekonomiske udbytte ikke stAr i 
rimelig forbold til den kunstneriske indsats -. 
Bekendtgmelse nr 319 af6 novo 1964 §S,2. 

188. Anne Marie Kastrup and Ivar Lerkesen: Rindalismen. p 344. 

Materialet fortJeller os om konfrontationer mellem underuddannede og velud-
. dannede, mel1em mennesker med et slidsomt, monotont arhejde og mennesker 

Med et selvvalgt, statusgivende og nogenlunde fleksibelt arbejde, mellem 
provins og hovedstad, mellem land og by, mellem folkelig og uforstAelig -
uvedkommende - finlrultur. 

189. En Kulturpolitisk RedeglJrelse. p 71. 

Den folkelige protestbevaegelse, der opstod, da kunstfondloven skulle feres ud i 
,. livet, viste pA den ene side det positive, at befolkningsgrupper, der ikke i 

tidJigere tider bavde haft overskud tit at interessere sig for, hvordan statsmidler 
blev anvendt tit stBtte af kunst og kultur, nu betragtede det som en anliggende, 
der vedkom demo PA den anden side afslerede protestaktionerne <let negative 
fnomen, man bar kaldt kulturkJeften, men som mAske snarere var - og er - en 
brist pA kommunikation. De afslerede, at der var gjort alt for lidt p4 kulturfor
midlingens felt, at der var et enormt behov for information og for en langt 
naermere kontakt mellem kunstnerne og deres publikum. 

190. Andrew Sinclair: Ans and Cultures. p x. 
191. Arts Council of Great Britain, Seventeenth Annual Report, 1961/62. P 12. 

192. Asa Briggs. Here quoted in Tom Bums: 1he BBC. P 36. 
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193. For a short introduction to the tradition of Public Broadcast Service see James 
McDonnell: Public Service Br~casting. 

194. For a thorough examination of the concept see Dorte Scott-Hansen: Folkekultur 
og Kulturpolitik. In particular pages 22-44. 

195. Arts Council of Great Britain, Thirtysecond Annual Report 1976177. p 9. 

196. ~ff Mulgan and Ken Worpole: Saturday NighJ and ~ Morning. p 75. 

197. Marit Bakke: Spillet om kultunn. p 140. 

( .. '.) Konklusion[en] er, at den allerstsrste andel af statsst9tten er blevet fordelt 
til kulturformidlende institutioner pi bekosning af skabende virksomhed. 
. ~'~ ,. , 

198. For instance: -The belated decision by the Arts Council, however, to return to 
maintain its standards of excellence and to turn community arts and arts centres 
intO loc81 responsibilities was probably, wise as a strategy for survival. ( ... ) But 
on other policies of social welfare for ethnic minorities and the disabled, the 
Arts Council could not devolve such problems of national concern. - (Sinclair: 
A,"!s and Cultures. p 296.) , 
~ .. , . , .' . 

199. Peter Duelund: Kunste~s Vilkdr. p.57. 

200. Peter Duelund: Den Danske Kulturmodel. p 82-83. 

201. It Should be noted that Peter Duelund in the above mentioned Den Danske 
Kultunnodel concludes that nothing has been taken from the artistic community 
in order to further dissimination. Nevertheless there is an imbalance between 
arts and dissimination.< , 

• # . 

202. Arts Without Frontiers, Seminar 13, Glasgow, 1990 
. Raymond Weber p 3 

203. A Policy Jor the Al1S. aause 7. 

204. Arts Without Frontiers, seminar 13. p 3. 

20S. Ibid. P 5 .. 

206. One of the first studies on women viewing soap operas is Dorothy Hobson's 
Crossroads - The Dramil of Q Soap Opera, wbere she analyses both content, 
production and viewer's reaction. Within women's reading of romance fiction, 

1 especially Janice Radway's Reading the Romance has been an important study. 
In this she mainly looks at a group of enthusiastic romance readers use of this 
fiction, but also analyses the romances content as a sign of rebellion within 
patriarchy. ' 
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207. Bans Bauge: Begreb Culture in Bans Bauge and Henrik BorstOOU (eds): 
Kulturbegrebets Kulturhistorie. p 31. 

J'$ : ~ " 
, '- ~ I 

208. Torben A. Vestergaard: Kultur; Dansk Kulturjorskning in Hans Hauge and 
Benrik Borstb01l (eds): Kulturbegrebets Kuiturhistorie. p 82. 

,,' lJd~gen i 1879 var Som faenomen moderne 08 bekneftede sMedes den 
udviklethed, der gjOrde os til berettiget medlem af de udviklede nationers 
fellesskab. Udstillingens emne demonstrerede derimod den egenart, som 
differentierede os fra de andre og gjorde os tit en enkeltnation blandt dem vi 
sammenlignede os med. Denne egenart fandtes i det vedvarende og traditio-
nelle, som havde slAet rod i vort land - hos almuen. 

, . , 
209. Peter Duelund: Kulturens WIk4r. p 91. . , 

,', PA grund af arbejdsWsbed, sociale problemer og oplssningstendenser j det 
politiske folkestyre er offentlig st9tte til kultur og kunst i stigende grad blevet 

'I " motiveret 0konomisk, socialt og politisk:. Kunst og kultur blev i lsbet af 
80'eme m4lrettet og instrumentaliseret. 

~' " .. ,90'emes kulturpolitik er fortsat i 80'ernes fodspor. Kulturens marketings-
orientering og ekonomiske motivering er yderligere taget tit. 

." .~,.( , .... ~ • .. '. 'I. ' ~ 

210. RObert Hewison: Culture and Consensus. p 212. 

211. See for instance Nigel Wbiteley's interesting essay on the influence of the 
values expressed in the Design Museum in London in the rebuilding of the, in 
the Victorian era rooted, Victoria and Albert Museum. 

~\ , , to ' 

Nigel WhiteJey: High An and the High Street· The 'Commerce-and-Culrure' 
Debate in Russel Keat et at (eds): The Authority and the Consumer. 

212. The ArtS <:~uncil: Partnership - Maldng Ans M~ey Work H~rder. p 16. 

213. Robert Hewison: Culture and Consensus. p 300. 
, " 

214. see 'chapter 8 for tufth~r discussion of the ~le of public libraries in the funding 
~~m; 'c' . 

215. Raymond ~ill~ams.~ The Arts Council: Politics and Policies. p 11. 

216. This analysis is primarily based on the annual reports from the Arts Council. 
" ' ~ 

217. Arts Council, 8th annual report, 1952/53. P 46. 
, 

, ,,' ,'< 

218. Arts Council, 25th annual report for the year ending March 1970. p 23. 
\.' I '. "', 

219. Arts ,Council of Great Britain, Annual Report 1980/81. p 22. 
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220. The Glory of the Garden. p 28. 

221. Ibid. P 29. 

222. Intervie~ with Alistair Niven " 

223. Charles Osbome has in his autobiography Giving It Away given an account of 
'" \ his years with the Arts Council, including his version of and a defence of the 

events surrounding The Glory of the Garden. 
~ ': For further comments on Osbome's version see Andrew Sinclair: Ans and 

Cultures.·pp 275-277. 
'i"~ ,,- \ } . . , 

224. Arts Council, 43rd Annual Report, 1987/88. P 16. 

226. A~ 'Council:Uterature Grants 1995196. p 14. 
,,,. ,- " " 

227. Ibid. P 11. 

228. Ibid. P 12.' , 
~, \' :",~ . 

229. The objectives for the grants-in-aid are here quoted from Lisbeth WOfS0e
Scmidt: Litteraturens Situation. p 22 .. 

':' -I ' 

TreArigestipender "til unge kunstnere, sA der skabes muligbed for, at uom
tvistelige talenter lean udvikles i ro og mag". 

; • .. , < ' !, ' : '.,. ~ ~ • 

Produkti~nsPilemier s~m "8.nerkendelSe"j forbindelse' moo vftker, hvor det 
~konomiske udbytte ikke stAr i rimeligt forhold til den kunstneriske indsats" . 

Rejsestipendier og arbejdslegater "af variabel stBrrelse til mere modne Jrunstnere 
. i tiden indtil en fast hUg finanslovsydelse opnAs" 

The histOry and Dature of support to authors hi Den~k is in-dept document
ed. Lisbeth W01S0e-Schmidt has researched the field. In particular her master 
thesis from the University of Copenhagen from 1986 which deals with the state 
and support to authors in the 1770's, 1870's and 1970's and the above qouted 
litteraturens Situation are of interest, but also her book Fotfolter I Danmark 
deals with the subject. ' , _ c 

, Yet another important source is "Staten og Kunstneme" by Aage Rasch 
which very thoroughly analyses primary sources in exploring the support from 
the Danish State to artists since the absolute monarchy until the foundation of 
the Ministry of Culture. ' . , 

Most of the following is based on these books though some information has 
been drawn from primary sources such as The Danish State Art Foundation 
annual reports and governmental reports. 
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230. WOfS0e-Schmidt: Iitteraturens Politik. p 24. 

Livsvarig ydelse pi finansloven "tildeles kunstnere, der bar en sAdan produktion 
bag sig, at vedkommende bar placeret sig afgerende som kunstner. TiIdelingen 
sker alene pA grundlag af en vurdering af kvaliteten i den kunstneriske produk
tion" , ' 

231. Worsge-Schmidt: Ptl Sporet at Iiteraturens Betydning. pp 219-242. 

232. WOfS0e-Schmidt: Iitteraturens Politik. p 23. 

233. Quoted in Aage Rasch: Staten og Kunstneme. p 44. 

( ... ) men een ting maa jeg gjere opmfiksom paa, nemlig, at det er noget som i 
Danmark maa Vfie kostbart. Der ere visse ting som et tidet folk aldrig kan 
faae forholdsmessigt for samme kj9b som den store nation, fordi udgifterne 
dertil . maa fordeeles, og fordi den lille nation maa have det samme som den 
store, uden at kunne fordele udgifterne dertiJ paa samme maade. Men bertil 
knytter sig specielt en anden ting; viI Danmark have en national literatur, og viI 
det have noget, som nermer sig til national tunst, maa dette medf0re udgifter, 
fordi yore forhold efter vort folks omfang ere saa, at den nationale literatur og 
~ ikke kan vlere sig selv paa samme maade som andetsteds. 

234. Heinrich Hirschsprung was a wealthy tobacconist whose collection contained 
several of the Danish Skagens painters. This collection is today housed in the 

. , ' Hirschsprungske Samling. . . 
Carl Iacobsen is also known from the brewery Carlsberg. He built the art 

museum "Glyptoteket" in the centre of Copenhagen to house his conection. It 
, houses among otherartworks classic Greek sculptures and impressionist paint
ings. . 

235. Aage Rasch: Staten og Kunstneme. p 190. 
, . 

" . Det fm1e ti1 Doget egede bevillinger, men ogd til, at diskussionen fra 1870'
erne og he)t op til 1930'eme fortrinsvis kom til at dreje sig forfatterne, medens 

. de evrige kunstnere nzsten blev gtemt. For alIe forstod sig selvfelgelig pA 
, litteratur! Men det resulterede yderligere i, at hejreministrene fandt ud af, at 
man kunne "handle" med venstre eftet det princip, at oAr den ene part fit en 
mand, stone den anden ogsA have 60. Disse handelser foregik i Finansudvalget. 
(oo.) Finansudvalget bIev en "atetisk hejesteret" ( ••. ) . 

.• ,1 

236. The report by the committee is: 
Bet~nkning vedfllrende Sratens Forj'atterundersttlttebe. (Select Committee 
report regarding The States Author Support). 

237. WOfSge-Schmidt: Ptl Sporet aflitteratUrens Betydning. p 161. 
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238., Interview with Helvinn H9st 

Much of the information on and understanding of how these support schemes 
came about are taken from the interview with Helvinn Hest. Helvinn Hest is 
special consultant in The Ministry of Culture. He has worked here since 1984 

" '. B:Dd has been party to the development of all additional support schemes. 
" . ~, ;: ~ For additional information see Lisbetb Worwe-Schmidt's brief description in 

, lineraturens Situation. 

239. Bogudvalget: Beger i Danmark, betaenkning nr 969. 
~ "'.. . 

240. For the recommendations and the background for these from both the majority 
and the minority of the committee see IJBger i Danmo.rk. pp 182 - 210. 

~1. Stig Dalager: Pixi-BetlZnkningen Rammer Ved Siden Af. Information 21.02.95. 
" , 

( ... ) begAr lovforslaget den sedvanlige fejl ikke at skelne mellem forfatteme og 
• ", , de beger, de skriver, af samme grund er lovforslagets kemestykke ogs! det 

, mevnte st9tteforslag til bogtilskud, et st0tteforslag, der i fente omgang vil 
komme forlcggeme og Me forfatteme tit gode. 

242. The'debate started after a survey was published in Anne1ise Japsen: Biblioteket 
og Den Gode Bog. The survey found that the public libraries bought books of 
quality, but favoured books with a broader readership. 

243. This is privileged information which cannot be quoted publicly until the bill has 
been passed. Interview, Helvinn Hest. 

244. The Glory of the Garden. p 28. 

245. Victor Bonham-Carter: The Fightfor Public Lending Right 1951-1979. pS. 

246. Ibid. P 31. 

247. Ibid. P 46. 

248. Ibid. P 65. 

249. The Danish terIn wBiblioteksafgiften W cannot be translated directly as Public 
Lending Right. In PLR in Practice by John Sumsion it is ttanslated as The 
Library Royalty (p 151). This is too close to the copyright and rights idea of 
Public Lending Right to adequately reflect the history of the concept in Den
mark. In Danish literature on the subject, two words or used: "afgiftw meaning 
duty, tax or fee and wVederlagW meaning compensation. To reflect the indeci
sive nature of the philosophy behind the Danish legislation, I choose the less 
value-laden word of fee. Therefore The Library Fee. 
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250. Here quoted in WOfSge-Schmidt: Pd Sporet at Litteraturens Betydning. p 161. 

Det er mig paalagt enstemmigt af Finansudvalget at udtale, at de forfattere, der 
knever udlaansafgift af deres ooger ikke 00r oppeba'e understettelse p4 finans
loven. 

251. Usbeth WOfS0e-Scbmidt: Forjatter i Danmarlc. p 258. !' 

. ' 

252. Here quoted. in Bonham-Carter: The Fightjor Public Le~ing Right. p 8. 

253. WOI'S0e-Schmidt: Foifatter i Danmmk. P 259. 

Vederlag tU ( ... ) danske Forfattere ( ••. ) for det gennem Bibliotekerne sted
fundne Udlaan af de paageldende Forfatteres Beger. 

" .~: 

254. See for instance Biblioteksafgiften, Betznkning no J 148, 1988. The section on 
. ", Problems in connection with the present system is on pp 13-16. 

, , 

255. Opluzvsretlig Biblioteksvederlagl 5. delbebenlming fra udvalget vedr9fende 
revision af ophavsretslovgivoingen/ BeUenlming nr 1038; Kbh, 1985. 

256. Kunstnernes Kulturbetankningl Udarbejdet og Udgivet af Dansk Kunstnenldl 
Fremad, Denmark, 1981. p 3. , 

" . ;, NAr Dansk KunstnerrAd udsender denne bog, er det ikke for at pre en ny, 
officiel kulturbeUenkning overflOOig. Tv£ertimod, set i lyset af den politiske 
udvikling ville det vere va-difuldt med en ajourf9rt tiJkendegivelse af det 
offentliges misker og muligheder. Det Dansk KunstneIT6d her freml£egger, er 
kunstnernes syn pit sagen." . 

En demokratisk k.ulturpolitik ska1 naturligvis ogs! bygge pi andres syns- " 
punkter. Men eftersom: de skabende og ud0vende kunstneres arbejde er et af de 
v2tsentlige udgangspunkter for k.ulturpolitikken, og eftersom kulturpolitikken i 
V2tsentlig grad pr2tger kunstnernes arbejdsbetingelser, mA det vatre i alIes 
interesse at fA kunstnernes situation belyst." ,,' ' 

. 
257. Biblioteksafgiften, BetJenkning nr 1148, 1988, P 15. 

258. Rome Treaty, art. 7 • 
. , j-

259. Lovforslag nr L 116, Foiketinget 1990-91 (2. samling). Bemerkninger tit 
lovforslaget p 6. In appendix to Lise Serensen and Niels Erik Wille: Omltlg
ning qf Biblioteksafgiften 1991-97. 

, 
Den g2tldende ordning bar karakter af et 10vfestet vederlag til danke forfattere 
for den benyttelse af deres beger, som finder sted pi bibliotekerne. Da denne 

. ordning kan give anledning tit tvivl i forbold tit udlandet, finder Kulturmini
steriet, at det 00r przciseres, at biblioteksafgiften bar karakter af an kulturst9t-
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:.' ,: teordning pA linie med andre st0tteordninger (musik, film m.v) indenfor 
Kultunninisteriets omrlde. 

, +. f • 
, <' ,~ 

260. Lovforslag L 116, Folketinget 1990-91 (2~ samling) skriftlig fre~ttelse/· 
written presentation. p 2. ' ~'," " , , 

; , 

Det er ( ... ) mit hib, at der senere lean vise sig muligbed for at supplere den 
, ,i, SWtte ti1 litteraturen, $Om biblioteksafgiften er udtryk for, med andre litteratur-

politiske initiativer. ' 
!.." ," "' r .... " ' 

261. Ophavsritlig Biblioteksvederlagl betenkning nr 1038, 1985. P 13. 
"" :, .. ' 

262. Public Lending Right, Annual Review 1993-94. p13 
. J ':.' ; . .' ~' .. '. ; - ' 

~3. Ibid. P 13., 
'::, i,,, 

264. F.R. Wand: Public Lending Right in David Fuegi (ed): Public Lending Right 
and the Book World. p 36. 

265. Lisbeth WOl'S0e-Schmidt: LineratUrens Sitllation. pp 52-53. 

266. lens Thorbauge: Luk Op for SIaInlineTaturen - Om SkSnlinerar Formidling i 
',,; Folkebiblioteker in Erland Muncb-Petersen (ed):Uneratursociologi. p 174. 

, . . ~,' 

267. Paul Wellman: Public library Selection in Hilary Spiers: Public library 
., Selection Polides. p 53. ' , !' , , .' . 

268~ In the recent Danish debate quality is defined by literary Quality and readership, 
i.e. "narrow quality fiction" would be fiction with a small readership, whereas 
fiction of quality with a broad readership would be "broad quality fiction" the 

, cloSest equivalent in English would be "middle-brow" and "bigb-brow", 
Besides this the Danish debate also operates with "entertainment literature" or 
genre literature' as for instance in crime fiction and historical novels. Here 
quality is judged by genre-traits and the readership is taken for granted as being 
large . 

• ', £::, . , .' ~ -
269. lapsen Aune Lise: Biblioteke! og den gode Bog . 

., : ~ 

, " • »' , 

270. Ibid. P 113. 
, , 

Bibliotekeme SOrtefer det dArligste fra og foretrekker kvalitet, bvis den vel og 
merke er kombineret med popularitet. Men del gAr ud over den smalle kvali
tetslitteratur, der prioriteres lavere end den brede underboldning og for sA vidt 
bliver kvaliteten altsA svigtet tit fordel for efterspergslen. 

" . , 

271. Biblioteket og Den Gode Bog, Kulturministeriets Konference. 
. ~ ,. ' , 
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272. Riis, Jobannes: En Politikfor LineraJUren? Politiken 07.04.94. 

I Det er bibliotekernes indkOOspolitik, der er skyld i at navnlig det engelske og 
amerikanske laimimarked p4 det seneste er blevet SbJvsuget for forfatterskaber, 
$Om ingen danske forlag tidligere bar villet rere, dels fordi de ikke er gode 
nok, dels fordi der intet marked var for dem.· 

273. W.J. West: The Strange Rise of Semi-literate England. p 33. 

274. Imogen Forster: Life on the Shelf. New Statesman 13.03.92. 
: t 

275. Library and Museums act of 1964-

276. Quote and translation from: W.J. Muriso~: The Public library. p 8S. 
, 

277. La~en~e Venuti: 7'!'t Translat?r 's Invi~i1?ility. p 20. . 
- <. 

278. Ibid. P 20. 

279. Ibid." P 20. 

280. Thomas Keny: History of British Public Libraries. p 20 .. 

281. R.l.B. Morris:' Parliament and the Public Libraries. p S9. ' 
, , 

, . 

282. Here quoted from Nicholas Pearson: The State and the Visual Arts. p 28. ' 
, 

, - . , . ~ : 

283. John E. Pemberton: Politics and Public Libraries;n England and Wales 1850-
1970. p 16. 
~ , j ~ 

284. Thomas Kelly: History of Public Libraries. p 112. 

285. Robert Sn~: Leisure and the Rise of the Publi~ Library. 

286. Ibid. P 133. 
\ " ' 

. , 

287. Ibid. P 51. 
~ . }' " ~ 

288. Ibid. P 99. 
, , 

289. Both quotes from page 1 in Lionel R. McColvin: The Public library System. 
~ '" . , ~ , 

290. Ministry of Education:.The Struct'l!re oft~ Public Library. p 8. 

291. R.P HiIlard: Librarianship and the Politics of Leisure in Bob Usherwood (ed): 
Libraries and Leisure. p 19. 

292. Patricia Coleman: Much More than Books in Maggie Aschroft and Alex Wilson 
(eds): Public Library Policy and Strategic Pltmningjor the 1990's. p 20. 

~ , 9,. " '. 
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293. Ibid .. p 21 . 
... ' "<" <. '-" 

294. For Danish library history see 

Hvenegaard-Lassen: De Danske Folkebibliotekers Historie 1876-1940 
Leif Thorsen: De Danske Biblioteker 1940-83. , 

29~. D0ssing, Thomas: Belt Be/ol/cningens Bibltoteker. p 41. 

, ' , De gamle biblioteker var i overvejende grad beregnede pi tilfaeldig laesning: 
sbmlitteratur, suppleret med populrer rejseskildringer, populaer historisk og 
religies litteratur. De nye biblioteker tilsigter at give alle samfundsborgere de 
ooger, der er ruJdvendige til tilegnelse at almene kundskaber, til orientering i 
samfundets forhold, til vejledning i det praktiske erbvervsliv og endelig til ' 
Andsdannelse, srerJig gennem den vrerdifulde del af sbmlitteraturen. 
, Men forskellen Jigger dybere, Den er et modsaetJlingsforbold meUem en 

gammeJ og' en ny tids synspunkter for folkelig oplysningsarbejde. Dem der kan 
kapere det Iwjere Andsliv og dern, der ikke kan og skal have det tilbudt i serlig 
form. ,i ",,' ',' " , 

, NAr arbejdere og bender deltager i kommunernes og statens styrelse, kan og 
~ m4 ethvert opJysningsarbejde vaere for bele folket. ( ... ) Andelige udviklings': 

rnuJigheder findes j alle befolkningsJag, og opdragelse skal drage opad og Me 
vaere en jaevn byggelig marscb p4 stedet. I Iy af den ber skitserede opfattelse 
bar 'en stor i kunstnerisk henseende fuldkommen IigegyJdig litteratur fAet Jov til 
at pnege yore folkebiblioteker og fiet praedikatet "god fo1kelig lesning". I ly af 
denne opfattelse har man holdt ooger ude, som var uundvrerlige tit forst!else af 
fo1kets kultur. 

" 

296. Ibid. P ~2.' '. 

Et'demokratisk sYnspunkt, ikke i den forstand, at fx de Dye folkebiblioteker ,.' 
slruUe vere udtryk for en serlig politisk eUer social opfattelse, tvaertimod,'· 
folkebibliotekerne skaI i deres bogbestand repnesentere aUe opfattelser, demo- . 
kratisk derved,' at den voksne befolkning betragtes sam voksne mennesker. 

297. Ibid. p 41. 

298. Anne Lise Japsen: B.iblioteket og den Gode Bog. p 115. 

299. Lisbeth Worsee-Schmidt: Utteraturens Situation. pp 47-49. 
" ~. • \ . _: , t 

300. Claus Secher: Folkebtbliotekeme og den littertBre Kvalitetetsdebat i DanmarIc 
in Erland Munch-P~tersen: linerarursociologi. pp ,150-172. 

301. Ibid. P 170. 
, -, . ;. 

Hvad der er behov for idag er seJvfeJgeJig ikke bibliotekarer, der nostatgisk 
forseger at reetabtere en snever dannelseslrultur. ( •.. ) Hvad der er behov for j 

Notes and References 294 



forbindelse med s1mnlitteratur er viden om bAde litteraturens vilkAr og mulig
heder for at wbe oplevelse og erkendelse. Der er brug for engagement, 
begejstring ( ... ) og smittende formidling. ( ... ) Bibliotekeme skaI beller ikke 
glemme, at deres indkeb bm- foreg! j forhold til en sterre tidsborisont, og at ' 
kvalitetslitteraturen ofte bar en laengere levetid end en Scarlen eller Slagteren. 
Hvis bibliotekarerne bar engagement, skal det nok smitte. 
," ~ , 
, , 

302. Jens Tborhauge: Bibliotekerne i Kultur- og Inj'ormationspolitikken. p 58. 

303. Ibid. p 9 .. 
< " .!,- , 

... . ,} ,-" ~ . 

Polemisk formuleret: Opgaven er ikke at stille beger til rAdigbed, men at kJse 
kundens problem. ( ... ) Biblioteket mA profilere sig tyde1igere, mange mA finde 
Dieher, nye former for samarbejde med mAJgrupperne og aJbejdsdeling mellem 
biblioteker mA udvikles. 

" { 

304. MarianneAnde~son and Dorte Skot-Hansen: Del LoIwle Bibliotek. p 13. 

( ... ) iDfo~tionsf~dleme vir de'ttArde, teknologifikSerede, sYstembev~-
ende, markedsrettede kundskabsingeDm'er. . 

305. Ibid. p 12. 

de blooe, bumanistiske livsverdenbekraeftende (og af modstandeme opfattet som 
. noget verdensfjerne og bagstneberiske) bogelskere. 

306. Bibiif!ltkei mellemSkylla og Karybdis. piS. 

Jeg tror ~dig kValitet er et oogiebegreb for bibliotekeme. "get efterspergsels-
':' styring skal ikke forstAs som et middel ill at forvandle bibliotekeme tit centre 

for lettere underboldning. Det skal forstAs som "let efterspergselsstyring pi det 
grundlag, som biblioteket opererer pi. Biblioteket skalleverer det som konkur
renteme ikke er sA gode til. Det er hurtig og korrekt information, og det er den 
kundskab, som alle tm'ster efter midt i informationsfloden. Med andre ord er 
det mUligbed for fordybelse. 

. . -
307. Alistair Niven, literature Director, The Arts Council. Interview. 

308. Interview with Alistair Niven. 

F~er explanations for the reasons for giving priority to Asian, East European 
and Scandinavian languages are taken from this interview. 

309. Beuznkning om Kulturelcsport. Beueokning nr 1106. 

310. Ibid. P 11. 
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, ( ... ) Kultuiudveksling og infonnation j bredeste forstand er et middel tit at 
bringe fred og forstAelse mellem folkeslagene. Ved det umiddelbare indblik i at 
der kan vzre helt andre m4der at tznke og skabe pA, h9jnes tolerancen og 
4benheden. eget indsigt medfmer derfor "get forsdelse og bidrager herved tit 
ata overvinde fordomme. 

311. Dansk Literaturinformationscenter, Arsbereting, 1994. P 4. 
f '. ,1 • f,. ~ \ 

Det form4l at fremme interessen for dansk lltteratur i udlandet. 
, , . r' 

312. Lise Bostrup has been the centre director since the Centre was established in 
1990. By April 1st 1996, sbe will be replaced by Tine Smedegaard Andersen. 
She has as yet no plans for her work at the Centre, though she finds it impor
tant to continue the Centre's work in East Europe and would find it a cballenge 
to do more for Danish literature in Britain and the USA. (Henrlk Aagaard, 
BerJingske Tidende 09.02.96) 

. Since Tine Smedegaard Andersen did not start at Danish Literature Informa
tion Center before this thesis was completed, the analysis of the Centre's work 
is based on the interview with Lise Bostrup and other available information. 

313. This is taken from the interview with Maryon Boyars. This paragraph cannot be 
quoted without prior consent from Maryon Boyars. 

314. Interview, Lise Bostrup. ' 

, , De ~ske for1~g 'er forelsket i engelsk litteratur og det er det de vii (udgive]. 
De er ikke szrlig interesserede i litteratur fra Uganda, sA de opS9ger det ikke. 
SA kommer der ikke ans"gninger (p4 st0tte tit det]. 

315. Interview, Lise Bostrup 

Selvf"lgelig sJca) der ogsA vzre ting, der er danske, bevan, men det ska1 vaere 
det der er godt f0I'st og fremmest, og sA ml det gerne sige noget om debatten i 
Danmark. 

316. BettZnkning om Kultureksport. p IS. 

Det er min opfattelse, at et godt Danmarksbillede i udlandet er af stor betyd
: .• ning for eksporten. Vi ska1 $Om bekendt eksistere gennem eksport af viden, 

~ ~iceydelser, industri-, landbrugs- og fiskeriprodukter. 

317. ~tZnkning om Kultureksport. p 13. 

Det er i alJes interesse at fastholde denne sammenhag (mellem kultur og er .. 
hvervsliv) $Om er et grundvilkAr. Derfor gzlder det om at gsre sig den bevidst 

, ~g "ge muligheden for et udbytterigt samarbejde mellem erhvervsliv og kultur-
, 'liv,'; '. 
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318. Dansk Litteraturinformationscenter, Arsberetning 1994. p 9 .. 
'. . '" \ , 

Problemet for dansk litteratur ide mindre europaeiske lande er i Iwj grad 
,. . manglen p4 oversaettere og professionelle formidlere med et grundig kendskab . 

tit dansk litteratur. . 
" . , .' 

319. Ibid. p 9.~, . :.' .'" }," 

-
( .•• ) med dokumenterede evner tU at formulere sig p4 deres eget sprag og gode 

. danskkundskaber . 

320. Interview with'Janet Garton from NorVik. ' . 
" . . 

32L Use Bostrup, Interview. 
,e " 

Det er de her At hvor man skaI g4 ind og blive en del af det. ( ... ) Og si 
ptever man at g4 ind og lancere nogle af de der danske [bsmebogs) forfattere 
og gm-e dem lige sa ber9mte som Astrid Lindgren 0& sA bAbe at det kommer tiI 
at sidde fast. Og samtidig t1 vores naVD banket fast som nogen der ved noget 
interessant om b9rneooger. . , 

,. o· ':" " 

322. Ibid. 
" v ,;f . 

323. Ibid. 

. . Der er jo snart kommet sA mange beger at vi efterh4nden er ved at vride ' 
f\jemen for at finde store nye gode danske beger som der ikke er option pA 
endnu .. 

324. British Council,,: 50 years in Denmark. Leaflet from the British Council office 
in Copenhagen. ' .. . # . . • 

32S. News Letter from I:iterature Departm~nt, British Council, London .. 

326. Frances Donaldson: The British Council - The First Fifty years. p 4. 

327. Ibid. P 12 ... 

328. Neil Gilroy-Scott. Interview. 

329. Ibid. 

330. Ibid. 

331. Ibid ,~ ". I . l . t 

, . 
.' ~ : . '. 
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