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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 pubhshmg facilitate or hinder the publishing of
translated ﬂcnon It also explores how different tradmons values and lustory 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 different conditions for artistic productxon 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 mﬂuence of Britain on Denmark is explored through specific and ,
umversal 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
survwe on the same marketforces as all other publishing.

“The factors which influence the selection of fiction for translation are
discussed. These factors arc selectxon criteria, sources of mformatlon and consxder- ,
ations of the market

- The lmponance of publicity in Britain is explored through a case study on
two Danish 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 dlfferent concepts of culture are also looked at. . N

The fundmg systems for literature as ‘they are expressed through the AﬂS |
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.



CONTENTS

D)

2)

3)
4

S)v

65

n
8)

9.
10)

Introduction . . . .. e S S A AP e e 2
Settmg the Scene e e . R
Danish Openness towards Britain . . .. . . ’. -. 41
Profile of the British and Danish Publishing Industries ......... 64

) The Pnbhshmg of Translated Fxcnon ...... - e . 81
Pubhcuy and Promotxon ceeeneane .‘ ...... | . ... 101
Traditions for Cultural Policies ...... PR PO §
StateFundmgoleterature e Cereesieeeaeeeiea... 155
Public Libraries as Public Service Diseemlnators oo ...... . 188
SupportforTranslatedFlctnon e e e 209
Conclnsxon Ce e PP 235
 Summary in Eoglish . ........c.......... e 247
" Resumé pd Dansk (sm’n}mary‘inl)“anish) ....... ... 259
NotesandReferences ...... 271
 BIbHOEAPhY ...t i e, 298

 List of People Interviewed . ............ P 1 1)



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. ERAVIE N -

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. Voo wl

- 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 well enough to know
that I would. RO B S

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 1980s 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 I? 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. ' L ’

- Between these meetings with a stereotypical picture of Denmark, the knowledge
of Britain I brought with me from Denmark and those hard 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
(selvforstielse). 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.' ) ‘ ' AR

- 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 1 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 European 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 fine arts definition 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. L e

- The globalised media manage to reach across the boundanes 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 sought 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 carrier of a potentially interesting subject for which it was sought out, but .
also as an unwitting 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. R B o

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 hterary novel which is -
distributed through a commercial publishing world. - ' -

~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. L e

For literature, the question of availability is discussed within the branch of
literature of sociology called "Litteratur och Samhille” (Literature and Soc:ety) or
"Litteraturen i samfundet” (Literature in Society). L

In 1972 in Denmark Robert Escarpit’s Bogen og Leeseren was published. In this
book Robert 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
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’".? About
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Rober; 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.">, .

... The Danish tradition, nonetheless has taken the polmcal 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
modern form it has made it possible to integrate the author in an economic circula-
tion (kredsleb) so he could exist and produce, Vbut that patronage has also:been _—
beneficial for the literature.* 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 tradmon the question of avanlab:hty is therefore a questxon of .
d:versxty and access. Although the tradition first focused on an 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. el e e et e

- The two different traditions of Bntam 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 how
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 en-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. S P A V : C

" 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, . ST e e e e

‘The literary translated novel is part of the diversity of avaﬂabxhty It is also a
product in the sense that it is made available through a commercial publishing world.
This study aims to explore how mdustry structures and values hinder or further -
availability. ’ E A T IR I S

7"« 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 dxfferent
climates for artistic production and availability. ‘ ‘ ‘

" Chapter 2 and 3 form the framework. Chapter 2 focuses on the contemporary
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
10 on 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 initiative;s'
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 o
- this context the chapter points 10 cross-cultural understanding as familiari-
-ty with and openness towards foreign cultures and establishes how .
narrative cultural products can further this. The chapter deals in particu-
- lar with how the qualities of printed fiction can further cross-culrural
understanding. . . T T EUEET S B

The man made world is an ever-changing place. 'Ihough ever-changing in 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 meetmg
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 feam they bring and
how cultural parrative 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. - 0 _— e e

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 building a political union
among the states of West Europe. The old territorial borders and political power
structures of the nation-states are becoming blurred. The world is drawing together.
» At the same time cultural groups are re-affirming their identities as distinct
ethnic or national. The old world-order in Europe has fallen apart. The enemy is no,
longer in East Europe, but no-one is qui;é sure where he is or who 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 supralateral -
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, o ~ :

The Global Village is a phrase coined to explain the contraction of the world-
into one "community” where multinational conglomerates become powerful because
they control the information flow. This is possible because of technologies such as
fibreoptics 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. L

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 Umted States via satellite. As Arthur C. Clarke puts
it in his book How the World was One "Today, the TV-newscasters no longer bother
to supenmpose 'Live by satelhte as everyone takes this for granted 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 how 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. . o o :

~ 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. e e S

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"." 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 imperéonal Marshall -
McLuhan one of the first to explore the Global V:llage opmed that this would result
in the electronic man: : o
' | Eléc&onic 1tnan: wears his brain outside his §kun and his nervous system’

~ on top of his skin. (...) But he is not flesh and blood; he is an item in a*

data bank, ephemeral, easily forgotten and resentful of the fact." =~
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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 Philip 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 - Johnny Mnemonic - has given up his childhood memories for an informa-
tion implant. He 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 -
Frankenstein by Mary Shelley and in Dr Jeky!l 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. ' & el

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 - b
homemarket. In the Global Village the fear is “that powerful owners of the technology
decide what information is available to us.’ ‘ Tl o

" - 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, Matsushxta Txme Wa.rner and the Walt
Disney Company Thxs is the EU supporting and promoting European enterpnse

The other fear of the EU, and of natnon-states as well, is based in the nature of
the pmgrammes broadcast by channels such as CNN MTYV and SKY. The trend
wnthln TV—channels broadcastmg via satelhte is to concentrate ona parttcu!ar subject
whether it w1ll be news, musxc, or sport Another trend 1s that most of what 1s
shown 1s in Engllsh and pnmtmly Amencan I
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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. - o

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 commcrcxal enterprises, whxch focus on the bottom-line rather than on
the variety or quahty 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 majonty 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 paﬁicular 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 embraced 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 industrialiééd mode
of thinking is still prevalent. In this society, where "real” work becomes seédndarsr ’
to leisure, people’s "ordinary passions” become subject to professionalisation and a
strong sense of escape and nostalgia Nonetheless Seabrook mirrors the above
statement of the acceptance by the populanon and in his conclus:on on ﬂus the fears
of intellectuals: " ' e R

Whatever the polmcal 1mphcat|ons (...) 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."™

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." 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 rll-pard and whose nghts are mxmmal

condmonal and often inaccessible.

| Where the Global Vrllage pulls the world together the fear of the Other, in the
form of ractsm pulls it apart There has been an upsurge of racrsm m ‘the late
erghtres and early mnetres in Europe Alec Hargreaves and Jeremy Leaman explam
how powerlessness 1s "an acknowledged contnbutor to drscrxmmatory and exclusro-
nary behaviour”." With recession and nsmg unemployment white majorities in the
North feel powerless In a structure where econonues seem to fatl and unemployment
seems to rise for no apparent reason it is easier to turn agamst the very visible Other
than to find a way through the corporate or polrttcal maze wluch no longer consists
of local factory owners and domesttc pohcres but of multmattonal conglomerates and
supranational orgamsatrons such as the EU.
- Racismis many thlngs It is racial stabbmgs in London and the burmng of
asylum centres in Germany It is the Bnttsh Nahonal Party in England Le Pen in
France, the Klu Klux Klan i in the States and neo-nazr partres in Germany, Denmark
and most of the rest of the Western World But it is also when a Dane thinks that J
Muhammed Mustafa and Ali ought to go home but Kevin can go on DJ ’mg in
cockney Enghsh on the local radlo statron The last statement came from a Dane who
did not consrder herself a racrst | ,
: This is the drfference between pre- and post Holocaust racrsm Raclsm is no

longer based solely on ideas of a superror caucasxan race. Rather 1t is not exphcrtly
based on tlus notion, but often on cultural notions whether tlus rs rehgxon 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 racism'®,

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 Damsh This is
an expression of racism, not cultural discrimination. - '

* Michel Wieviorka divides racism into infrapolitical and political racism". 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 mstance
the Third Reich, is racist. e o S

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 pomt out, the term racism "is heavﬂy negatively loaded":

' Thus to clmm that someone has expressed a racist opxmon is to denounce '
them as immoral and unworthy. In brief, racism is, in the late twentxeth
-, century, a term of political abuse." G vt
" 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 Morley 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™" This is almost impossible on the level of individuals
meeting when the slightest hint of what could be percewed as racism cannot be aired
in so much as a question, R
" The notion of superior and subaltern in Otherness 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 )
longer expressed, it is embedded in the superior and subaltern of Otherness 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 Mel Read
and Alan Simpson who in Against the Rising Tide list the rejection of Turkey’s
application to the EU, the conflict of the Gulf, the upsurge of anti-Islamic feelings in
Europe and the tightening of immigration rules as indicators of how 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. "™ 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 majority. Though political
elites may condemn racism openly, the action of keeping the Other out is an affirma-
tion of the beliefs that "they" are takmg our jObS are not as good as "us" and -

"should go home".! = - 7 : T S I A

" 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,. - o R PR O S
* " 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 European media power
which will be able to convey European 1dent1ty, and by furthenng the idea of
Fortress Europe. ' ' i o

* 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 supralateral organisations such as OECD,
UN and NATO. Therefore, after the Second World War the world started drawing
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together through polmcal as opposed to the Global Vxllage s commercial - initia-
tives. S - S : '
The European Coal and Stéél' Cdmmunit}f has been the g)igaﬂisaﬁori 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 approximaﬁhg the economic policies of
;hember states to promote th;oughoutithe Community a harmonious development of
economic acﬁviﬁ;:s“." In the post-war era Europe had to compete with strong
econoinies such as the USA and later Japan. Because of the Iron Curtain, this new
Europe became West Europe. = . R oy R

. The EEC worked towards streamlmmg and removing u'ade 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—stzites and an opening up for a free flow of labour between the states.
Within the cultural area, not part of the EC economic sphere as such, this has led to
the aforementioned attémpt to strengthen EC media technology. But because culture
in an economic context become goods, and because the EC did not allow discrimina-
tion of nationalities, it has meant that national support schemes such as Public
Lending Right came under scrutiny. - . o
. In 1993 the EC took one step further. The Maastncht Treaty was ratxﬁed and it
became the European Union. This meant the inclusion of both social and cultural
dimensions in the Union. As Ali Kazancigil points out "it ventures into the highly . -
symbolic sphere of national sovereigx;ty and makes provisions for a unique quopean
currency and a European Central Bank to manage it."? . o :

‘Once out of the EMU, Great Britain decided to stay out. It has also opted out
of the social dimension. 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 seen as special test cases for public opinion.®
Nonetheless, the optmg out of the social dimension was done by John Major, not the
British public who have not like the Danes had a saysvvia‘ a referendum. Butas ..

Karlheinz Reif concludes: -
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.- ' 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 -

| _mtegrahonortomoreof:t" ae ke e
i In Great Britain the Conservative Paxty has always been divided over the
questnon 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.” 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 maj(;r
cultures of Germany and France and its perceptxon of 1tself as dlstmct from Europe
but closely connected to the USA and the Commonwealth, G

Nonetheless, it is not only the specxﬁc hxstonc-cultural reasons of Denmark and
Great Britain which have eroded the permissive consensus for the EU. It is a general
trend among all the member states % What is happenmg is that as the political union
becomes more and more of a reahty it interferes more and more ‘with the everyday
lives of its citizens. It is very much a question of national sovexelgnty, yes, but it is
also the fear of having the ECU rather than kroner pound deutchmark or guilder.
Other strong nanonal symbols such as passports have been changed. The passports
are now red and are no longer a visible sxgn of belongmg Other streamlining
regulanons have been affected. The telephone number that everyone knows is that of
the emergency servnces In Great Bntam it 1s 999 m Denmark 1t was untﬂ 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 liver paté 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 how tall they are, how much they weigh or how much
lagertheydnnk R -

“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 union 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 1mphc1tly the - =
undefined - goal of political union."” ” G T

" The resistance to this United States of Europe - both as reality and perceived
threat - is a resistance to the (perceived) abolishment of the 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
nnphed discrimination towards the Other: ' ‘ R &
 Generally speakmg, 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,

personahty and the power to control one’s own affairs; in a word there

arises a crisis of identity which expresses itself in a reactive natxonahsm

oftcn accompamed by chauvunstxc and ngoxstlc mamfestatxons
- No doubt nanonahsm shares some charactensncs thh racism and dnscnmma
tion. When researchers of racism debate the modern form of cultural racnsm they

concede that it seems to intermingle with nationalism but is not the same thmg.

When researchers of nationalism debate this they admit that nationalism can include
discriminatory factors, but that it, fundamentally, is not racism. | e

- Peter Alter in his book Naaonahsm differentiates three forms of nauonahsm
There is what he calls Integral Nationalism, inspired by Darwinistic evolunonary
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ideas it believes in the survival of the fittest”. 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 it*, 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 all, they, like
Risorgomento Nationalism, have values based in Christianity, enlightenment and
ranonahty They are all Western countnes L o Coe
Most recent researchers of natlonahsm have rejected the rdea of natlonahsm as

an rsm asin hberahsm or fascxsm NatJonahsm they say, is not an ndeology
Benedict Anderson in his influential study Imagmed Communities pomts out that
natxonalrsm belongs wrth kmslnp and rehglon rather than hberahsm and fascnsm %
He says ‘ ‘ - o

P s P

‘ My pomt of departure is that nat]onahty, or, as one mlght prefer to put 1t ,

in view of that word’s multiple significations, natxon—ness, as well as -

nationalism, are cultural artifacts of a particular kind.® : .

Anderson’s book is a fascmatmg study in the changes of conscrousness it took
to facilitate natronahsm He explores this through, among other 1ssues, the changmg
concepts of time, how print, capltahsm and protestantrsm led to the rise of verna-
cular languages of state, wluch agam emphasrsed dxfference rather than umty through
Latin and Chnsnamty o i . '

This change of conscrousness 1s the key to understandmg how deeply rooted
natxonahsm is. For mstance today, a monarch who did not speak a national language

of the natlon-state would be out of the questron Also, u'hen we look at the geogra-
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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 I shaped
many of the states now in crisis, and the Iron Curtain did not come down until after
World War I1. 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 perceptxon
of linear time or of territory this was not possible. R R

The re-invention of the past as old as implied above, is the topic of David
Lowenthal’s essay Idennry, Hentage and sttory  Heritage is used to establish a
national identity. s SR et

" Bach "groinp’s{ heritage is by definition incomparable. 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 hentage that dlfferennates us we treasure most what sets us apart »

“i

', Tlns seems common sense. For tounsts commg to London Buckmgham Palace
and Bobbles on the streets are typlcal symbols of English-ness. They are not per-
ceived as property of the Crown and the legacy of man whose first name was
Robert. On visits to Egypt the pyramxds will show this country’s great past and not
the supremacy of the Pharaohs. This is ‘exactly what David Lowenthal pomts out.
Heritage was something for the wealthy and powerful, not for the common man. It
was "not only what rulers wgra enﬁded to; it c,ieﬁnéq thpni and assured their rule".*
Lo‘wemhal goes on to say that heriiage reinains méaaphoﬁaally ancestral. But today it
is our heritage. It conﬁrms xdentxty and boosts the sohdanty 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 nat):onaltndenuty. His book National Identity is a
thorotfgh exploration of the ties that bind nation, state and natidnality His thesis is
that nauon-states have conceptually blended two dxmensxons which are components of
the civic state. This is partly an ethmc and gencalogxcal dimension consisting of
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shared memories, myths and traditions and partly a civic and territorial one. "By
definition”, Smith says, "the nation is a community of common myths and memo-
ries, as is ethnie. (...) [N]ations always require ethnic "elements’. They may, of
course, be reworked. But nations are inconceivable without some common myths and
memories of territorial home." . - : L

- Where Anthony D. Sxmth explores the construction of nanonal 1dent1ty Mlchael
Bllhg 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 story implies
our national "we". Every "this nation" implies our nation. But no-one needs to have
these implications explained. They are common sense. P .

- Nation-ness, nationality or national identity then, is cultural, lmagmed 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. , Y

., All the same, even though these communities are unagmed they 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 something
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.. - .

Setting the Scene 23



~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. S o

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 elites 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 tomorrow. The individuals of today are cxpenencmg 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. e

This however, expands the field in question, for if nauonahty is culture, then
religion is another dividing aspect such as Muslim vs Chnsnan. If national identity is
based on myths and symbols, traditions and an actual and re—inventéd 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 understandmg of the natronal culture may not be the objectlve but
will, sotospeak beaby-product : T ST

Cross-cultural understanding is understandmg across cultures It attempts to
show that cultural differences exist, but also that the cultural differences are not
arbitrary or incomprehensible. Cross-Cultural understénding isa 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 thecfamiliar self
as the self-understanding (egenforstielse) 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 this 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 defines the cultural barrier as follows: . o - S
...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 ..

; otber communities with different ways.”

The objecuﬁed 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 urossing the cultural barrier. There-
fore, in order to understand the barrier, cross-cultural understanding is trying to
transgress Daniel Norman’s definition will have to be refined. . i

~ Ethnocentrism is to judge 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.* He
defines trust and distrust in the following way: o
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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.* ,

" Cross-cultural understanding is therefore not only to bring 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 unpredictable becomes predictable through knowledge of the foreign culture.
Furthermore being aware of this, leads to less fear of what is unpredxctable because
the unpredlctablhty lies in lack of knowledge. : ‘ R A s

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 relatxvxsm and it is through cultural relativism that we can transgress the
cultural barrier. S | ‘ T e S
""" 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 Germany because we understand that it is based on the idea of
the aryan race as superior to other races? In my view this is not the case. To

L

understand is not necessanly to accept as acceptmg is not always the same thmg as
understanding. s : R o D
Gillis Herlitz discusses cultural relativism from this perspective.® According

to him we have peripheric and central values. 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 cultures 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-
peripheric values, perceptions of a foreign tradition can be cbanged through accept-
able explanations. Gillis Herlitz gives two examples. '~ * - o o

- In India cows are holy.® 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-
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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. -

- Gillis Herlitz’ other example is that of circumcision of girls in Africa®. ThlS .
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. <~ ‘i v oo o e

- . Both explanations are logical from 2 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. : - : SRR

- 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. ) : S
.- - 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 openness 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
understandmg 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 cthnocentnsm
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, o o
As dlscussed earller in thls chapter users of the medxa-products in tbe Global
Village have embraced these with no fears of loss of identity or antagonism towar dS
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. L PRI " :

- Foreign produced culmral products on the whole - not just popular culturc 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, films, television programmes, paint-
ings and more, are in this particular context too closely 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 false consciousness and mass- .
culture. All terms - art, popular culture, representations, cultural artifacts 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 wlnch is the ;
focus. Whether dxscussmg 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 what
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 narrative 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, hate, violence, injustice or
alienation in contemporary or historic society. °

TR
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The Otherness is pointed out not by subject but by language, settings and
different traditions. In particular television can, if not dubbed, point to Otherness
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 characters are not called -
Debbie, Martha, Kevin or Anthony but Dorthe, Mette, Keld or Arne. Christmas is-
not celebrated on the December 25, but in the evening of the 24th. No-one pops oﬁt
for a sandwich at lunch time, they open their packed hmch All these external
characteristics become signs of Otherness. - ‘ R
* What the reader/viewer is doing, is exploring cross-cultural differences or
similarities as a secondary aspect. It is most often a secondary aspect because 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 to a 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 perceptions of prob-
lems and solutions. But it is in the culturally different perceptions of problems and
solutions that the deepest cross-cultural 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 understanding, the externalities or the settings for the -
plot also lead to cross-cultural understanding. The characters” acceptance of the
externalities of settings and traditions as ordinary points to this. A knowledge of
specific external differences may come in handy 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
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Otherness 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 lose some of their power as a focal point for fear of the
Other. o e PR o
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. R “

~ There are other signs of Otherness 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 percepuons expressed within this universe
will be part of its intrinsic loglc o s :
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- A closer look at some of the qualities of fiction and the process of reading will
exemplify how forexgn narrative products can come to form a cross-cultural frame of
reference ‘ el R R : o

"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-cultural under-
standing indirectly. 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 foreigimess 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 Otherness. But the
cultural products can also convey a gemnne understandmg of cultural dlfferences
through the qualities of ﬁctxon Because in the text the percewed 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
disbelief in a fictional universe. And xt is partly in the case of hterary fiction or - in
order not to exclude popular culture prmt based fictions through the qualmes of the
text and the reading process such as empathy, the aesthetic expenence and accommo-
dation and assxmxlat:on This cross-cultural frame of reference is both specxﬁc Ry
because it conveys actual knowledge of a foreign culture, and it is general because it
allows for acquumg 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 chmging persona
to whose inner thoughts other individuals have no access and whose Life is an on-
going, changmg often uloglcal narrative. , | o

What fiction does is to allow the reader to identify with the charactervs' in the
sense that the reader comes to understand the characters and their reasons for acnon.
But this is not 1denuﬁcanon because the reader does not become the character. It 1s
| empathy. The notnon of empathy rather than 1dent1ﬁcatlon is one of the qualmes
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 understaxiding of the character. Ency-
clopedia 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, eqmvalent 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: S
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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 i is understandable
o but the 1solatlon can be damagmg ( ) “ N
,Though the 1dea of ﬁne beautlful and sub_;ecnve 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 Williams -
pomts out, it is dangerous to isolate the aesthetic from other expenences And
empathy is more than an appreciation of the beautxful through the senses. It is an
abxhty to understand how others feel and why they act as they do The purpose of
the aesthetics combmed w1th empathy (1f one can talk about purpose thh sucha
non-uuhtanan term as aesthetxcs) is to hold on to the idea of the pleasure of readmg
and expenencmg what the Other feels without losmg the dlstmctlon between self and
other But in order to combine understandmg w:th feeling in the aesthetlc 1t 1s ,
necessary to approach the concept from another angle PR
.. The American Phllosopher Nelson Goodman dlscusses in hlS book languages of
An the idea of art and understandmg through the aesthetnc expenence While
stressing that the aesthetic experience is bastcally non-utilitarian he does not see this
asa dxstxngulshmg feature Also ‘he substitutes the notion of pleasure w1th that of .
emouon It is possxble to be angry, confused dxstressed saddened whxle readmg a
novel or watching a play. Still, 1t 1s the novel or the play apprehended through the
emotions. Nevertheless, the idea of hterature as a promoter of cross-cultural under-
standing i is to learn while being entertained. That is, to understand the forelgn
culture, not only to feel for and with the characters of the plot This can be achieved
by cotubuung 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 L
| "same pam (or is 1t the same ?) tells of i ice and ﬁre

o To sum it up, though hterature is ﬁrst and foremost to be enJoyed part of the
en_;oyment is to experience and learn through a combination of cogmtlve faculties
and emotions. One does not exclude the other. At the same time comprehensmn P
through the emotions is different from pure cognitiye compreheosion because 1t
opens up for the possibility of empathy. | N

. Nonetheless, because the qualities of fiction and tbe aesthet:c experxeace allows
for cogmtxve and pleasurable expenence 1t does not necessanly follow that cultural
differences, whether perceived as this or as individual differences become part of
understandmg, of expanding a cross-cultural frame of reference. Lothar Bredella
dlscusses this in his essay Understanding a Foreign Culture through Assimilation and
Accommodation.” He follows the cognitive line introduced earlier with Nelson
Goodman’s conceptualisation of the aesthetic experience. Through reading itis . .
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 concepts, accommo-
dation is to accommodate new concepts among the old ones. WL

Bredella combmes this with the concept of the n'real borrowed from Rlckert
The irreal bridges what is forexgn with what is famxhar, "because as u'real sense it is
neither one’s own nor foreign" ' That s, the irreal is that which is in common It
can be feelings such as love, hate dxsxlluslon and S0 forth But the expressxons and
reasons for these feelings can vary considerably. The reader has chosen the novel out
of interest for the subject, and hereby already found his irreal sense to bndge the
differences. —p ‘ : : C )
. To take this one step further 1f thxs undersmndmg of learmng is accepted n
follows that the reading of translated 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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novel 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 refativism by removing the fear of the Other. In
addition to this, these products can provide actual knowledge of foreign behaviour
and values. : - R B G S
- .. Most foreign produced cultural products are consumeq during leisure time. It is
not a taught knowledge, neither informal nor formal learning. 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 . .
frame of reference. . L ETRRETRE

- There are enumerable forms of leisure pursuits: recreation through arts, sports
and countryside, hobbies, crafts, education, tourism, holidays, entertainment, eating
out and so forth. All of these take place during time free of work, time free to do
what one wants to. SR TIRT,

Several studies have shown that it is not quite adequate to define 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 or 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 fouhd interesting depend on where in the life cycle the individual is: young
and single, married with children, elderly; and that spegiﬁc 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, “}hereas if there is indifference to . .
work, leisure pursuits are neither like’work, nor deliberately different, b\}t attitudes
towards leisure pursuits are as indifferent as those to work®. Danish research
focuses on lifestyles. Thomas Hejrup 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,
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 thesé mediations, and - .
although people are free to choose what they want to do, this freedom is used to -
choose what is suitable according to their.spcciﬁc circumstances. For the narrative
cultural products this means that it is not only in competition with the multitude of
other activities and products but also with the changing needs and wants of individu-
.. . 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 ever ..
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 activity 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, tlus 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.* 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.

- 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 law-abiding pursuers. There must therefore be a vanety of offers both to
ensure interest and diversity in expressions of foreign cultures. '

* Cultural narrative products are primarily produced by commercial interests. 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 pubhshmg in
Britain and Denmark are explored 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 §,

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 not 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 available 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 ableto .
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 Denmark/Britain 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. . - SRS :

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.

L
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3) DANISH OPENNESS TOWARDS BRITAIN .
This chapter links to the previous chapter and the following chapters on . .
publishing by focusing on familiarity with and openness towards other
culrures. The next chapters will show the importance of familiarity with
" the foreign culture in what is chosen for translation. This chapter explores -
<2 Jamiliarity and openness through the example of British influence 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 franca with increased openness towards - : -
' . Britain. Furthermore, after supralateral rather than bilateral relations
00k on increased importance, popular 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.

’gr>.

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 1mpomag i
counn'yhashadsubstannalxmphcanons R TR S R

- This chapter explores the impact of the major culture of 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 lmgua franca 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
referenqe is exgmpliﬂed through Britain’s huge export of popular culture.

Nonetheless, British fiction in translation in Denmark js 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 English/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 on 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 Marple, Lord Peter Wimsey, Sherlock Holmes, poll tax
demonstrations, Union Jack, Big Ben, Lady Di, Camilla Parker-Bowles, Prince
Charles, Charles Dickens, Oliver Twist, Wimbledon, Henry VIII and his six wives,
Hamlet, "Something is rotten in the State of Denmark”, Monty Python, the Young -
Ones, kilts, bagpipes, Andrew Lloyd Webber, Vera Lynn, Beatles, Rolling Stones,
David Bowie, Sex Pistols‘, Warchouse 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 find British culture familiar when we can discuss the crisis in
the Brmsh royal falmly, when we in fact dxscuss that more than our own royal
famxly smce that famlly is not as nch on scandals as the Brmsh We all know that
the Beatles came from Liverpool - not England but anerpool and our Danish
football fans have been named rolxgans (calm—gans) as an answer to the British
Hooligans. In this way British culture i is part of a Danish cultural frame of reference
and a cross-cultural frame of reference. . Gl : ;,

_ Nevertheless it is not a God-glven sntuatlon ora law of nature that Danes
should feel a famxhanty and openness towards Brmsh culture. When the Bnush navy
bombed Copenhagen in 1801 and six years later in 1807 retumed to Denmark and
kidnapped the Danish fleet, Danish sentiments towards Britain were not positive.

o leewnse Danish openness towards Brmsh hterature and the Danes abxhty to
read it in the original !gnguage is not to be taken for granted either. Jorgen Erik
Nielsen describes in his book Den Engelske Litteraturs Dyrkere i Holsten Omkring
1820 how a small group of anglophﬂes in Holstein read, discussed, translated and .
wrote about and to, in paxucular Lord Byron, but also showed an interest in Walter
Scott and Thomas Moore. .. . .

... Especially the sohcxtor F J Jacobsen and the poetress Ehse Von Hohenhausen
seem to have shown interest in the British authors. They were both born and brought
up in the German speakmg duchy Holstein which was part of the Danish monarchy,
and it was through the Gaman language and these people that a !mowledge of the
new British authors reached Copenhagen o ‘ o »

- Though the German anglophiles admxred Brmsh authors aad though for instance
Hans Christian Andersen published his first book under the pseudonym Villiam
Christian Walter for mumm Shakespem-e, Hans Christian Andersen, Walter Scott,
the general interest and influence of English hterature 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 not translated until 1777.%
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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".Y . : .

~ 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

Denmark had to establish a new harbour from which goods could be shipped to
Britain. 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 Damsh—Brmsh trade,
namely "De forenede Dampselskaber” - DFDS -

" Danish-British trade started after the Napoleonic wars, Britain had come out of
the Napoleomc wars with v1ctory whereas Denmark had lost. Not only did Denmark
lose Norway m 1814, but the country was also declared bankrupt Since Britain had
seized tbe Damsh fleet i in 1807 Denmark had not had a merchant fleet. After the
Napoleomc wars the trade convenuons under which Denmark had operawd success-
fully were no longer apphcable and Denmark never became a sea-merchant nation
again. What was left of Denmark was a small agncultural countxy

Britain on the other hand was the head of a growing empn’e and in the E"PS of
the Industrial Revolution, In 1861 only 19% of the British populauon was employed
in agncultural busmess" and the countxy was thcrefore pot able to produice S“fﬁ
cient food supply for its populanon and xt started Impomng me Denmark xt -
1mportedgram o o

From the 1840’ s Bntam was the mam 1mporter of Damsh gmn When Germa-
ny staned its industrialisation it too began xmportmg from Denmark, but Britain was
the main buyer of agncultmal products It was through thls trade that Denmark |
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reached financial success and became a country as rich as the industrialised coun-
tries.® ¢ L oot » e

- The dependency on Britain can be seen in the way the mfra—strucmre 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, - -
Danish farmers improved methods of butter-churning, bred cows better for milk
production and bred long lean pigs to accommodate the British taste in bacon. By
1914 Damsh economy was ﬂounshmg because of ns agnculmral export.

British-Danish trade refations also played a part in the few considerations
Bntam had around Denmark in connectxon thh the Fxrst World War where Den-
markstayedneutral TR AT '

Denmark with its close 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-German 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.® S -

After World War I Danish agncultural export continued to Britain. But in the
1930s British import fell because of policies encouraging import from the Common-
wealth, .0 o e gt

Nevertheless at the outbreak of World War I 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 had to take
into consideration that it shared a border with Germany, in particular since this . .
border was drawn through Schleswig, one of the duchies lost in 1864. In 1920 North
Schleswig voted itself back to Denmark, but Germany had never signed the treaty.

Denmark wanted to keep neutrality as in the 1914-1918 war, but this time
Britain would not 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-German rivalry, both in economic and
strategic terms, and the traditional friendship between the two countries suffered as a
result”.® 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.

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.® Jorgen 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 EFTA, when political and military

questions were discussed in NATO where the USA was the dominating

mﬂuence ...).»

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 8 modern
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 German. German was an important language in Denmark because of its
close connections to Germany and because of its German-speaking Duchies. French
was also spoken because it was the international language of daplomacy But very
few people spoke English. R LR CRE

- 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. Enghsh then,
has reached major importance since the mid-nineteenth century. 3
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 modern languages to the learned schools for a trial
period. The languages introduced were French and German. The form of tuition was
taken from'the classical languages. That is, they were taught as dead languages with
an emphasis on grammar and with no pronunciation taught. English 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. o
' The learned schools continued this line. Whenever the modern languages were
given more space in the curriculum French and German were the pnomy When
English was introduced it was not a compulsory subject. =~ - - :
English was taught in another school namely “real-skolen" 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 a language for communication.
The learned schools adapted to this demand in the mid-nineteenth century by
mtroducmg the “real” stream, but not by introducing it m tbe general cumculum
Englxsh was not accepted as a language carrymg culture. S
Nevertheless a slow change was takmg place towards the turn of the century.
By now Bmam was a nation to be taken into consideration not only because of
Danish trade with Britain, but also because Britain as a natxon was important,
Likewise the Victorian age with its bourgeoxsxe began to be seen as cultumlly
important. Denmark too had its bourgeoisie. '

- This gradual change 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 modern language stream in "gymnasium” and optional on the classical language
and mathematical streams. French was compulsory on all three streams. - -

Modern 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 convéy
grew in importance. English and German were now subjects which were intended 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” skolerne -
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 direction. Karen Risager in her essay Sprogfagene mellem Nationalisme
og Intemanonalzsme descnhes thls change in the followmg way

Durmg the second half of the mneteenth cenmry the content of modern

languages changed, so that gradually the focus became the history of

national literature. Literature 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 modern 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.® |

Tlns focus on natlonallsm and national culture led to the teaclnng of Enghsh
being concentrated on Great Britain rather than on the Engltsh speakmg world. It
was not until the 1960s that the teachmg of American culture was mentloned in the
guxdelmes for "Gymnasxet For mstance, I remember from my own Engllsh lessons
in the 1970s in "Folkeskolen and the early 1980s in Gymnas:et how we were '
taught about the Enghsh school system. I remember this in partlcular because it was
extremely confusmg with terms like grammar schools, comprehens:ve schools,
creaming, streammg, pubhc and pnvate schools We were not taught about the
American school system and what I know sbout this I have pxcked up mmnly from
popular culture and literature, Who doesn’t know about the cheerleaders and jocks in
American high schools? Most of the rest of the Bnglxsh speakmg world is still
missing from the cumculum 'I‘lus does not mean it isn’t taught but the mam focus
is on Britain and toa lesser extent the United States h ’

Karen Rxsager nottces that Enghsh is the subject thh the greatest tradmon for

teachmg an understandmg of socxety, and she says
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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 lot of time and was
until half a score years ago mainly depicted in a positive hght Enghsh
supremacy was seen as tolerant and universally respected e
 Until the 1970s what was taught was literature. As in the subjects History and
Danish, the aim was to promote the cultured person and 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, conflicts
between the generations, environment, problems in connection with education, social
contradictions.® Through this a more nuanced pxcture and thereby understandmg of
British society could be gained. E I o '
Through the 1980s and early 905 the Danish educational system has 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 arises from a deliberate attempt to standardize the Danish educational
system according to international standards. Most subjects taught at university are
now divided into a bachelor and a masters degree instead of as before a 5-6 year
course. Also the Danish "licentiat” degree is slowly being substituted by the Ph.D.
The international outlook which can be traced in the structure of the Danish
educational system can also be found in the objectives for the teaching of English.
For "Gymnasret" these ob)ecttves were:
..for the pupxls to be able to understand sumlanues and dxfferences
between their own frame of expenences and the world they meet in texts
.lnEngllSh" ! P LA «
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™

- English language teaching in Denmark has developed from being a language
taught sporadically to being the first second language. A Gallop poll 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”. A survey done in 1992 concluded that " 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".” 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, énd when it was introducéd it was because of Anglo-Danish trade
where English was needed as a practical source of communication. Therefore, not
only do more people 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 modern language teaching. It was
the first modern 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 long and complicated process where France’s
loss of colomes and internal problems are of JllSt as much 1mpormnce as Britain’s
rise as a world power On the whole the rise of English to lingua franca can, in
short, be explamed as Magnus Ljung does it in lus book Skinheads Hackers 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

. vouched for dommance of Enghsh today ;

. ,Magnus Ljung is not the only one to point out the role USA has played in.
promoting English as a lingua franca. Randolp Quirk and Gabrielle 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, including the film and
television industry, in the USA. -~ o N '

~ Since the USA has gained more and more mpmance aﬁcr 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?
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There is no doubt that Denmark like the rest of the western world is America-
nized, but the degree o which Denmark is Americanized depends on who is "wear-
ing the glasses For example the rmmedrate post war penod has been researched
thoroughly,. :

In Amenkamsenngen af det Danske Kulturliv i Perioden 1945-58 the authors
describe American supremacy in the rmmedlate post—war period and how the export
of its popular culture products was received and influenced Danish cultural hfe The
authors explarn the mﬂuence of Amencan culture in the followmg way ‘

| When the relatrons in strength among the lmDemllSt powers change | -
radrcally 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 relanonshxp means, that the

USA ﬁrst and foremost functrons asa Iascmannn_f&mr '\ |

In lus mterestmg and well-wntten essay The Chansma of the Lzberators Seren
Schou tells some of the same story of the way that Denmark a country starv_ed of
cultural products because of the war, ernbrsced American popular culture. His
interesting thesrs is that the Umted States at the time was at its most Europeamsed
and that the cultural products first imported were at their highest standards partly
because of the input from artists such as Fritz Lang who had fled from the Nazis to
the USA.” " - |

When the eyes are looking through Brxtrsh glasses the major mﬂuence on
Denmark in the immediate postwar years was Britain. '~

Susan Seymour s book Anglo-Danish Relauons and Germany deals chiefly with
the relations between Britain and Denmark before and during the Second World
War, but it also deals with bow the allies perceived Denmark’s position in the |
immediate postwar penod Susan Seymour describes the tug-of-war concermng the
headquarters of the Damsh resistance movement abroad, whether this should be |
within British or American domain. She suggests that the recognition of Denmark as
an ally was for Brrtam a questron of assertmg dommancy over Denmark mamly to
ensure that after the war Denmark would remam a Brmsll domain. She concludes by

i

sayrng
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In fooking 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 element into Anglo-Danish -
~ relations. The extra-ordinary crrcumstances herghtened a sense of kmshtp
~ between the two nations.™ =
Jorgen Sevaldsen S Culture and szlomacy isa detatled account of Anglo—
Damsh relatrons 1mmed1ately after the war covering language proﬁcxency, Brmsh
representatron w1thm lxterature and theatre cultural promotron by the Bntxsh Councrl
and the interest of the Damsh worker s movement in the Brmsh worker s movement
He concludes that Anglo-Damsh relatrons have never been as intense as dunng these
post-war years
. Oplmons are dtv:ded as to whether Denmark was mﬂuenced by the Bntrsh or
the Amencans in the immediate postwar years and thxs is mamly due to the perspec-
tive from whlch the researcher is lookmg The truth is probably somewhere in
between Denmark has been Amerrcamzed but even the post-war genemtrons lmow
about the RAF coloured hats young boys wore in Copenhagen and they have all
heard the ‘broadcast by the BBC on the evemng of May 4th 1945 of the message of
German retreat from Denmark But when a young Damsh wnter in 1988 can wrxte
the followmg the msprratron 1s clearly Amencan
- It strikes me, that we often plsyed our games in Enghsb All the good
expressrons are so easily found in English. We quickly learned the expres-
sions for sorrow and happiness, clichés which easily pass the lips, but
.. which are difficult to translate without sounding clumsy. We were qmck :
) learners, pupils Of the Cheap ﬁlms whtch reached our local cmema N
- Hollywood and American popular 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 English 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 irnpression of familiarity whether one is Americanized or Anglo-
phile.. © . . e

Since World War II popular culture has played an mcreastngly 1mportant role
in forrmng a cross-cultural frame of reference in a country like Denmark One of the
most 1mportant developments in this area is the spread of televxsxon the great
commumcator of news and popular culture. Danish state televrsron isa Publtc k
Serv:ce Broadcast corporatlon formed in the mage of the BBC. There are two ‘
nauonal televnsron stations. One is panly ﬁnanoed by adverttsmg About 50% of the
Damsh populatton can watch TV—channels by satellite. Here the Damsh vcrsron of
the Scandxnavran statton TV3 is probably the most watched
" Ina world of muln-medta the book has been dethroned by television, rental
videos and cmema The toptc of pohte dmner—conversanon may as well be last mghts
documentary or TV ﬁlm as the latest book by Fay Weldon.*" X
: Bntam is of course often menttoned in the news for the role it plays in the EU
but the IRA bombmgs m London the lndnapptng of James Bulger, the burmng of
Wmdsor castle make news and the hght anecdotal news-story at the end of the
bulletm may be about the hghtmg of the Chnstmas hghts on Oxford Street It is a
cunous mixture of unportant foretgn news reﬂectmg Britam s role as an 1mp0rtant :
decxsxon-maker in Europe and the general farmltanty wrth Bntam wlnch makes
Brxtxsh bome ncws worthy as forexgn news in Denmark

News bulletins are home-produced but Damsh televnsron imports around 50 %
of the programmes broadcast In the early l990s the one country SUPP‘YmB the most
programmes to Danish television was the USA. Programmes from this country take
up 15% of broadcast time. Britain takes up the second largcst share with 9%. As
comparison it is worth noticing that the Nordic countries - with whom Denmark
htstoncally has close relatrons and whose languages are closely related to Danish -
only provide programmes for 5% of broadcast time.*

The 15% and 9% imported from the United States and Britain may not seem
much, but broadcast and wewmg tune do not always correspond Jeremy Tunstall in

Lol

The Medza are American says |
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- 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 forelgn programmmg B

- Available studies about prime-time programming in various countries tend
. to show that the proportion of foreign material dunng these hours is
consrderably greater than at other umes B
. Preben Sepstrup s conclusron on his analysns of Damslx TV-vxewmg 1S that in
1993 47% of the consumpuon consrsted of forergn produced programmes. 50% of
the Damsh populatlon can watch forexgn channels via satellite and here the consump-
tion of forexgn produced programmes was 53% Especxally lmported ﬁctron
programmes mamly from the States, 1s tbe reason why the ﬁgures for forelgn
produced vrewmg is so hlgh o .
| Agam it seems that Amerrcamzatzon is brgger than the Anglophlle elements in
Damsh culture, and it is true that as qurckly as I can mention the British detectives
Moxse Dalghesh Taggart and Frost known from the TV adaptlons. I can menuon
the Amencan crime series anmr Vrce, Hxll Street Blues, Moonllglmng and NYPD
Blue, not to mennon the l970s American detectlves Columbo McCloud and Kogak.
Again I thmk it is 1mportant to keep in mmd that Amencamzatton does not cxclude
the 1mportance of British presence in a Danish cross-cultural frame of reference :
Excludmg the USA Bntam is the smgle largest supplrer of forexgn unpons m Danish
televrsnon Some may even see British popular culture as an anu-dote to American
popular culture as in this revxew on John Harvey’s Off Minor: o
They are middle-aged, drsxllusxoned 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 pople 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-down Empue s last
- nostalgic answer to the hard-boiled Americans and their cynicism, as some
sort of 90s-depressed knights of the sad empathy - .
In some areas British popular culture has had 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
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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 The 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 Roya! Family’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-experiment in Sue Townsend’s novel 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 neighbours and for the nouveau-
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 of 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 the subject choice and especially the critique implied in the plot are .
extremely British, the leading characters are well-known in Denmark. The Queen’s
"Annis Horibilis" 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 Charles said
to Camilla Parker-Bowles, 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 Bronté, others
have seen the film on television, and failing that, they have probably heard Kate
Bush in falsetto singing Heeaathcliiif and Caaathyyyy in her pop hit Wuthering
Heights. - . , , ‘ ‘
Another important area in British culmral 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 CIiff 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 Bowie, which again led to more -
mainstream but hugely successful bands like Sweet and Slade. In 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 o 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.

Nevertheless, 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 style 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 had its punk-expired "no-future" generation clad in black with
safety pins and mohican hair cuts. In Denmark the movement was mainly a middle-
class phenomenon and centred around the 'gymnasie'-cnviron;nent ( 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. In Britain Julie Burchill 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” supplement. 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”. ' TR L el o

In Denmark the inspiration from the punk movement created its own Danish -
heroes. The Danish music scene took its inspiration from punk and influential Danish
bands such as Sods, Klichée and Malurt were formed. The punk band Sods later
renamed themselves Sort Sol (Black Sun) and recently they have been comnnssxoned
by The Royal Ballet to write the music for a ballet version of Hamler. ]

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 o i

His first inspiration was his childhood readings of Sherlock Holmes and his
childhood dream of living in a flat in Baker Street with a library gnd aAb'_utler. But
later it changed: | | o

My boyhood predilection for Anglo-Saxon crime fiction and my grand-

mother’s anglophile 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, electro pop, style magazines, club culture etc. -

Restless s a lot of other young people of the interrail- and charter genera-

tion was I. Even though a couple of trips to New York had fuelled 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 corner. Yet another freelance writer had been born... He

would travel incognito. He would be the eyes and ears and registrator for -

the new pxoneers' He would fearlessly throw himself into the maelstrom

of the city.” T

Another example of how 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 T/ Verdens Ende (Till the End 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 he

leads which is one long tour de force through Copenhagen night life.
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.. . David is stuck in an eternal youth which becomes 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. scholar;hip in
Frankfurt. David’s "partner in crime” the flighty socialite Alex, finally settles down .
with his girlfriend. S e R ,

- David remembers the time he spent in the penphery 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: A '

~"And slowly also the music became more golden while 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 -
* Starman 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 who sniffed glue
. and lightergas. The rest of us had gone to the cafés 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

unpmd anears, _Icould feel n oo | . 1

David tries to find meaning by wntmg a book called Finis Terrae whmh is
,both wish fulfillment and a comment to his life. In Finis Terrae 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 Places. Finally the
young Dane finds true love in a small village in Spain where he marries 8 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 fulfillment he comes to some sort of - .
understandmg of himself and the times he lives in. ‘

Til 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 cafés 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. FE T A LI LR

2. 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 forméd. ‘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-cultural 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 I, 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-cultural 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 exporfing 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 populanon claims to
be able to hold 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 isan
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 1mponance has also worked as an
acccsspomtfoantammDenmark : SRS S IR TR

- 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 -
thosefromGennany S enT ORI T N

T
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4) PROFILE OF THE BRITISH AND DANISH PUBLISHING INDUSTRIES

- This chapter analyses the publishing worlds in Britain and Denmark 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 toa =~
. market-led industry. It concludes that the increased emphasis on profitis >
" 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 old-fashioned product-led publishing of '+
" Denmark is more conducive to the publishing of translated fiction.

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 - -
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 7,852" fiction titles, while Denmark published 1,166™. The -
population of the countries are of different sizes. Britain has a population of around
56 million people while Denmark has one of around S 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 definitely
has 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)™.

It is therefore obvious that the British publishing industry is much bigger than
the Danish. This on the other hand does not necessanly mean that it is more of an
industry than the Damsh Both industries have therr roots in the tradmon of the
gentleman publxsher and the rise of the bourgeoisie.

Per Gedin explains in his book Literarure in the Marketplace how the rise of
the bourgeoisie created, not only a homogenous culture within, but also across ..
nations among this class This " mnsformauon from an anstocrauc, coun-dommated
society to a rmddle—class capitalist socxety meant the creauon of 8 market for -
culture.™ . . e

Pubhshmg as we know it, or perhaps as we knew it, arosc 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 m selling, of course, but
also in explomng authors who had no copyright protection. The passion for literature
meant that the gentleman publisher would take on manuscripts he believed i in as art
rather than as profit, and nurture these authorshrps until they, hopefully, eventually
were profitable.
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. Gedm notes that readem m 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 media"*. Publishing continues to exist and change within and according to
these changmg times, without a clearly defined readership and as a small pan of the
media mdustry As part of this, Giles Clark sees pubhshmg as having gone from
being product—led to being market-led.” Or put in anomer way novels have gone
from being art to being a commodity. =~ , N

. The question is how much has the pubhshmg mdustry changed from the old
pate_:mahs@c 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 pubhshmg business debates the changes in pubhshmg |
fiercely and "There i 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
centres around the following: o N S T
.. Any discussion of the book market has to make the pomt 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 pnces
~ ‘that are too high, stockholding problems for the bookseller and confusion .

for the customer.” | N

It is the Gordian knot where too many titles are produced. The bookshops *
cannot stock all 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 2 bestseller and
make up for the losses on the unsold books. - L R

- 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 paperbacks,
'utxhsmg forergn rights, film nghts and other spin-offs. But in order to dtversrfy itself
to such a degree, the industry needs major caprtal Therefore it contracts into
conglomerates which have the capital and are able to develop the subsrdrary areas in
‘which money can be made to make up for 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 possrbtlrtres for exportmg their fiction utles than Danish pubhshers have.
Denmark has tmdttronally had close relations with Norway and Sweden. This is also
true within the publishing business where some of Norway’s finest authors such as
‘Bjernstjerne B)omson and Henrrk Ibsen were pubhshed in Denmark dunng the
*second half of the nineteenth century 1% This ynion has withered. The Nordic coun-
tries no longer read the ﬁcuon of their nerghbour countnes in the ongmal language.
In fact more than 50% of the Damsh populatton is able to read Englrsh while only
30~40% claim to be able to read Norweglan or Swedtsh ol At the turn of the centu~
ry Danes would read Swedlsh and Norwegran books i in the orrgmal language Today
these books are no longer to be found in the bookstores while every store will have a
sectron w1th Englrsh paperbacks . .. T T
o Nevenheless both in Denmark and Bntam the mdustry s contractron into con-
glomerates and therr effect on the mdustry have been debated for years The fear is
that these conglomerates wrll tum the pubhshtng mdustry tnto a true tndustry wrthout
consrderatron for its tradition of the gentleman publtsher and books as art.

In Britain 1/3 of the total turnover on booksale is taken home by three con-
glomerates Pearson News Internanonal and Rwd lnternatlonal News lntemattonal
is Rupert Murdoch s medra empue Reed !ntemauonal merged in 1992 wtth the
Dutch Elsevrer and 1t 1s now the blggest medra conglomerate next to the German
Bertelsman. Pearson is gomg from havmg interests in fine chma and oil to bexng a
medra conglomerate Each of these three conglomerates own pubhshmg conglomer- )
ates headed respecttvely by HarperColhns Pengmn and Reed with subsidiaries such
as Hamrsh Harmlton Vrlnng, Collms Hememan and Methuen. It i isan ever-chang-
mg world wrth buy-outs and takeovers But these three HarperColhns Pengum and

ki v me e T
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Reed are together with Hodder Headline, MacMillan, Random House and Trans-
world the Seven Sisters of British publishing.'® - - o S
+ These mergers and take-overs have taken place during the 1980s and early .
1990s but seem to a certain extent to have stabilised now. In a study on the values of
publishers done by Michael Lane, the publishing industry has, accordmg to one of
-the respondents, gone through the following development: ISR
""" One man to whom I talked characterized the last thirty years 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 lafgel' groupmgs, accountants have taken control.® "
| These conglomerates are shapmg the face of Brmsh pubhshmg There are
plenty of small publishing houses specxahsmg in mche pubhshmg, and there are .
some very successful general trade publishers such as Peter Owen and Bloomsbury
But they all have to exist within the conditions created by the Seven Sisters.

. In September 1995 the much contested Net Book Agreement fell On Septem- |
ber 26, Random House and HarperCollms announced that they would de-net before
Chnstmas ‘Penguin followed soon after whereas Reed and Hodder Headlme:had :
already de-netted. . G

HarperColhns and Random House set the ball rollmg Though they had thought
of de-netting before the final decision was not taken until they were approached by
W.H. Sm:th The two publishers and the bookseller shared the costs of a huge
promotion campaign with reduced prices on books from Ha:perCollms and Random
House.' o , _

. W H. Stmth 1s a representattve of yet another power eoncentrauon The Seven
Sisters estimate that 25- 35% of their adult trade books are sold through W H. Stmth
and its subsidiary Waterstones whtle Ditlons are accredxted with about 10% 105 |
These three chains together thh the pubhshmg conglomerates can changc the )
structure and conditions of British publishing, and it is wnthm these conditions that
the small publishing houses wluch tradmonally publish most of the new and different
literature havetoex.tst , . : B e

The Net Book Agreement had been thought to be & 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 wrthm the mdustry, and most unportantly cover almost every city.
The other way the Net Book Agreement was seen as bemg protective was in
dtversny of productxon Through pnce reducuon some books will sell more than
others. This would create a greater interest for bestselhng authors and dummsh the
possrbthttes for young and lesser-known authors to be pubhshed It seems this trend
has started already
The pubhshmg of fiction is not only a quest:on of txtle output turnover and

ownershrp These are aspects of the busmess side of pubhshmg But lxterary ﬁcnon is
also art, culture or nat:onal hentage The success of a pubhshmg house asa busmess
can be measured through quanttﬁable data on for instance turnover. But the product
and its cultural or arustrc value cannot be measured in the same way From thrs
poxnt of view the success of the pubhslnng house 1s not quantlﬁable Rather it is its
"efforts to make the best, or the most relevant or the most mterestmg avaxlable whrch
are m quesuon here N
The contradlctxons between mdustry and an are embodted in the terms pubhsh-
vmg mdustty and -house and because pubhshmg is a busmess where the product is
"art the mdustry w1ll always to a certam extent mﬂuence the cultural or artxsttc
value of the output .

| In Bntam the mergers have changed the face of literary publishing as well.
Tradtuonally the centre of publtshmg has been the work of art and its hterary value
and the most lmportant person in the publtshmg house was the pubhsher/edttor the
person who selected the manuscnpts for pubhcatton The author as the creator has
1deally been nurtured and gurded accordmg to need by his or her edltor/publxsher |
and the edrtor has been at the disposal of his or her author. Also, the edrtor/pubhsher
was often responsrble for the whole process from edrtonal work on the manuscnpt to
ideas and suggesnons on dust cover and pubhcxty Today the editor is frustrated |
because the pubhshmg house has become so blg that dxfferent functrons are taken
care of by Specrahsed departments and he is therefore no longer solely responsxble

Tk
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for "his" book within the publishing house. The author is frustrated because he -
because of takeovers and mergers 1o longer knows who his editor is. ’
" Thec conglomerates are run by the accountant whose responsrbtlrty is to
"+ maintain and increase share price; this creates an mevrtably short-term
. .- focus and instability of management..
The effects of that instability create a new rmpersonahty 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 3?0.‘?"11-‘“ N

. The edrtor/author relattonslup cau become the hallmark of the smaller pubhsh-
xng houses m so far as they are smaller un by the owners and therefore able to run
a tradttronal pubhshmg house In fact some houses have been started by former |
edrtors What can happen as well - and is happenmg - is that authors who start up “
wrth srnall pubhshmg houses can when they have gamed some recogmtron and o
populanty, get hrgher advances from the brgger houses than the small and move on
to them It 1s a clear example of how the caprtal strong conglomerates can mﬂuence
the publtshmg scene It is not only a quesnon of author advances, but also a quesuon
of havmg capltal for larger promotion campaigns, of having paperback unprmts '
whlch can pubhsh paperback editions of the txtle

| The change in edttor/author relauonshrp has two 1mphcatrons wlnch is furthered
or mfluenced by the mcreasmg Competttton on the market -

| One is that the literary agent becomes more important. When the author s tres
wrth the edrtor and thereby the pubhshmg house weakens, he turns to ‘the agent. It is
the agent s Job to place the work of h1s author wrth 3 pubhshmg house. In this way
the trend of bestsellensm and growth is furthered because the old tradmon of
nurtunng an authorshtp rather than publtshtng a sertes of tndlvrdual books dtsappears
from the pubhshtng house ' -

N Secondly, not only are the ttes between author/edltor weakened because of the
mstabtltty in the house, but also the emphasts on growth rather than development in
rtself removes the publtshmg house from the tradxttonal way of publlslung authors
and burldtng up a backhst The backist ends up berng a mtxture of more or less )
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
conglomeia&es 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 the fiction titles published were in paperback."” 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 literaiy 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 smail and handy paperback
editions. What is most interesting about the paperback original venture is that many
lists consist of first novels. o |

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:"At that time few publishers were aware of
the importance of author and book promotion. '™

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 have 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 :"If the book is worth reviewing it gets revxewed""’ it is
still to a certain extent arbntrary wlnch novels get revnewed - .

detors and rev:ewers are, it would seem free to make the selecuons 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
. asto the value of any novel occur mv1s1bly, behmd the scenes.' mo
What is problemat:c for the lxterary novel is that the pubhshmg houses do not
spertd 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 -
publncnty and some do not, a blgger gap between their selhng powers is created
The sntuatlon in Denmark is different from that i m Britain. A major part of the
debate in Denmark discusses publxshmg house contracttons in terms of concemrauon
of power on few hands rather than the erosion of the author/edxtor relatnonshxp
When lookmg at who owns who, when it comes to publishers of fiction in Den-
mark, it turns out that the most prestigious house, Gyldendal, 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 Gyldendal publishing group consists of
Gyldendal, four other general trade publishing houses - Samlerens Forlag, Tiderne .
Skifter, Forum and Spektrum - The new Danish National Encyclopedia and 1/3 of
the library supplier Dansk BiblioteksCenter. The Swedish Bonnier group, which also
concentrates on publishing, owns the Danish Ringhardt og Lmdhof The Brmsh
Blackwell group owns the Danish Munksgaards Forlag group which in turn owns
another ﬁve general trade pubhshmg 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

Profile of the British and Danish Publishing Industries ”



to the Gyldendal group is much more commercial. It publishes most of the maga-
zines published in Denmark. But in 1992 the group merged five of its general trade .
publishing houses into one house called 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 will be in charge if it wants to stay in that section of the market.

The pubh'Shing houses are either small, mainly 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 Brondsted, 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 pubhshmg mdustry Andit i

is a great, great advantage, because there are things which succeed and

there are things which fail. They 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

owner.'"! . ; L .

In Britain the Seven Sisters are thought of as either minimalists or maxima-
lists"? The minimalists, 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""** HarperCollins is one of the
maximalists, with all imprints under one roof in a modern office block in Hammer-
smith, London. MacMillan is a fairly new convert to the maximalist view, and lan
Burns from this group says about HarperCollins: : S

I believe this branding has heiped 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.™ et .
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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, tradmons and expectations to its
fiction list from the public cannot be disregarded. - IR ;

| John Feather gives an historical background for the mergers and acquisitions
which have governed the British publishing world during the 1960s - 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 cnpable heir had been produced by the time the
publisher either died or retired.!” 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 Ian Burns is yet another indication of the strength of
the bookchains i in Bntam o

In Denmark there are two chams Arnold Busck and G.E.C. Gad but far bigger
is Bog & Idé wluch is a cham of mdependent booksellers These stores and most
other bookstores in Denmark are a sorry sight compared toa Waterstones or a
Dillons. They tend to look like a mixture of a W.H. Smith and 8 Rymaas. The
Danish market is 50 small that only in cmes such as Copenhagen and Arhus cana .
bookstore survrve as purely booksellers ‘ |

Damsh Booksellers are regulated by an arrangement between the Damsh
Pubhsher Assocxanon and the Damsh Bookseller Assocxanon It is an exclusxvrty
pnncrple whrch regulates who can trade thh books partly thmush approval of
bookshops ehgxble to trade wrth the books of the pubhslnng houses mvolved In |
pracnce tlus is of mmor consequence, but the other aspect, the Damsh Net Book
Agreement is unportant Not only does it deczde prices but also that books above a
certam prnce and this i is most books cannot be sold through other channels than
the approved bookshops .
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The exclusivity principle is debated in Denmark, but in a country so small and
with a strong cultural policy tradition, no one is really 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 would most likely mean fewer and less well-stocked book- -
shops, 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. : SRS SR

- Bog & Idé 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 & 1dé 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 publishers. 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 & 1dé we have 1o narrow cultural or literary obligations. We g0 ~
- 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 pubhshmg house has pubhshed the book. We go for what is

o oseflable. oo T T T
" Part of the current debate in Denmark is on the povVer of the booksellers. '
Nonetheless publishers interviewed for this study do not find it & problem to get their
books placed with the booksellers. This is probably because they are all well- =
estoemed houses. On the other hand they are also representauve of the publishing -
scene in Denmark. Most literary fiction is published by well-esteemed houses.

The publishing houses generally think that booksellers should promote books to
the readers more than they do at present. And this is certainly a valid criticism where
literary fiction is concerned. But the pressure which is put on British publishers to
think up and finance huge campaigns in order to get their books into the stores, does
not exist in Denmark. So far publicity still 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 eQerything 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 4 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. Ringhardt og Lindhof started this book-of-the-month idea, and
has for many years had great success with their middle brow list. Since then various
publishers have hooked on to the idea with varying success, and the latest is Gylden-
dal’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-
natidnforthis. e | .

- When Allan Lane started Penguin in 1935, Qhe bought paperback .fight,s from the
hardback publishing houses. He was the first to start a ;ucce.ésﬁxl 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 qutckly
discarded that degradmg lmage They were paperbacks whrch sold JllSt
- like hardbacks."” . - . ) . L
‘ 'In Denmark cheap edmons did not become successful until the late 1950 where
the general affluence unproved hbranes and educanon mcreased the readmg pubhc
to such an extent that it could support the cheap editions. "™ By then the success of
Pengum was well known in Danish pubhshmg crrcles and a long list of hsts o
appeared all wrth an ammal as its logo. The most successful list was Tmnebageme
pubhshed by Gyldendal usmg the House’ logo of the crane on their cheap edition
lxst and named the list after the crane. In this way the paperbacks or cheap edmons
were always pubhshed by the house which owned the rights (prrmanly, they may ;
have bought a title or two) In the tradmon of Pengum they used an ammal name
but what they did was 10 use thetr own titles to their fullest '

Thrs paperback market is vrtal to Damsh pubhshers Wltll a small market wlnch
cannot be expanded over the borders every possrbthty of uttltsmg a title must be
used ‘Most publxshmg houses in Denmark have lists consrstmg of rmddle brow to’
lngh brow ﬁctron This ensures proﬁt making titles to make up for loss malung
titles. ' ’

The houses also put an emphasis on authorslnps rather than titles. By nurtunng
their own authors from unknown first novel authors to popular authors who can sell
on thexr name, they ensure that backlist titles can bring in a proﬁt in the future if the
author becomes successful. Therefore the edrtor/pubhsher author relauonshxp n
Denmark is still strong. - . oo g T Ty T

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 house 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 the 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 Lindhardt og Ringhof, the Munksgaard
group, Borgen/Vindrose have started the book club 12 Beger 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. * = .« . : Pt e

T have here touched upon another aspect of the Damsh 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 Bogklub, Samleren (both owned
by Gyldendal) and 12 Boger are middle to high brow book clubs with the occasional
foreign bestseller - as are the publishing houses. These book clubs are important in
the Danish publishing world because the paperback market alone cannot bring in
sufficient earnings. . . = R ~

-In Britain llteraxy fiction and book clubs have never been assocmted w1th each
other: .. e T

" Most hterary folk, 1 suspect would no sooner admit to being members of

a book club than to taking their annual holiday at Butlins.'® -

' This may be changmg due to the two book clubs Quality PaPelbaCkS le ect and
the Softback Preview which, like the Danish book clubs, offer quahty fiction. The
difference is that in Denmark these book clubs are institutions and an accepted and
recogmsed way of buymg books, whereas in Britain this is something new. The other
difference is that the Danish clubs are owned by pubhshmg houses, whereas the
British are owned 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 Beger, shows how the Danish pub-
lishing world also expands within the tradition of keepmg subs:dmry nghts m-house,
that is in a vertical structure. ' AR : SER A R I SRt

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 lack 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 Scarles, the sequel to Gone With the Wind,
simply because Gyldendal had published Gone With the Wind."® But as the publish-
ing houses are few, there are no major auctions for bestseller titles, and there would
have been very few subs:dxary nghts to sell had the structure been horizontal rather
than vertical. . = : o .

"The overall picture of the British and Danish publishing worlds in comparison,
is that of the big, commercial market and the small, traditional market still 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 title output is
translations - neither is it towards "quality”, rather it is the system not the content

- which is conservative. - E

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."'*' 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 lacking 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 FICTION

This chapter deals with the factors which influence the publishing bf
translatedﬁction. It shows thar British publishers primarily translate from
languages they speak. They choose titles for translation which, apart 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 publz’shers do not read Danish. British
= fiction in Denmark is also chosen for literary quality but does not have the
" added criterion of being able 10 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-
e pdpers 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 the original language. British fiction is
" therefore not disadvantaged on the Danish market as Danish fiction is on
" “the 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 thc publxshmg world
of translations in Denmark and Britain. o

" * The main part of the chapter is based on the interviews and bere the main
issues are the factors which influence the selection of titles for translation. Such ‘-
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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* . There are no official statistics on fiction in translation in Britain, but The
Danish Literature Information Center has published a bibliography on Literature .
from Denmark'®. 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. S .

There are two separate blbhograp!ues 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. . - ... . . - R C

- Of these 106 titles, 13 are by Karen Blixen or Isak Dinesen. She is, next to
Hans Christian Andersen and Seren Kierkegaard probably the best known literary -
Dane, Professor Sven H. Rossel says somewhat optimistically in his introduction to
the bibliography: "The works of Karen Blixen (writing under the pseudonym Isak - -
Dinesen) are no longer the only books that can be bought - and enjoyed - by readers
of English",' 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 Qur of Africa, which was based on her life, and -
partly by the film Babertes 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 Gress 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 Hoeg. 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 Béng and Martin A. Hansen, who are influential, ciassical authors in
Denmark. The list includes Dea Trier Morch, 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
fiction is represented by Leif Davidson and Peter Hoeg. All in all the list represents
some of the best of Danish fiction and a variety of it. - .

_ . The titles have been 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 .
conglomerate 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 pubhshers
who in general publish translated fiction. This is mainly because the Danish titles = .
published in Bntam are ;Sart of all the foreign fiction being published in Britain, and
this again is part of the publishing industry as such. It is characteristic for the
publishers in this sample that they cannot remember the Danish titles specifically, but
often in my interviews with them use currex;t titles from their lists to illustrate their
various points on the pubhshmg of translated fiction. .

- Seven pubhshers have pubhshed one book each. Among these are the bng ‘
mdependent publishers MacMillan and the mainly academic pubhsher 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 lt
specialises in translated fiction, and because Miss Smilla’s Feeling Jor Sno)w, was .
published while work on this thesis was in progress. ‘

Quartet Books and Serpent’s Tail have published two Danish titles each. 1 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 titles. Apart from this similarity Quartet Books is a middle size publishing
house and Sex:pent’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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Dedalus specmhses in European literature, and unlike most publishing houses, it is
not London based. BT I O L e
: One house, Marion Boyars, has published four Danish titles, all 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 specnahse in foreign fiction. I have
also spoken to Marion Boyars. ‘ S

I have also spoken to the small publishing house Norvik which specxahses 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. A

* The Danish publishing houses have been chosen differently, mainly because 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 ﬁndmg out the title output of the established trade
publishers. Pl SRR S
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 are general trade publishers where translated fiction is an integral part of the
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. : a

Since the purpose of this was not to compile statistics, but to identify the main
publishers of British fiction the figures the sample showed are not reliable, but the
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British title output from eighi of the 13 publishing lists 1 analysed, indicates that
British titles, on an average, constitutes 11,5 % of the title output, whereas titles
from English speaking countries constitute 36,5 %. = ° ’

* This varies within the publishing houses, where the British title output may be
20% or 6%. Percentages can be dangerous. Sometimes 20% are S titles, sometimes’
30 titles, but since a publishing house’ efforts and interests for British literature is
shown in how i)rominént 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 have spoken to Gyldendal since this is the biggest and most prominent
publishing house of quality fiction in Denmark. It was estabhshed in 1770 and has
since then been the blue print publishing house in Denmark. R

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 speaking women’s writers. The house is of middle size. -

" Rosinante is a small publishing house started by the publisher Meréte Riis, but
now part of the Munksgaard group. Besides being a well-respected publisher Merete
Riis is also the Danish pubhsher of Peter Haeg, the most successful Damsh author
abroad since Karen Blixen. =~ At co -

" In addition I spoke to Samlerens Forlag, a subsidiary of Gyldendal. It is a
small publishing 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
Tiderne Skifter, It is of the same size as Samleren, and like Samlerens Forlag it is a
subsidiary of Gyldendal. Its list of Brmsh authors is almost xdentxcal to that pub- :
lished by Samlerens Forlag.© ~~ S ‘ o

" The publisher from Tiderne Skifter was willing to talk to me at a "later date"
since he was very busy when I contacted him. Tiderne Skifter is in many ways
similar to Samlerens Forlag (though in some not), the answers from the four other
publishers were quite homogenous and lasﬂy, I had spoken to Tiderne Skifter’s
publisher on an earlier occasion™ 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 classical 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, Julian Barnes, Ben Okri, Bruce Chatwin,
Martin Amis, Ian McEwan and Jeanete Winterson. |

The publishine of Translated Fict |
" 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 hold of manuscripts or foreign titles

for translations. They all have to print their chosen titles and they all 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 ther same market, and though there are differences,
there are also similarities. Therefore some of the methods British and Danish
publishers use are alike, while some of their work is inﬂuencéd 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 foreign 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 manu’script 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
foreign titles. Though an agent may talk up a book for a pubhsher a pubhsher will
not rely on this information’ solely If a book is not talked about w:thm the Old
Boy’s Network a publisher is not hkely to pay much attent:on to 3 ntle Likewise if
an agent can show who else is interested in a tntle, the publxsher in quesnon will pay
more attentxon to why these other pubhshexs would pubhsh the t:tle than to the
praxsesoftbeagent RS o Ll ey

One r&son for thxs is of course that the agent is uymg to sell the title, the
other reason 1s that tlus network is based on mutual trust. A Danish pubhsher wﬁl
tell a British pubhsher whether he or she thinks the Danish book the British publisher
is consxdermg is good, rather than trying to promote Danish literature at all costs.
The latter method would backfire, not only for the Danish publisher who may be’
deemed untrustworthy, but also for Danish literature as such, since a publisher who
has once taken a chance on a not quite worthy title is not hkely to take a second )'
chancethhDamshhtemmre B S

" 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 forexgn 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 they
are going to look at, the fair is mainly for the meeting in person of the pubhshcrs
and agents This is where the last negotiations are done and where a possxble '
auction may be held, but the main 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:
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- We go around and confirm 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
* [contacts]. (...) 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, goto 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
cooa meeting where you know what you are going to be told [nothing new is
~ going to develop]. That i is also why thlS is such an mcredlbly personal
- business. "o |
: NThough the personal contact is the main source of mformatton for the translated
tttles Damsh pubhshers have a greater chance of hearing of the titles than the
Brmsh Most publrshers recerve the Bnttsh sunday papers such as The Times and 77te
Observer they read magazines and the trade pubhcatxon 77!8 Bookseller Because of
tlus they are able to geta general picture of the British market Though most titles
are sold for tmnslatron before they are pubhshed on the homemarket, a general
awareness of the market can lead to translatxons in the futwre. .
* Wlthln mformatton theory it is a well-known fact, that you cannot seek out k
mformatron unless you are aware of an information lack. So if for instance a Damsh
pubhsher become aware of a new trend or a new author he may not choose to
follow this trend or pubhsh the new author now - - either because the Damsh market
xs not ready for it yet or because hrs programme is full for now - but he w1ll be
aware of thrs for later use. . : o
. Brmsh pubhshers cannot read Damsh and they are therefore not able to keep up
with what is happemng on the Damsh market.

Some Danish pubhshers employ scouts who work wrthm the Englxsh-speakmg
market. Thelr JOb 1s to be aware of titles relevant for the Danish market and the
part:cular Danish pubhsher long before the publication on the home market. British
publishers do not employ scouts on the Scandmav:an rxuu'ltet"6

That British publishers do not employ scouts on the Scandmavxan 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 8 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, Samleren, 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
tohaveaprogrammebxgenoughforthls SRR TR R

" Though the British publishing houses I spoke to are not necessanly smaller than
the Danish, or on the whole have 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 publishers I spoke to, only Harvill seems to have the status
the Danish pubhshers have. That is, only Harvxll has a programme wtuch seems big
enough to vahdate the use of scouts - \ ~

All in all the Damsh pubhshers have a larger basns for selectmg Brmsh titles
than vxce versa Tlns 1s because Danes can read Enghsh but also because thc Danish
market is open to Bnnsh hterature This market and the size of the translated fiction
lists are of a size in Denmark which warrants the use of scouts. ‘Opposed to this, is
Britain, where the translawd ﬁctlon market is small and the market for Danish
fiction even smaller There isa lack of mterest for Danish literature. :

o Though the basxs for choosmg Danish ﬁcnon is smaller in Britain than for
British hterature in Denmark, both share the most xmponant source, namely the Olcl‘
Boy’s Network. Since this is the most lmportant source both British and Danish
pubhshers have a fan' chance of ﬁndmg utles ‘The lack of Danish titles on the Brmsh
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market is therefore more an mdxcatlon of the salablhty of Damsh ﬁcuon than result
of the smaller basis for selection.” ~~ © - S

The above descnpt:on of the OId Boy s Network indicates that this network is
not only a source for selection but that it also plays a part in the decision making
process. The main criteria for selection are lxterary quahty, salabﬂxty and the profile
ofthepubhshmghouse Loy DL LN

The selectlon is based of course on the mformamn the pubhshers have
gathered All pubhshers whether Damsh British or mesh sort through 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. - N A T TLITE FE S

Since British publishers do not read Danish they are dependent ona 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:

German, 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’ll be an English -
letter, and a description of the book, but it is really not the same as Pete -

: Ic;;hg’g up,at mght thh a volume of a French book And that isa prob-

" There seems to be ak édrrelatidn between what xénmges can be read in-house
and what books are published. The main language is French which could be read in
all the pubhshmg houses, in two houses German could be read and in one Italian.
All the publishers used Latin Amencan literature as an example of translated
literature which was successful, ‘but so did Danish pubhshexs when they were to give
examples of other than Anglo—Amencan fiction which was successful on the Danish -
market. Latin American fiction, represented by authors like Gabriel Garcia Marquez
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and Isabella Allende are therefore to be seen more as an European | trend or fashion
than as a general example of translated fiction on the Brmsh and Danish markets.
The Danish pubhshers I spoke to all read Enghsh Merete Riis from Rosinante
said the following when gsked“whether that perhaps meant that the publishers had a
greate intrest in lterature from the English speaking 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 128 v ,
... 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 country can indicate that this title will also be of
interest to the particular publisher. o e o
- In 1994, Samlerens Forlag published Michael Larsen’s Uden sikker Viden
(Without Certain Knowledge). It was first solg 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 house'®. Peter Holst, Michael Larsen’s
Danish publisher, is in no doubt that the reason why so many publishers have been
interested in publishing the book, is that Carl Hanser Verlag bought it first. He says
that other publishers would have noticed this and perhaps borrowed the reader . -
opinion from the German pubhshmg house, and have on the whole discussed the -
bookmthcolleagues L IR R A SR L
-~ Another example is the bugely successful Miss Smilla’s Feeling Jor Snow by
Peter Hoeg. 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, 1s that the edltor at Farrar Strauss and Gn'oux is Danish. Thxs not only
removed the language barner but added a cultural and personal mterest

It is not a comcxdence erther that Michael Larsen’s book was first sold to
Germany Germany has a tradxnon for pubhshmg Danish books. Peter Hneg s first
book was pubhshed in Germany, and this as well was part of the reason why the
mtematlonal pubhslnng world pmd S0 much attention to Mlss szlla s Feelmg Jor
Snow. : NI s

It is also interesting to note that the Danish publishers I have spoken to think
that the success of Miss Smilla’s Feeling for Snow has opened up the international -
market for Danish literature. Not to the extent where every Danish book can be sold.
It would still have to be the best of the best. But it has opened up because Peter
Heeg’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 Karen
Blixen aka Isak 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 Hoeg’s success.
One is Michal Larsen’s Uden Sikker Viden, the other is Solvej Balle with Ifolge
Loven (According to the Law) which was sold to Peter Hoeg’s British publisher
Harvill. Harvill has also published Borderliners and A History of Damsh Dreams by
Peter Hoeeg, which means a stronger Danish profile. S e

" The question is of course whether this opening up of the publishing world -
towards Danish literature will last. Tradition and reputation are not created over-
night. 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 quahty criterion as & way of excludmg translated
fiction: R : ‘ S '
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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

homegrown [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.'*®

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 hegeniony. 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. 1t is not possible to ascertain since there are no 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 speaking 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 wrder readershrp in order to make a profit, but they would not pubhsh the novel in
the middle, because there are plenty of those novels as itis. - . . .

Another crlterlon for selectxon is that the author is already on the llSt All
pubhshers whether in Denmark or Britain believed in pubhshmg authorshxps that is
publishing all titles by an author. The rationale behind this is that the success of one
title from an author can lead to sales of titles on the backlist. That is one of the - -
reasons why Harvill is now publishing earlier books by Peter Hoeg. 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. - ' ' S
.. Much more than the British pubhshem the Damsh publxshers emphasme 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 lose
the author to a publisher who will. L R . T

. ~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 Stangerup 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. . - | o R -

. Besides the criterion of quahty, translated ﬁcuon in Britain often has to pass the
,culturally relevant” criterion. Quartet, for instance, chose to publish Simurghen by
Elsa Gress beca\:lse ‘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 explain 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 msxght that only that country can provide. When 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 insight i is of parucular
value and that is what one should be gomg for Bl D
The Damsh pubhshers do not talk ‘about whether Brmsh ﬁct:on can travcl the
cultural distance to Denmark Bntlsh culture is well known and as Lw Bendtsen
from nghardt og Lmdhof points out even the whacky" thmgs are easy to
understand. She is also the one to pomt out that Danes 100 can get pnvxleged msnght
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 living in Denmark. =
. Another criterion for selection is how well 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 countries 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-through with a later title, . . e NI co
~. . Besides that, there is the question of ﬁnancxal v1abllxty, itisa questlon of how
bxg a readership the book has and on how much the publishers can sell to bookshops
and libraries. ‘ o . T T I
. Inthe questxon of sales to booksbops and hbranes, pubhshers 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, ... SRR
. 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 which
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 American/British -
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.'® |

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
1t 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 readershxp, margins must also be
important concerning translated fiction. o

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 nghts 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. T o

.. 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 r
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 Literature 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. i o -

- Danish publishers also receive grants for tmnslatxons but accordxng to them- -
selves, not for British literature. The reasons given for this are that there are plenty
who will publish it and there are probably languages/countries which are more
needy. The ﬁgures from the Danish Literature 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. . e e T

- British publishers do not think in paperback editions since smaller houses
seldom publish both hardbacks and paperbacks. But both Quartet and Serpent’s Tail
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publish directly in paperback. Marion Boyars tries to sell 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 sell. 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 narrow readershxp ‘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 opuuon can be found in the British titles the
publishing houses publish. - R ‘

Liv Bendtsen from Ringhardt og Lindhof said that British titles sold as well as
Danish titles. On Ringhardt og Lindhof’s list most of the best known woman writers
can 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 Holst from Samlerens Forlag 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.

1t 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-
mental 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. Likewise 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, sﬁch 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 people, they are more open to English language 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 of 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 of the launch of Brother . .-

-+ Jacob by Henrik Stangerup published by the small publishing house : . - .-
©~ Marion Boyars and the launch of Miss Smilla’s Feeling for Snow by Peter . -

- Hoeg published by the HarperCollins owned Harvill. Both titles are

translated 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- : . .

. stocked bookshops at the time of the launch. This again led to huge sales
+ ' and later on to the publication of the title in paperback. 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 talked up and

-+ because it was not deemed likely to sell it was not widely stocked by

bookshops and did not sell enough to cover its own production costs. This =

- is the way most translated fiction is perceived, promoted and sold. The

role of publicity on the British market is therefore an added disadvantage

- Jor translated fiction on the British market. .

o

o P :
DA

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, Hoeg, 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 Henrik Stangerup and Miss Smilla’s
Feeling for Snow by Peter Hoeg. 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 Williams during the launch of Miss Smilla’s Feeling for Snow and on a later
interview with Marion Boyars, Harvill also made press releases, the publicity
schedule for Peter Hoeg and other material available. In addition two buyers from
respectiVely Waterstonés and Dillons 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 close 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. ‘

- Bt first, the importance of the bookstore. Reader and bookstore are inter-
linked, partly because the bookstore makes the book available for the potential
reader, but also because the bookstore through its display of the books can enhance
tile reader’s chances of becoming aware of the book. The bookstore therefore
functions as a gatckeeper 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 "a book".
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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 remaindered 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 thetr books Jacquelme Graham says: ' ‘

An 1mportant criterion in any bookshop’s backing of a tttle is the pubhcxty

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 publ1c1ty schedule is in prospect. If the coverage materializes and the

author is a compelling performer in the nght media slots for him or her

the result should be 1mmechately apparent in sales,'®

o In the quesuon of avmlablhty and awareness of titles reader and bookstore are

lmked through the twin concepts of promotion and pubhcnty It is mmnly the
pubhshers who are responsible for promotion and publicity. Promotion is aimed at
the bookstores, and the function of this is to make the bookstores aware of the books
and to promote them to the extent Where the bookstores Wlsh to stock them Pttbhct-
ty 1s atmed at the medta newspapers magazines, radto and televxston Though
pubhcrty is atmed at the medta it is mdn'ectly aimed at the reader smce medta )
coverage bnngs pubhc attentlon to the book and thts, of course, is why pubhshers
want the medxa coverage , L
4 | The dmdmg lme between promotton and pubhctty is not smct but generally
promouon is the responsrbxhty of the marketmg depnrtment whxch wxll be respons:ble
for producxng dlsplay bins, posters etc. It is also the xnarkenng department which
mforms the bookshops and the head offices in the book chains about new releases
and it is the marketing 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 pubhshmg houses both publicity and promotxon are the responsxbxhty of
the sales manager or the pubhsher k .
o The promotion campargn (both pubhctty and promonon) is of tremendous
1mportance for the sales to bookshops lf the bookstore knows there is gomg to be a
big pubhmty campatgn, they wrll buy the book, if not and the book may seem -
shghtly obscure, whrch most Damsh novels wxll they may not buy the book Gary ,
Spence from Dlllons says
::.: « There are so many books pubhshed each week that we can’t ﬂnd space for
... all of them. Some of them we put on maybe some of the smaller display
tables at the back. Some of the smaller amounts of new titles, where we
- maybe only take haif 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 on the fiction section, so they don’t
~ get the publicity which would help us sell more. It is a bit tncky but we
' havetopromotethebooksweknowwecansell Mo
The pubhshers know the tmportance of promonon They know t.he buyers tn
the bookstores are gomg to ask the reps about the promotxon budget and they know
the answer to the quesnon is gomg to decnde whether the store chooses to stock
none two or twenty copxes of a tltle and xt is gomg to dectde how the book wxll be
dlsplayed |
h All pubhshels wxsh to see thetr utles prommently dlsplayed All pubhshers wnsh
to sell as ‘many coptes of thexr titles as poss:ble but when dectdmg how to promote a
ntle vanous aspects are taken mto consideration. The pubhsher especnally small
pubhshers cannot afford a btg promohon budget Therefore tbey may choose only
to send out revrew copzes thh a press release. This is how most books are promoted
whether itisa b1g or small pubhshmg house Another consrderauon is the potentnal
readershrp the pubhshers presume a book may have A thnller will have a bxgger
readershlp than a high brow novel based on Klerkegaardlan phtlosophy A novel by a
well-lmown British author will have a btgger readership than a novel by an un-

known Danish author.




' Likewise the literary editors in the media will choose to review titles which
they presume most of their readers will be interested in - or tbey will choose to
review titles they themselves are interested in. R A

" In 1992 the small publishing house Dedalus 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 respecuvely The Tlmes and The Independent
were sent out w1th proofs and press release The novel fmled to get any reviews. In
the same campaign Dedalus published a Greek, a German and a French novel. The
French novel was Book of Nights by Sylvie 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.™ .
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”. As 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 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 information about the book on pubhcatlon Penquin had not noticed it because it
was a translation. But because Richard Goth the literary editor at the Guardian is = -
interested in Latin America and therefore chose to do a piece on ~’Pedro Paramo, the
book received the attention needed.'™ . L . o i

..~ Publishers of translated fiction do therefore face the paradox of wantmg to
promote their titles and of having 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 sympathetic buyers, literary editors and a bigger readership than a Danish
.. None of the publishers I spoke to would or coufd say which books they
promoted more than others. Their general answer to the question "Do you promote .
some books more than‘_othekrs 7" 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-
pmgn If they were to do a bigger campaign it might be: ‘ '

, a book by an author we had already pubhshed ona subject that was elther '

"paﬂ:xcularly 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 thmk you are gomg to break through mto a bxg

- market.”

7 Very few Danish authors have had novels published in Bntam and of those
who have, only Hennk Stangerup and Dea Trier Merch have had more than one N
novel pubhshed Smce they are from a small counUy and from a culture wlnch does
:not recelve much mterest they are not hkely candxdates for a blg promouon cam-

“In 1993 two Danish novels were pubhshed in Bntam One was Brotker Jacob
by Henrik Stangerup, and the other was Mzss Smilla’s Feelmg For Snow by Peter
Hoeg Brother Jacob had very small sales (800 copxes) whxle Miss szlla ) Feelmg
Jor Snow four months after pubhcanon had sold more than 21,000 coples

The two books are both falrly high brow Brother Jacob is a book in a trilogy
based on KJerkegaardlan philosophy. It follows Brother Jacob from Denmark through
Europe to MCXICO Brother Jacob is a Franciscan monk who opposes the Reformatxon
and therefore leaves Denmark but whether he is in France or Spam he cannot find
truth wzthm the Church. He ends up in Mexico, trying to form a Utopla among the
Indmns there At his death he is samted by the Indians. o

* Miss Smilla’s Feeling for Snow is a thriller set m contemporary Denmark and
Greenland sts Smilla, a Greenlandlc/Damsh woman wants to ﬁnd the truth about
how her upsta:rs nelghbour a young boy, fell to his death from the roof of the
building they live in. Her mvesnganon takes her through the' world of Greenlandic
lmmlgraxm m Denmark t.he Damsh stockbroker belt and she ends her search in

Miss szlla s Feelmg for Snow deals with the cultural split which people born
in one culture expenence when living in another culture It is a critical descnptxon of
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the influence of Danish culture on the Inuit culture in Greenland. Brother 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 for 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 non-
moving, Miss Smilla’s Feeling for 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. o R L
‘Brother Jacob and Miss Smilla's Feeling for 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 a 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 for 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 Spence from "
Dillons, he told me that Miss Smilla’s Feeling for 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 for Snow had been Waterstones’ Book of
the Month in December. 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 and 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 a specific interest in Brother Jacob by Henrik
Stangerup since the reader would have had to ask for the txt!c in the mre and the
book would have had to be ordered for this reader. R B

" As for the reviews, both books received more reviews than Danish books
usually receive.'® Brother Jacob received 5, But Miss Smilla’s Feeling for Snow
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- received 9 and three interviews with Peter Hoeg. Peter Hoeg also had four radio
interviews. . G le ey BRSSERII: oo D

... 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."'* 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 connection'“. The
reviews in the two magazines both focus on the relevance of the story for modern
day Europe, but without forgetting the religious implications in the novel'. 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. ‘ ST I T DR P

On the whole Brother Jacob comes across as bemg 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"'*
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Miss Smilla’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. All in all there were 9 reviews and all in all they were -
posmve“’ _ ; N I
" All reviews except for Times therary Supplement see the novel as a thnller,
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
itself'“,” 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 Smilla’s Feeling for Snow is defined as a thriller which is
also a novel , “

Where the reviews move away from the thnller genre and see the novel as
rising above the genre 1t is in the character of Miss Smilla. She either develops or
stands as a focal pomt for the European/Damsh Greenland:c tensron But this
tensron or spht is never drscussed in the same way as for mstance the motlf of snow
wrthrn the context of the thnller is drscussed .

t‘ ~ Allin all the revrews see Mzss Srmlla 5 Feelmg For Snow as an exceptlonal
thnller rather than a cntlcal novel about Damsh/Greenlandrc relations. Where
Brother Jacob farls to conform to rrs genre, and the emphasrs rs put on subject Miss
szlla s Feelmg for Snow has 50 many of the trmts acqmred that the gem'e takes
precedence over content , % L
~ The crrme novel has won more and more recognmon asa genre wmch is also
critical of soc:ety, and rt isa genre thb a wrde readershrp ‘The historical novel too
has a wrde readershxp, but it is not a genre whrch is thought of as senous, therefore
Miss Smilla's Feelmg ﬁ)r Snow 1s easrer to categonze than Brother Jacob Thxs is
reﬂected in the reviews. The revrews of Miss Smilla’s Feelzng Jor Snow target the
book’s readershrp the crime reader whﬂe the revrews of Brother Jacob will reach a
diffuse group of people who may be mterested in the Reformatron or the l7th

century or South America.
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Though this may mean Miss Smilla’s Feeling for 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 Smilla’s Feeling
Jor 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 Feelmg Jor
Snow had twice as many reviews as Brother Jacob. R -

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 1 asked her how she promoted her titles, she said:

N Everythmg we do we do w1thout spending money, except our ume and
* our effort and our ideas. But it is not enough Wipom o

Brother Jacob was promoted by sendmg out proofs and letters t0 revrewers and
edrtors Marion Boyars chose to play down the Klerkegaardlan theme m Brother
Jacob. Instead she focused on the story of a good man - somednng wluch the ans
hardly ever deals w:th She also pomted out that the novel was mterestmg from a
rehgrous pomt of vrew and she menuoned lt contamed vxolence, anger, betrayal

" Henrik Stangerup came to Britain to promote the book The htemry edltor of
the Guardian, Richard Goth, who i is mterested in South Amenca was especxally

interested in the novel and he and Hennk Stangerup met over lunch at the Damsh
Embassy Though Rlchard Goth intended to do an article about Hennk Stangcrup _
and Brother Jacob ‘the book failed to get even a revrew _

, Brother Jacob was promoted the way most books are promoted Cons:dermg
the receptxon of other Danish novels it did quite well in gettmg five revrews One
reason for dns could be that certam people within the trade are aware of Hennk
Stangerup and his works The revrews in The Daily Telegmph and The Spectator
md:cate this. In splte of this Brother Jacob only just made it in to the bookstores.
Miss Smtlla s Feelmg for Snow on the orher hand, ended up prommently dxsplayed
in the stores o
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- . When Harvill’s publisher, Christopher MaClehose, ' bought the rights to Miss
Smilla’s Feeling for Snow, he decided to make it the top name of the Autumn 1993
programme. That is, he chose to promote it mtensely, more than Harvill’s other new
releases. . - oo et e : L L

- Long before the book was pubhshed tlns promotton started because Harvill

- chose to talk up the book within the trade rather than to place advertisements in the

press. 2000 proof copies were printed well in advance and sent to booksellers, the
press and other publishers 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
Harvill 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"'®. The department came up with an idea based
‘on Miss Smilla’s 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 Feeling for 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, R T R

The representatives were enlisted in the work of promoting Miss szlla s
Feeling For Snow as well. From Harvill 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'”’, 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 had 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 Hoeg 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 benmark - 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 had 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 vocabulary™'* 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 fof Snow is
described in both articles, but the main focus is on Peter Hoeg, his past professions
as dancer, fencer and actor, and on his character and appearance."He’s a man of
great charm, ndt only of manner and expfession but of movement. It made sense to
remember he’d spent years as a professional classical dancer.™'

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 Hoeg, but as part of the talkmg up campaign
to the trade he was a valuable asset. - TR T : oo

. 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 copies
sold out quickly and three months later 21,000 copies had been sold.. The book is
now available in paperback and 2% years after the first publication it is still not only
widely available but also prominently displayed. Two more books by Peter Hoeg .
havebeenpubhshed . L PR VNP I A

- Marion Boyars w:ll ﬁnd it difficult to scl] the p@erback nghts to Brother
Jacob When the hardback eventually sells out, she may choose to publish it in
paperback herself, just to keep it in print. : o -

 Miss Smilla’s Feeling for Snow is an exceptional example of how well a
translated novel can sell. In fact it has done very well for a literary novel. Brother
Jacob 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 for Snow would have sold better than Brother
Jacob, because more people would have browsed through the A-Z crime section than
the A-Z foreign fiction section, it would never have 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 Feeling for Snow. No small publisher could, and small
publishers are usually the ones publishing translated fiction. But had Brother Jacob
been published by a big publisher it would not have received the same campaign as
Miss Smilla’s Feeling for 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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Jacob it is a historical novel with Europe as its background. It is a more accessible
novel than Brother Jacob, but Stlll it failed to do well.

By promoting some books more than others the publishing world furthers the
bestseller effect, even among literary fiction. If the novel is not written by a well-
known author talked up in the mtemat:onal publishing world (as Miss Smilla’s
Feeling for Snow was), if it has no clear-cut promouonal angle whether it is genre or
subject, chances are it is going to end up on the pubhshcr s mid-list and more or less
left to fight for itself. Perhaps a literary editor with special interest in the subject of
the book will discover it anidng the rest of the new releases. But otherwise it is most
likely to be remaindered without having sold more than perhaps a 1000 copxes

Most Danish novels are and will be by ‘unknown authors. They will either be
mid-list pubhcatxons or pubhshed by small publishing houses not only without a
publicity and marketing department, but without a promotion budget. This will
hinder their availability since the bookshops either will not stock them or will only
stock a few copies for a short while. Without reviews and hidden away on the
shelves, they are not likely to come to the attentlon of thexr potexmal readershlp and
theyarenothkelytosell ‘ ' I
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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 support for fiction is to . -
. be found and therefore the structure of the system and the concept of : . . .
o culture used in the cultural funding system as such also influence the
support for literature. The chapter finds that the British cultural funding ,
.o System is kplit 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 in Britain facilitated a tradition such as the
educating/leisure tradition and also with the British emphasis on liberal- -
. ism, legislation for industry. It is also shown how liberalism and John . . .
- Maynard Keynes' preference for the performing arts 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 educatinglleisure tradition. The
chapter shows that Danish cultural policy is also a result of the welfare .
- State but that this system is all-rounded with legislative support for artistic -
- production and artists, and a public service dissemination tradition. )
Influences can be traced to thg perception of 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 Grundevigianism, 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 10 a meaningful leisure time. The same influences can be traced
- - in the concepts of culture used where Danish cultural policies have
included democratisation of culture, cultural democracy and folklore .- . -
- whereas British cultural policy has primarily used democratisation of =~ -
 culture and left in particular folklore 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. ISR ERTREE S S

. Other purposes have shaped cultural policies. Some Govemments 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.

Cultural economics have identified three justifications for supporung arts and
culture'®, They are the market—fmlme argument the ment-good argument and the
pubhc-good argument B ‘ v

To support arts and culture from the pomt of view of the nwrket«faxlure
Jusuﬁcauon 1s to support art forms such as the translated hterary novel or opera
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
dxscuss the- x;aiue of the product or the reasons for supportmg it. _

The ment—good Jusuﬁcauon on the other hand focum on the value of art It is
not the monetary value whnch is the centre of the argument but the mmns:c value of
art. It is an art for art’s sake Jusuﬂcauon whxch focuses on the aestheuc and on the
autonomy of art Thxs argument sees art as an express:on of the best of mankind and
therefore worth prescrvmg o
o The pubhc-good Jusuficauon sees S art as part of soc1ety Art reﬂeas and o
mterprets 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. \ S .

In most cultural pohcxes the three Jusuﬁcanons for support intermingle with
most emphasis on the merit-good and pubhc—good reasons, and often work through
the market-failure reason. -

"~ The three justifications, especxally the pubhc-good justxﬁcanon also separate
the tradition within 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 responsxbxhty 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 why culture should be supported,
though not necessarily in what and in how culture was supported. The raison d’étre
for including culture in the welfare state can (in a British version) be characterized in
the following way: ' . 2 '

‘The idea was that the benefits that the upper-class had customarily ar- =

ranged for itself would now be generally 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.'” .

Though the support of culture formed part of the building of the welfare state
for both Bntam and Denmark, and for most other Western European countnes the
ways this support has been set up has varied. This is based in different mdmons and
varying ideas of what state support entails. It has resulted in different institutions and
support systems and thereby in different climates for arts and culture.

In Denmark the responsxblhty for support of culture lies with the Ministry of
Culture. In England it is now with the Department of Natxonal Heritage, but this is a
recent invention. On the whole Enghsh support to culture has ‘been fmrly decentra-
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lised through various councils, while Danish cultural policy, with the Mnnstry of -
Culture, is a comparatively centralised system of support. a

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. Of 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, o

' The content, the promotion and well-being of the cultural products are split on
various councﬂs, 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 thh the Arts
Council. ’ ‘ S ‘ ‘ : o
At its roots the system is fragmented in three tradmons 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 legxslatxon 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."*
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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 mterest :
Government legislated. ‘ ' S

Another public service institution, the BBC, was set up "so that the wireless
trade could profit by selling receivers”.'* But where the British Film Institute was -
left to work with small government funds, the BBC had the licence fee and through
this came Government awareness of the immense power of the institution, and 1t was
able to develop the strong Public Service Broadcast tradition. EEREER

The Public Service Broadcast tradition is special and distinct within British -
cultural policies. It comes closest, but is not the same as the third foundmg 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 bemg :
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 cultural 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 phﬂanthroplsts wanted to clevate the morals of the
working classes. The first law to secure the moral elevanon of the people was the
Museum Act of 1845. It was a result of James Silk Buclungham s Select Comxmt-
tee’s investigations of the "extent, 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 he would
choose to lead a productive life for the good of society rather than go to the pub.'*
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Since the beginning the 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 tradmon is conceptualised around this time rather
than centred around ideas, say, of democracy or the functions of art. This is not to
say that the functions of art, for instance, have not had importance in the tradition. It
was after all put to use as a morally elevatmg force. But the conceptual leitmotif in
the development of the tradition has been the uses of leisure. -

 The funcuons of arts and other leisure pursuits have on tbe 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 ext_euial 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 spht

“between education and fun. And this split is to be found back to the beginning of the
tradition. , |
In connectlon w1th the People s Palace in the East End of London Samuel
Bamett who believed in the morally elevating forces of art and Walter Besant who
believed that the joy of art could improve social conditions and install middle-class
values had 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 questlon what is the end misr

Barnett and Besant the two mneteenth cenmry phﬁanthroptsts both thougbt
thhm the top—down u'admon of :mddle—class phﬂanthmpxc provmon for the working
classes and mstallmg moral, but essennally mxddle-class values. The provision of
leisure pursmts have up until the 19@s fouowed this lme though in somewhat less
patemahmc vemxons of prov1dmg a common natloual but agam essentmlly xmddle-
class culture.
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In the late 1960s and early 1970s the welfare state - though not having forgot-
ten leisure in the earlier stages - began emphasising leisure as a right 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 togethér with new ways of peréeiving leisure as advocated by for instance
feminist research led to an even more profound split in the cultural funding system -
where the providers such 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 Romance 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.'*

I think that most professional leisure providers still take the new msnghts of the
1970s into consideration, but at the same time the 1980s brought new Thatchente
inspired trends in which good commerc:al 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 café with quite a nice museum
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 suppomug *
something which cannot survive in the marketplace.'® T o

Fred Coalter in Recreational Welfare, talking from within the lelsure/educatlon
tradition of the conceptually split cultural funding system explams ﬁlat '

The estabhshment of the Arts Council and the Nanonal Parks and Access

to the Countrysxde Act, 1949 were essentially preservationist measures,

rooted in elitist views of fine arts or landscape and rural idyll and their -

conmbuuon to the democratisation of opponumues was lumted o

| 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 exlstence 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
care of . | C = P
The Arts Council, dealing thh the products wlnch are tradmonally thought of
as lugh culture and the ﬁrst councxl set up thhout mdustry tJes, is the most influen-
tial pohcy-maker ' A ‘

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 snlences have been as sxgmﬁcant as its

- decisions and proclamations,'® 4 .

" 'The Arts Council was the last crystallisation of the fragmentation of the British
system emphasxsmg the artistic content strand of the fmgmentauon dlsregardmg the
leisure/educational tradition and free of the ties to mdustry | "

" In the concepmally fragmented support system Governmental attempts have
been made before the Mnustry of Heritage to show interest in the ﬁeld But it has
not been possnble to overcome the split. S I
7 In 1965 a posmon as Minister for Arts and Libraries was created and the ﬁrst
one to hold this posmon was the dynamlc Jennie Lee. The Mxmster for Arts and °
Libraries was a junior post under the Department for Education and Science. Jennie
Lee did much for the arts, and she formed a policy in the white paper "A Policy for
the Arts”. One of the things she addresses here, is the nwd “for more systcmanc
planmng and a better co-ordination of resources. "'
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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 '

first 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-

cient 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 mterest effec-

tive in any real sense of the word.'® -~

Whether a country chooses to set up a Mnmstry of Culture or chooses a
ﬁ'agmented SYstem such as the Brmsh one tcnds to be a reflection of how the country
in general has orgamsed its polmcal infrastructure. M.C. Cummmgs in his essay
Government and the Arts m the Modern World explains that the orgamsauonal
structure of arts fundmg tends to mirror the way other areas of govemmental concem
is structured.™ That is, if the values of a government, like the British, is pﬂmaﬂl)'
liberal, it will seek to mterfere as httle as poss:ble To set up a cemrahsed mesn'y ’
of Culture, would s:gnal mterference in what would be thought of asa pnvate ’ ‘
concern. ‘

In Britain there has been a strong tradmon for leavmg much of the socnal work
to private citizens and chanty orgamsanons That is for the cmzcns of the country to
volunmnly do nght by others, rather than for "the othem to have nghm The Arts
Council’s annual report from 1952-53 tmrrors thxs convxcuon '

y

A Muustry of Fme Arts would nnpose a chmn of command from top to
bottom; the method in this country, on the other hand, is to recognise a

. chain of responsibility all along the line, from Parliament to the Little
Nessing Music Club.'®
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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 Arts are Promoted'®, as an exam- -
ple the repertory theatres of the 1920s and 30s. Though perhaps not of the best
quality, these companies were struggling, and "the proclaimed social purpose and
- absence of show business quality"® 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 goodwill
which characterised the atmosphere of the Arts Council during Williams’ 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."'* ‘ '

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 possible from normal political and administrative process. ™ )

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 propaganda'™. 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
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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 pohcy-makmg in a hyper sensitive area, but it does also mean that no coherent
policy can be formed. In addmon to the areas of legislation for industry and decen-
tralised policy-making for the a_mstlc content, a third tradition fragments the system.
This is the educadng/leisufe tradition which is squarely focused on the uses and users
of léisure, but which concgptu_ally does not ;:onneét with the supporters or providers
of culture. . ‘ o ‘

In Denmark there has never been the same fear of mvolvement from the N
government Therefore in 1961, it was a nmustry of culture which saw the light of
day and not an arts council. Its area of responsxbxhty is the arts, architecture, craft
and design, sport, broadcast and film. The Danish mesﬂy 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 culture, but it
too invests some of its powers in councils such as the Danish State Arts Foundatmn
(Statens Kunstfond) which is to encourage what is called the creative arts, that is . -
visual afts, literature and music. It is therefore the foMﬁon 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 Bmam was pan of a move towards the .
welfare state, so was the foundmg of the Ministry of Culture in Denmark. But t.he -
idea of direct support of culture or the arts by the state was not a new idea. "Kul-.
tusministeriet” - The Ministry of Cultus, which was responsible for church, culturev
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 "all 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™” under .
the Ministry of Cultus. 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™™, 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 had 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 G!undtvigianism,‘ the strength of .
the Social Democrats at the time of the formation of the Ministry of Culture and the .
Cultural Radicalist movement of the inter-war period. Goenere e

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 perceptlon of
country, state and the people. - ' \ i L

" 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 Grundtvig’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 farmer/peasant reliable to himself and his

‘ GrundMg s thoughts led to the establishment of the so called 'Hﬁjskoler .

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 curriculum. Rather, in modern
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 people 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 Bomholdt, as the driving force.

The main industrialisation of Denmark took place in the inter-war period, but
until the late 1950s, early 1960s 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 for 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 tells

them that they are some sort of workers or their parents were, ar rhe same

_ time as they, compared to the traditional working classes in England,

France and Germany think and act like farmers. The ideological integra-

~ tion of the working class in a farming culture is somethmg specifically -

Danish (...)."”

The Soc:al Democrats, and especially Julius 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,
the Social Democrats had already put culture on the agenda. From its ideology it
brought its emphas1s on the right to a meaningful leisure time and thereby put an
emphasm on equal access to all cultural goods It also brought the idea that all
groups, mcludmg amSts ‘had the nght to organise and mﬂnence their cn‘cumstances.

The Grundtv:glan tradition and Damsh Social Democratic ideology dotoa
certam extent complement and fuse with each other. In connection with this it is
mterestmg to note that Julius Bomholdt was not only a Social Democrat polmcmn, he
also came from the Danish Folk High School movement :

" From Grundtvxglamsm the Ministry of Culture took the idea of cultural
freedom both for the mdxvxdual and for the orgamsanons and foundahons workmg
w1thm the field. It also took the idea of self-admlmstramn which had worked so .
well i m andelsbev&gelsen (The Co-op movement) and it mcorporated the Damsh
enhghtenment tradition.

‘ The enhghtenment tradition in Denmark is based on the 1dea that the people are
capable of makmg the nght decisions if they are given the facts. Rather than
mformmg from the top down, the tradition demands that the people and experts or
polmcmns enter into a ‘dialogue about the facts o

The last strand in what Peter Duelund has called "The Hxstonca] Compro-
mise""™ which led to the format:on of the Mxmstry of Culture m Denmark is o

Culmral Radlcahsm '
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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 for,
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 man 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 .

socral whole unfold accordmg to lns own conditions and needs.” W
To the Cultural Radlcahsts "art should ﬁrst and foremost be art and that it because
of its arustlc effects in partrcular had an awakemng and stlmulatmg functron wlnch '
reaches further than the aesthetlc field".” But because the movement was socrally
engaged what it produced was always social both in content and form It was never
mtrovelted or cut off from its surroundmgs ,

. Cultural Radicalism, therefore believed in the autonomy of art and that art at
its best was a critical force wrthm socnety It did not believe in subscrlbmg parncular
forms of expressron rather 1t beheved in artistic frwdom of expressxon inart
seekmg to be the best 1t could be because it in this way would fulﬁll 1ts mherent
value of bemg a crmcal and reﬂectrve force in society. ,

It was tlns that the new Mnnstry of Culture took from Cultural Radtcahsm the
belxef in quahty, in the freedom of amSttc expresswn and the crmcal and reﬂectrve
forces of art. | ‘

At the same nme Cultural Radrcahsm was as Ernst B_;arke Jensen explams"’
dualzstrc therature, whrch Bjarke Jensen uses as his example should be for mstance
socrally or culturally mvolved Tlns he hkens to the Cultural Radlcahst attitude wrth
regards to solldanty thhm the commumty/socrety Cultural mvolvemeut/sohdanty _
engages m a dralecnc with the other demand of artistic freedom which Bjarke Jensen
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 1930s. 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 Ce IR PRy e

" 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 Grundtvigianism,
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 stanmg pomt in the powers of arts
and culture. - - N Pt TR
- When the Danish Muustry of Culture was formed in 1961, it had a plnlosophy
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 phxlosophy 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 wdrk,/ is to look at the arm’s length principle which both countries employ.
¢ .-~ 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 Teaterrdd ( Theatre Council of the State) and Statens Musikrdd (Music
Council of the State) work through the arm’s length principle but within the legxsla-
tive framework provided by the Ministry of Culture. ' PR PR R

" - 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 1950s 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 People ) Theatre Group, the Commumty Artlst Commmee and the present
Broadcast and Medxa Commlttee have been estabhshed and abohshed

The Councﬂ has at its top an executive committee with a chazrman 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 Natmnal Hentage (

The Arts Council works on the basis of the arm’s length pnncrple, because of
the belief that the piper should not call the tune” when 1t comes to art. This is very
admirable and a sound pnnclple when dealmg wnh the arts whlch ideally work as
both reﬂecnon and opposmon to socnety Not to mennon the art wluch does not
make sense to the present and often offends it. An example of tlns is the Impressxon-
ists who today are a part of popular culture.

Traditions for Cultural Policies 131



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".'™ The idea of creating diversity through a continu-
ous change of members is somewhat lost when members have their terms extended.
Also, the arm’s length principle is compromised by the fact that government appoints
according to personal likes and dislikes. oo L

- Lord Goodman, chairman of the Arts Council durmg 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 differentto -
mine"'™, and later in his autobiography Lord Goodman remarks on the relationship
between minister and Arts Council: ‘ L

" We [Lord Goodman and Jennié Lee] therefore deceived ourselves that an

arrangement empirically excellent was theoretically so. It required a

situation where two principal figures did not operate in sympathy, had

divergent notions and divergent objectives, to demonstrate the difficulties - B
of an Arts Council of present-day character operating under the canopy of

a ministry.'®

. The arm’s léngth 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 through 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 regulated. This makes it hard to trace the influence of

- Ministers, civil servants, council members, staff and other notables in the

~ arts world."™ o .
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"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 theatre. There are seven committees
consisting of three members sitting for three years The chairmen of each committee
sit on the executive committee. SR S L

" 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 dxsrupts contmuxty since they are
all appointed at the same time. R ' '

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 berary
Association. Also local authorities, the Umvers:ty of Copenhagen and the Minister
for Culture sit on the committee. It secures the work of the Foundation from the
influence of political decisions and individual preferences. It also gives members of
the cultural community the poss:bxhty of mﬂuencmg their cnrcumstances through
their organisations. - e R cle SR

~ The work of the Arts Foundation has recently been evaluated'®. 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. . L

The two mfferent versions of the arm’s length principle have exemphﬁed 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 decisinpns""{“ as embodied in the Ministry of Cultﬁre’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. . . . .o
- The British system xs 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. : e o R
_ Danish councils work within a leglslatlve framework which safeguards them
and creates continuity in policies. But this is a double edged sword which can also
lead to propaganda for pohtxcs rather than cultural pohcles no matter what the
perceived relanonslnp 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 cultural policies.

Likewisé, the\Briﬁs!V) ﬁ'aditioné 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 legxslat:vely secmng the framework for
cultural workers to work within. ° ; R SR .

* * 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; =~
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splits or consensus have influenced the uses of definitions of culture within the - -
policies, and the various definitions bave influenced the actual policies within the
two systems just as much as its formal and informal structures. I
' For Denmark, Peter Duelund particularly has charted and analysed the Danish
Cultural funding system under the Ministry of Culture'™. 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.'™ 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, S R G R ;
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 posi—war Council according to his ideas of artists and artistic
endeavour. R R R PSRN S PRI
+~ 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: ‘ : : : : vy

o 1) To develop and nnprove the knowledge understandmg and pmctxce of

. 2)To mcrease the access:bxhty of the arts to the pubhc throughout Great

~ Britain.
.* 3) To advise and co-operate with Departments of Government, local °

. authorities and other bodies on any matters concerned whether dlreCtl}’ or.
mdlrectly, thh the foregomg objects o

. Keynes who belonged to the Bloomsbury Cn'cle put a strong emphasxs on the
professxonal arts, and on excellence in artrstxc endeavour Tlns 1s part of the Arts
Councd s charter, but so is dlssemmauon - access to the arts and knowledgc and
understanding. . . . , ; :

| The way the Arts Councxl chose to pnormse thhm its charter was by support-

ing the estabhshed arts and the fine arts, in partxcular the performmg and vxsual arts
and in pamcular institutions rather than individual artists. Most of the Arts Councd’
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budget has gone to The Royal Opera Saddlers Wells and the four London Orches-
tras. The support grven to arts have mamly been cenn'ed around London, while the
support of reglonal art has been Teft to local authontles The Arts Councrl then has
concentrated its support on the established and on London. =~

"~ One reason often grven for this by the Arts Councnl is the "few but roses”
argument ‘Since fundmg was not adequate enough to support everythmg, then rather
cultivate a few roses. In the same vein the express:on "raise or spread was dis-
cussed. In spite of debates on the priority of quality or dtssemmatlon dunng the 50°s
and 60’ the Arts Council stayed true to its foundmg father’s pohcy of raxsmg arust:c
quahty rather than dissemination of the arts.

In Denmark the newly estabhshed thstry of Culture mplemented vanous
forms of legislation durmg the 60s. In 1969 En Kulmrpolmsk Redegarelse A
Cultural Policy Account) was pubhshed‘“ It deals with the work of the mestry SO
far, as well as lookmg ahead to the future. It is divided into 5 sections: The Minis-
try, Educatlon (encompassmg both hbrananshlp, architecture and actmg). ATUSUC
Producuon (such a artist’s rights, hterature and music) and 'Kulturformtdlmg which
I for the time bemg ‘will translate as drssemmatton (mcludmg beranes Museums,
Cinemas and Radio and Televtsxon) and A Vxew to the Future.

The Report deals w1th educatton art:tstlc productmn and dlssenunatxon and so
did the legxslanon the thstry had 1mp1emented during the ﬁrst enght years of its
existence. In the report the legislation unplemented durmg thrs penod 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 Librarianship, 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-

Traditions for Cultural Policies 136



theless, the cultural concept on wlnch the mestry 1mphc1tly had based its policies
had created problems. SR » , : :

In 1964 the Arts Foundation had been eXpéﬁded; What was new was partly that
the Foundation now worked independently of Governinent and that it could support
young artists partly through work-stipends (arbejdssﬁpendiatei') and through ﬁroduc-

‘tion awards (produkhonspra:mler) in connection with the pubhcatxon of works of
art, where the ﬁnancnal returns are not in reasonable propomon to the artistic
effort”."” ; L

When the stipends and awards were announced it caused an uproar é’vmongt’ht’:

population. These grants-in-aid were mainly given to young modernist \autllxdrs; vizhoSeA'

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- i
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 Anpe
Marie Kastrup and Ivar Larkesen 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-elected, 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 had implicitly assumed that the fine arts were what
should be supported and disseminated to the people. The cultural gap could be .
bridged through dissemination, The changing values and the Rindal debate is -
mirrored in En Kulturpolitisk Redegeorelse: L
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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.'*

During the 1970s Danish cultural pohcxes changed to emphasxse "Formxdlmg
(dlssemmauon) and to work on the basns 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 1mportance of
1t its 1mphcauons and the 1mphcanons of not having one. R

The tradition of dissemination is evident in En Kulturpolisk Redegorelse in
which the chaptcrs are divided according to artistic production and "formidling"
(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.",f;, . ,_";"'v_" ' - ’~

"Formidling" is a very Danish tradition. What makes it interesting in this -
connection is how it has formed Danish cultural policies, and how British tradmons
are different because it does not have this tradition. ‘ o

" "Formidling" means dissemination, diffusion, accessxblhty, conveying, commu-
hicaung and promoting; and it means all of those at once. In order to explain how
the concept means more than making available and more than promoung, I shall
borrow some terms from information theory. DR B

" Information theory operates with the concepts of a sender, 8 medium and a
receiver. What the sender sends is data, which if it is what the receiver is looking

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. . -~ . . LR P

- The book Miss Smilla’s Feeling for Snow by Peter Hoeg 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-
ish/Greenlandic relations or alienation. The novel contains the same data whether
given to a Danish reader or an English reader, but only thejDanish .reader will be
able to make use of it, turn it into information. But also, if t!ie 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 expenences of the twentieth century Greenlandic woman hvmg in Denmark
to his or her interest in the lives and culture of seventeenth century Canadlan ’
eskimos. | |

"Formidling" therefore contains pedagoglc elemcnts but 1t is not educanon
Within the Social Democrat/Grundtvigian tradition it encompasses the Social
Democratic belief that everyone has a right to a fulﬁlhng leisure time and the
Grundtvigian belief in taking the starting pomt in the every day hves of people in
enhghtenment through knowledge and self-reﬂect:on | "Fonmdhng straddles the
spheres of education and leisure and puts the emphasis on enlightenment.

At the same time the tradition respects the Cultural Radlcahsts msmtence on art
at its best is the best reflection and critique of socxety The tradmon - 1deally -
becomes a search for the best way of making the best avaﬂable 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 Grundtv:gmn tradmon it 1s 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 s0 is to a certain extent
support to amateur arts and local culture, because it too emphasxses enhghtenment
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: : i

In an age of increasingly sophisticated, electronically pacltaged bome

. entertainment, the living arts need attractive and affordable venues, with .

good facilities for all, if attendances and revenues and ancxllary spending

are to make their contnbutxon to current costs.'”

At one level the arts become entertamment and at the other level the theatre-‘ ‘
goers become supporters of the arts, but the arts do not become an enhghtemng
force. In its various gutses this has been the stance the Arts Council has taken
through its debates on "few but roses” durmg the 1950s, "raise and spread” in the
1960s, community arts in the 1970s and devolution during the 1980s and 1990s. The
Council has led an arts policy where it has focused on supporting the arts, primarily
through institutions and the performing arts, but nevertheless the arts rather than the
receiver. It has always seen the recelver as secondary at the most a supporter of the
arts. In the annual report of 1961/62 Lord Kottlesloe, chairman of the Council
wrote.'; ’ ‘ A AN SR

. In the long debate between Raise and Spread the decision has been - ;
adopted to put standards first. Wtdespread 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 dtffusxon
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. For all these reasons, then, the Arts Council

puts less emphasns on dtffusxon than CEMA dxd m ’ ;

It is mterestmg to see bow the Arts Councxl allows 1tself to rely on the BBC for
dxssemmatlon and one can’t help wondering what happened to the experience of .
seeing a play in the theatre; of viewing a painting, taking the time needed, paymg o
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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 ﬁ_'om which he 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 licencé 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. . i e , Cend i

. Nevertheless the BBC has as its purpose to educate, inform and entertain the -
pubhc This policy was formed by is first general-secretary John Reith and has been
incorporated in its charter, LR T T SRR T R T

Reith developed the Public Service Broadcast concept wlnch 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 -
living audiences capable of growth and development.”** In this Reith, though - -
respecting the audience, did not allow 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 majority 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 nght cultural user, but not by ngmg the user what the majority
demands ’ : " 1
I also suggest that for a cultural pohcy to be successful it is necessary to
incorporate Public Servxce Dnssemmatnon It should be impossible to dismiss the
spread in rmse and spread' Cultural policies, following the public-good argument,
are often msugated to render the public capable of self-reflection, of understanding
society and the place of the individual in society. Cultural policies are therel‘ere
rendered obsolete if Public Service Dissemination 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 Damsh
cultural pol:c:es during the seventies until the xmd-exghnes ‘ |

" Most work done through that time was o 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 in culture by the same amount, Amateur arts
and/or folk culture received attention. This led among other things to the foundauon
of the Culture Foundanon whxch supports the cooxporauon between profesmonal
arusts 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, communzil, non-profeésional, 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-
Ple-m ' DR S

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. \ o

The Arts Council reluétantly 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 foifce” for
local communities. Rather it did it because: S

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."”

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 GLC 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. ' ‘ ’ |

This leads me back to the issues of artistic excellence and Public Service Dis-
semination. In her survey of cultural policies in Denmark from 1945-1985, 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
acuvxty 97
It seems there is a contradlcuon between nurturing artistic excellence and . .-
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
producﬁ'on for its own sake rather than for the good of the population as ihcorporat—
ed in Public Service Dissemination. Again, on one side there is artistic excellence,
on the other the uses of arts and culture by the population. It is a question of an arts
policy or a cultural policy. \ e o D
. + The Arts Council has solved this by leadmg an arts pohcy 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,
ﬁot a cultural\council. There is a difference between arts policies and cultural
policies. . S : o ‘ -
.In Ans and Cultures Andrew Smclau' sees the Arts Councﬁ mvolvement with
deyolutlon to local authorities, with (half hearted) interest in community arts and
mihority group arts as social welfare rather than arts policy.”*
.. Peter Duelund states in Kunstens Vilkdr that cultural initiatives increasingly are
instigated because of social policies'” 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.*® C e ey ta L '
¢ . It seems then that where an arts pohcy can focus on the artists and arts, a .
cultural policy is nearing a social welfare policy. . = - oo Loem i
~ Both arts and social welfare throwupaspectsmatarexmpomﬂttokeepm
mmd. Therecax;notbearttodlssemmteunlesstherelsanamxtlccommumtyto :
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 hoids true today. It is therefore important to
support the artistic community and climate. . | .

= As for cultural policies as social welfare, this becomes dangerous 1f 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 modern society, then the
purposes of cultural policies have been defeated. . ;

- Once agam if the public-good argument is accepted then the arts work asa
reﬂec_trve_ and critical force within society, and enables the user to view and reflect
on society and the person’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 purpose of most cultural
policies. It contains elements of social welfare in so far as it focuses on the welfare
of the people. S o

. From an arts pohcy pomt of view it can seem almost nnmoral to attrrbute to
th¢ 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, a meetmg with the incomprehensible, the religious experience. But this
in itself is somethmg, and it is the receiver that experxences this not the art work.

~ The only way not to deﬁne art in connection with its uses and abilities for the
recelver, 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 t0 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 development. And then that is just as /much, part of a social
welfare policy as using art for the commumty e !

-+ Cultural policies will have to keep in mind that culture is both umfytng and
every day life, and that the cultural policies are to enable arts and culture to be a

P TV
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force for the individual within society; not for society to use as a force against the
individual. Both Denmark and Britain should keep this in mind.

But it must not be forgotten that without takmg the user into consrderatron
when supportmg culture, the liberating forces of art and culture will be stunted.
Brrtarn should keep this in mind and look to for instance Denmark and the BBC in
order to develop a Public Service Drssermnauon tmdmon

1 Denmark on the other hand will have to keep en eye on the balance between
creat:vrty and drssemmatron The artrst:c chmate is m itself valuable through its
commumcatron wrth past and future tradmons, but lt is also valuable for provrclrng
somethmg to dlssemmate & o
| Before startmg on tlus dlscussron of Pubhc Servrce Drssermnatron and rts place
and 1mphcanons for cultural policies, I noted that the uses of the concept of culture
had mﬂuenced cultural polrcy practrces

As I noted in Denmark the turmng frorn dlssermnatmg lugh culture to 1
everyone was not only a result of the Rindal debate, but part of a move to usmg a : )
new concept of culture. A development wlnch is not purely Damsh It can be
exemplxﬁed by the European Councrl whose Councxl for Cultural Co-operatron
(CCC) has followed the same trends - .

"The Councrl for Cultural Co-operanon isa polrcy-rnakmg, gurdmg body,
wrthout any polrucal power Its axms are to analyse cultural pohcles in 1ts member |
coumnes to support the creators, i. €. the artrsts and to target the addressee of the
arts ie. the general pubhc Again,the last two groups are recogmsable from bOth
Danrsh and Enghsh debates on cultural polrcxes To support the arts and therr o
creators and to disseminate this to 8 public. '

| Lookmg at the cultural policies of the CCC, it becomes clear that it works with
at least two concepts of cultural polrcy One is the rdea ofa democrausatlon of - ,
culture Tlns concept embodies a need to guarantee to the greatest possrble number
an access to the herxtage culture and the elite culture"” This is the model where
culture is fine arts dxssennnated to the pubhc Tlns concept is recogmsable fmm The
Arts Councrl’ “"Few but roses and its elitism. It is also to be found in Jenme Lee’ |
White Paper, when she says
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There is no easy way of bringing [the appreciation of art] about, the more

~ 80 as too many working people have been conditioned by their education

and environment to consider the best in musxc, pamtmg and sculpture and

literature outside their reach.”® :

This is also the concept which Rindal and the Danish populatron protested
against.

' During the 1970s there was a shift in the cultural policies concept the CCC
worked with. Instead of talking 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, 1mag1nauon, emotional life and
joie de vivre™ 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 proccss of
cultural production within this. Britain has 0 a certain extent incorporated the |
concept by accepting other art forms such as photography and moving visual arts
such as film and 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 & fourth concept of culture bas arisen from the cultural
democracy concept and the opposition to mass culture. Jose Vidal Beneyto in his
paper to the Arts Without Frontiers conference calls it popular culture, the eqmvalem
to folklore.” In Denmark it is the folk culture and as a cultural polxcy it is used in -
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the Culture Foundation which funds local amateur pro_;ects 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 estabhshment of cultural pohcles in the cultural -
studies movement. ' o SESRRI BE :

" This academic movement’s founding texts are Raymond Williams® Culture and
Sociery 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. SRR R

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 guality 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 folklore.

Traditions for Cultural Policies 148



- But what cultural studies is, apart from aligning itself with the leisure/education
tradition, is a healthy opposition to the policies, as embodied by the Arts Council,
where culture equals art. Here the emphasis is on quality and excellence. Where -
excellence and uses enter a consensual discourse in the Danish Public Service - °
Dissemination tradition, in Britain they oppose each other. The opposition, cultural
studies focuses entirely on the processes of uses of popular culture, but does not
discuss any artistic 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 British 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 mass-culture enter a continuous (un)easy

“*~ In spite of the similarities in cultural policies in Denmark and England, caused
by the similarities in the definition of culture used, Danish and British cultural
patronage have differed. As cultural policies have been fragmented in England, so -
have the concepts of culture. In Denmark both cultural policies and concepts of - *
culture have been incorporated in a consensus since the Rindal debate. Again, as -
with institutional structures, constituting the two support systems, there are lnstoncal
reasons for the fragmentation 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 which
most concern us, the best which has been thought and said in the world"™ has had
a strong influence. F.R. Leavis, influential in the development of English studies, -
and writing in the 1950s, kept this elitist thought in his idea of literature as a -
reflection and critique of society. And the Arts Council’s founder John Maynard
Keynes’ shared these perceptions of art. Therefore, under Keynes influence, the
Arts Council has followed the Arnoldian tradition. This has been possible because
the Arts Council has been able to lead an arts policy rather than having 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 reéson, I hasten to
add), whereas Denmark has focused on the commonr history of the Danish people
early on. ,Thbugh it has Hoggartian/Benjaminian 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. | | | | B |

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 Schleswig-Holstein duchies in 1864. Grundtvig wrote his Nordic Mythology
in 1808, but he Was not the only one to focus on folk culture, For instance, d 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. Thls
exmbxnon led to the establishment of the Danish Folk Muscum 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 on folk culture the international trend of culture as
high culture flourished. Torben A. Vestergaard in his essay on culture in Danish
cult_ural research says about the exhibition: .
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The exhibition in 1879 was as phenomenon modern and confirmed in this

way the developmental stage which entitled us to membership of the .

developed nations’ community. The subject of the exhibition on the other

hand, demonstrated the peculiarity which differentiated us from the others

and made us a single nation among those we compared us to. This pecu- -

liarity was found in the continuous and the traditional which had taken

root in our country - with the common people/peasants e

Denmark has strong tradmons of consensus Wrth "the hxstoncal compronuse
wluch resulted in the formatlon of the Mxmstry of Culture the opposxtxonal move-
ment of Cultural Radrcalrsm had its founding values of arnsnc integrity and excel-
leuce mcorporated The emphasrs on folk culture as exemphﬁed here is mherent in
the Socml Democranc/Grundtwglan traditions. Wlth or thhout the Rmdal debate |
new ways of vxewrng culture would have had to be mcorporated and put 0 use xf
they had contamed 1deas of the people or folk. Therefore concepts of culture such as
cultural democracy and folklore would have to be mcorporated in the Damsh -
consensus 4 : }
| Bntam on the other hand wrth tradmons and structures wrth roots m the } .
Industnal Revoluuon and the Vrctonan era, with its class—based socrety and rts |
inherent elmsm could easnly dismiss these ideas when formxng pohc:es for the arts
Ina socxety such as the British with a strong class-consclousness this has led toan
opposmon strongly emphasrsmg what the Great and the Good have left out namely
that of the uses of the users. But 1t'has also meant that art and the people ha‘vehnever
formed part of an - even - 1deahst1c consensus The Arts Councd has therefore |
secure in 1ts lmowledge of being the estabhshment been able to commue its *few but
roses” polxcres

Dunng the 80s cultural polrcres seem to have taken a new turn whlch does not
seem to be mﬂuenced by a new concept of culture but rather because of changmg
values in socrety The semng up of the Mrmstry of Culture in Denmark and the Arts
Councll in Brxtmn was part of a general move towards the welfare state. The new
trends are in the same way a general sluft in society rather than m concepts of
culture With the fall of affluence in the late 70s and early 80s Peter Duelund saw

Damsh cultural pohc1es becommg
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* Because of unemployment, social problems and disintegration-tendencies -

"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. ~ . b

.- Cultural policies of the 90s have continued the trend from th¢ 808 The
market-onentatxon and econoxmc onentauon have mcreased w

The market—onentanon and economic orientation mﬂuenced the cultural chmate
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 policiqs. 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. S

- ; During the eighties quite a few cultural houses were built by local authorities in
Denmark. Cultural houses build in the seventies were callqd "borgerhuse” citizen .
houses, and in the more poliﬁcal 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
In a postmodern persi)ecﬁve, 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 postmodern "town squares” -
the shoppmg centres But thlS is about cultural pohcxes and other t.han postmodem
trends show. - e ‘ . .

The aim of the cultural houses are to proﬂle the pamcular local authonty,
bring prestige o the area, and thereby turn the area into a place wlnch will attract
the right kind of people, i.e. those who traditionally enjoy the arts, the well-educated
and often hxgh-eammg part of the population. The culmre houses brmg culture to the
local commumty and prestige to the area. ' B

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 establishing 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 "increasingly, all aspects of social life - including the arts - were
seen through the lens of economic anxiety” and where " the basis of the enterprise

. culture lies with the restoration of the individual"*'°. Monetary value has entered
the arguments for 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 community®"!, 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 area/country 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 80s,
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 Parmer-
ship - Making Arts Money Work it says: o ‘ S

The Arts Council wishes to help these creative partnerships ﬂouﬁsh_59 -

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 ma.rkenng 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.*?

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 have 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
office™ ™ . e
The Department of National Hentage - the British ministry of culture seems intent

on promoting culture on the basis of utilitarian values. el ML

The 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. T e

The trends in Denmark, have not gone as far as in Bmmn 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 will 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 have shaped the funding system for literature. - - -
- It does this both as a supplement to the previous chapter, but also because
 the funding system is an agent in creating the national climate for the
production of literature from which texts for translation are drawn. Where
. this chapter deals with the production of literature, the next chapter deals -
- -With the second leg of a cult&ral policy, namely dissemination, The ..
chapter finds that because of British traditions of supporting the perform-
ing ants and institutions, support for literature has not gained much recog- . .-
_ nition. Nonetheless the Literature Department at the Anis Council has ..
. managed to develop a rounded, innovative policy though author support -
- support for the creative artist - is slightly under-developed. In Denmark
the long and strong tradition for creator support has meant that this side
. of the system is well-developed. Initiatives have been taken to supplement
_existing schemes in accordance with changing perceptions of the creator
so that also illustrators and translators can obtain support. 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 - -
- differing traditions for support of literature.

e A

Public funding for literature can take various forms. In his book Bogen og Leaseren .
(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. R S
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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 - 1

~will call the publishers producer-distributor. 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 direction™. 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 Kéynes 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
publxc libraries".?® B

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.¢ o

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 provxdmg the general public with fiction for use in their -
lelsure time.

The Arts Council of Great Britain did not support hteramre from its begmnmgs
right after the Second World War. This is definitely because of 4Keynes 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 .
chtival 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. ol
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 inthe . -
financial year 1951/52 it continued along those lines by subsidising public readings -
and recitals. The béginnings of support for literature was therefore support which -
emphasised what can be termed the public and/or 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 Library 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. SRR I

The policies behind the recitals, the poetry festivals, the Poetry Library and the
Poetry Book Societies were not clearly expressed in policy terms, but 1deas behmd
the initiatives were expressed in connection with the opening of the Poetry berary
where;tspurposewasseenas. e

| Bemg the simple one of helping the reader of poetry, (...) to get into

 easier and closer touch with the public verse of his contempories®”

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. The tradition of supporting a forum for writer and reader through magazines
has been in existence ever since. : , e :
Whatever support was given to the poet or the pubhsher was mdmact through
-sales. One exception to this was the triennial poetry prize given to a first book of -..
original English poetry and 3 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. : ; : NN
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 4 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
The Literature Department took this senously and from the middle of the 1960s
there was an increase in bursaries for writers. This trend contmuod 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 othcr words to make more favourable the condmons under whlch
writers work and can have that work published.* - a
During the second half of the 1970s wbere community arts were developmg,
the Literature Department also staned to focus on reaching commumnes There was
a slow shift in focus. Expenments were made with non~proﬁt d:stnbutlon pomts such
as commumty bookshops, support to pro_)ects m commcmal bookshops was consxd-
ered, but discarded. From 1975/76 there was a major mcrease m grants to pubhsh-
ers. But the Arts Councnl was not only suppomng the dxsmbutxon lmk in the htermy
process. In 1974/7 a scheme for creanve writing fellowshxps was msngated and "
developed substanttally o

L,
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On the whole, 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 o the artist. But the writing fellowships which is the Ameri-
can idea of artists in academia, a scheme which supports the artist as well as
promoting an interest m the arts - supplemented this. The pubhshers, that is the
producer-dlsmbutor is supponed so that books which were not econotmcally viable
could be pubhshed In addition the Department explored non-traditional ways of
supporting literature by looking at distribugidn. By trying to make literature available
through non-traditional outlets such as community shops, the Department tried to
expand the distribution network - or put another way - expand the access points for
It seems that this fairly rounded hterature fundmg of the mxd- 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, through mcreased

subsidy for the publication and dxsmbunon of books.?® - --

Tlus meant a severe cut in grants to wnters ’Ihe wntmg fellowshxps were kept
but with the emphasis now on stimulation of students’ mterest in reading. On the
other hand there were increased subsidies to publxshers And slowly hbranes were
recogmwd as promoters of hteramre

The Department followed ttns pohcy for the next ﬁve years and though the
support for writers slowly mcreased it never reached the level of pre-l980 | \ ;

~ In 1984 the pohcy statement The Glory of :he Garden was pubhshed Ttns was
to prove devastating for the support of literature, The Glory of the Garden took a
"reahsuc v:ew of arts funding. Support for the Arts would have to be consxdered
thhm the exxstmg funds The result of thls was that funds for lxterature were cut by
50% It is mterestmg to see how all the usual reasons for not suppomng lxterature is
utxhsed m 77ze Glory of tke Garden Not only is 1t not a perfomung an but 1t xs )
supported through 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.” (...)

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

‘ :;r Arts (;?uncil’s subsidy for literature other than poetry is highly

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, Agatha
Christie to support a new and interesting but loss-making translated novel.”

In 1984 The Glory of the Garden led to & 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 Osborne 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 Osborne 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 Osborne was a despotic director who did not believe in the subsidy
of writers. His dislike for writers is probably one of the reasons for the change in
aim in 1980. He believed in a state publishing house but this idea never won any
support. ™ o

In spite of Charles Osbomne, the Literature Department developed and tested
various schemes during its first twenty years. It is a developméht 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 Nxven, was appomted

and the Arts Council renewed its commitment to supporting literature:

“The Council has looked very searchingly at the role of literature within °
.+ - the arts and now takes a positive and optimistic view of it, aware of its

particular value to the Council’s educational and multi-cultural policies.

Underlying this is a recognition that literature past and contempomry is -

. - one of the glories of the nation.” 3 L e
' 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 finally entered the Arts Council in the form of multi-cultural-
ism and The Raymond Williams Prize for Community Publishing. - ‘
" "According to The Arts Council itself, this is the aim of its funding for litera-

We aim to support new wntmg as well as help people gam access to

" books through formal and informal education, through a range of maga- :

zines and publishers who pubhsh new work, and through our public

hbranes system and the medxa L | o

- This aim takes into cons:deratxon all aspects of the hterary process except for
the main commercial distribution form of book shops and book clubs. A closer look:
at the grants and schemes offered show how the Arts Council in practice ‘suppon

. As part of the Ans Council of England’s grant package for lxterature in 1995/6
are two projects in which the funds are for the whole spectrum of arts supported by
the council. This is Education Projects and Genml Projects. The other nine are:
Independent Publishers, Library Fund, Literature Touring, Writers in Prison,
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Raymond Williams Prize for Community Publishing, Writers’ Awards, Translation
Scheme, Magazines and Regularly Funded Organisations. : e :

- Regularly Funded Organisations is the most important post on the therature
Department’s budget. Over 40% of its funding goes to this scheme. It supports a
variety of institutions within the literary process such as Book Trust, British Centre
for Literary Translation, the Federation of Worker Writers and Community Publish-
ers, two presses and seven magazines. On the whole this is a stable continuous form
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 educaﬁonal purposes such as courses
for publishers and editors of magazines. .- e

- The Arts Council hardly ever sponsors mdmdual tltles 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 hand 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 interest for them in the newspapers and thereby, through reviews,
alerting a potential readership to the existence of their titles. As the chapter on _ .
publicity and promotion in this thesis has high}ighted. 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 partnership 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 have 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 whole they are an 1mponant part of the publxc climate in which
authors and readers debate and experience new literature. They are ‘therefore part of
creatmg and promoting hterature Tbey are seldom economxcany vnable, and the
public support of them is therefore important. ‘

" Writers are supported through Writer’s Awards throngh which fifteen wnters '
can receive bursaries of £7000. These bursaries are given to authors who have a
prcvnously pubhshed at least one ut!e, and they are glven to writers who "need
ﬁnance for a period of concentrated work on their next book"s, This grant, then,
supports the productlon of specific titles, but at the roots so to speak, by supportmg
the PTOducer The grant, by supportmg work in progress comes with an m—bmlt
guarantee for the Arts Council 1tself that it will have something to show for the
money it has invested. Nonetheless, here is a grant which can buy 8 writer time to
write, and it therefore also supports the producer.

The Raymond Williams Prize for Community PubliShihg is in support of both
authors and pnbltshers It is an annual prize awarded to a work which "reflects the
values of ordmary people and their lives™.?” Quite untradmonally it is on!y open to

non-profit making pubhshers The prize of £ 3000 is divided with 2/3 going to the
author and 1/3 to the pubhsher This award, though gwmg fundmg to an author 1s
more in line w1th t.hc support for multl-culmrahsm than a dtrect attempt ) support ‘
authors, ~ '

“Also the last scheme which supports authors is prnmanly aimed at the readers
rather than suppomng authors The scheme is Writers in Prison. There are at least
cight rcsxdencxes in pnsons for writers. This scheme supports the author financially
at the same time as putting his profess:on to use in the community.

On the whole the schemes which make up the Arts Council’s support to
literature are not geared towards suppomng the production or the prodnctxon- '
distribution paﬂs of the literary process, rather it is mmod at the reader part of the
literary process through the distribution link and it is domg this for the purpose of
momculmrahsm and internationalism. Multiculturalism and internationalism i is
cxpressed in the Raymond Williams Prize, the Writers m Prison Schemes and in the
Literature Touring scheme which mamly focus on writers from abroad. 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"™, , |
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 encour-
-ages reading in a wider circle of readers than those already interested. This is done
through the Library 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 indiréctly 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 bestsellers. 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 scheme. There is no support
for the re-issues of classics either, the backbone of a literary tradition. But on the
other hand, the market seems full of 99p cheap edition classics.

All in all the support scheme 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 scheme is innovative, supporting
untraditional links such as publicity for small presses and using untraditional schemes
such at the writers in prisons scheme; and it tackles recent problem areas such as
libraries and, again, publicity. But by not focusing on the more traditional links in
the literary process such 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
support of artists and on public libraries with a clearly stated cultural policy.

The strongest area of support for literature in Denmark is the support for
authors. Today this 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 hlstory author grants have primarily been given in the form of
gifts of hounour (hmdersgaver), life long grants on the Budget, three-year grants and
travel stipends. . SEC

- 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 incontestable talents
to develop and mature in peace”, production awards (produktionspremier) as an * -
"acknowledgement in connection with works where the financial gain is not 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”.?® 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",” At the moment there are 73 permanent awards. One of the last to have - -
received it was the very successful author Peter Hoeg. cE T e

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, though surely with the hope of, a product in the
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end. The authors of products are supported through the production awards. This
award is strongly biased towards books which are not economically viable, but
through 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 production and
quality for the duration of the author’s life, they are not 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

Onthewholethen theschemesforauthorsupportmbennmrkaregeared
towards developmg, sustammg and awardmg Danish quahty hterature through the
producers the authors. Furthermore the authors wluch this part of the fundmg
system addresses are the amsts The wnter as author is understood under me ﬁne
arts deﬁmtton the producer of art in line with the pamtcr or the composer It does
not support other creators such as 1llustrators and translators There are in this way
two crlterxa “First and foremost is qualrty as defined by the fine arts concept
Secondly the creator is an artist as under the same definition.

Though the scheme may seem rdeal in practrce it has only nearly worked Or
if one prefers to be posmve The scheme works falrly close to the rntenuons, '
because on the whole the support grven to Damsh authors is remarkable in 1ts round-
edness and fars:ghtedness Lrsbeth Worsue-Schrmdt has in her masters thesrs
analysed the awards given through the 19705 Here she ﬁnds that the Arts Foun-
dation has sdded the cntenon of quanuty o thst of quahty That is, the authors
awarded have been extremely producuve In thts way marketforccs have mﬂuenced
wluch authors were ‘awarded. Secondly, mstead of bemg on thc forefrom in support
ing avant garde and new literary tmdmons the Foundation has held back and has not
supponed the completely new until it had been pubhcly recogmsed for a Couple of
years. Nevertheless, Worsoe-Schmrdt adds in her latest survey that duﬂng the last ten
years, lhe Foundauou has supported younger arusts oﬁen wnh only one book pub-
lished =2 That is, the Foundation does not play it as safe as before and themby
comes closer to the mtentrons of suppomng a lrvmg and mnovauve hterature wluch
allows for a future hvmg and mnovattve lrtmture
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"The traditions for supporting artists, in particular 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 Denmark it is the - opposite. Artists have been supported and i m particular
authors. There are two reasons for this. The foundmg reason has to do with the size
of Denmark and 1ts populatxon 'I‘he ﬁrst Mxmster of Cultus pomted out in 1850 that:

(...) but d:\ere is one thing that I have to draw attentxon to, uamely 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 lrterature and art cannot be itself in the same way as in other

places 2

A small nation is drsadvantaged if it wants to compare rtself to a brg nauon A
small language group cannot as easily support a hterature in that language asa large
language group That seems obvious. What is less obvnous 1s why Denmark would
favour authors m pamcular One reason is that tlus support already had been ‘
mstxgated under the absolute monarchy Another pomt to be made ts that the vrsual
arts could move across borders without mterpreters It did also have two wealthy
pnvate patrons in Denmark in Heinrich Hirschsprung and Carl Jacobsen. ™ The
performing ans were taken care of through the Royal Theatre, and no—one ever
quesuoned the rights of this institution of national and high cultwre.
- The rmponance of hterary support is also connected wrth the times The
bourgeors novel had broken through and lxterature was l)ecommg the medtum of
bourgeorsre In the new democrecy, thcse people came to lead the country Since the
support grven to culture at the time was before the arm s-length prmcxple was
thought of rt was the responsrbrhty of the Mrmsu-y of Cultus to decxde whrch
authors were to receive grants. But the mxmstry was not left in peace to do tlns The
Treasury mterfered on several occasxons In the 1870’s it became purely polmcal

where the party "Venstre would appomt its preferred authors for grants and oppose
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those of other parties. Aage Rasch has chronicled these debates in his book Staten og
Kunsmerne and he concludes: o ’ o

This led to somewhat increased funds, but it also mean ca t 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 Supremc

This mixing of politics and arts led in 1930 to a Select Committee on the . . -
Support by the State for 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 which made it easier to keep htemry T
discussions out of official politics. R B o

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
supported™, It was also the beginning of the separation between state and art in‘
literary support. Lisbeth Worsge-Schmidt also concludes that the work of the
Committee meant that the support to literature was researched and debated far earlier
than other art forms, which again meant that authors were favoured over other
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 how 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. b T D

Where Danish support for authors has & 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 funding 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"®*. 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 children and youth (Kommiteen til uddeling af stette til -
berne og ungdomslitteratur) 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. o

. 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 Bager { Danmark (Books in Denmark)*® was pub- -
lished. 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. e

The 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 had 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.® 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 early 1990s. ’

The majority suggested a book fund (Bogfonden) as an administrative and -
policy-debating 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. " Lo

The minority consisted of members of the industry. They dxsagreed with the
majority in its analysis of the bookworld. Instead it found that it had never been as
healthy as it was, and never had 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. o : :
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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. o Co

~ < The industry on the other hand, focuses on the production as such. This
includes not 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 VAT is as not a selective quahty orientat-
ed cultural support, but a general help to an industry." e e

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. ' ol T A

" One of the initiatives, the classic series administered by The Danish Language
and Literature Society is a direct result of the recommendations in the report. The
other result was the formation of the Literary Institution (Den Littersre 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 Hast has been invited to their yearly meetmg in which he has
taken part. - R ST 4 e e
‘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 productxon, marketmg
and financing through two magazine workshops. " TRt

~ . The Cultural Magazine Centre, the initiatives for children and youth and the
classic series all aim at various aspects of the hterary prOCess The last two schemes
are aimed at the producers. - o T
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The Author School was established on the initiative of influential Danish
authors, in particular Poul Borum. It is not a creative writing course. Only students
with proven talent can enrol. Proven talent is not measured by published novels,
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 mshtunon is a form of elmsm seldom seen in Denmark where the few and
talented seldom take precedence over the many. Itis nevermeless in lme with the
overall plulosophy of havmg a body of nahonal quahty hteramre pnmanly supported
and encouraged through the producer. -

The last scheme is Literature Policy Initiatives 1995. These xmhatzves consist of
seven schemes for producer support. The schemes are aimed at groups of Producers
which are not eligible for support through the Arts Foundahon One scheme is work
in progress grants, ‘that is grants for authors in order to ﬁmsh a parhcular project.
Anothet scheme is travel stipends for ﬁcuon tmnslators and a third is for translation
of culmral non-ﬁcnon There is one scheme for poets and one for dramausts The
last two schemes mcorporate both producer suppon namely to ﬂlustrators and N
cartoonists and product:on support to these two expenmve art forms The groups ‘
singled out here are a reflection of a wxdemng awareness of how many people other
than authors, as understood under tbe fine arts definition, contribute to the creation
of works of literature, and that these groups, like the traditional author, find it
dxfﬁcult to live on what their work bnngs in. It is of course also a recognition of
how their work contributes in keeping a vaned quality hterature ,

- On the whole the patchwork quxlt is composed of support to genres (ClaSSlCS
cartoons, xllusn'ated books), support for books aimed ata pamcular group (clnldren
and youth) and producers (author school, Literature policy initiatives, 95).

The strong tradition for author support is visible within these schemes. This is
quxte clearly thc percexved way of supportmg ﬁcuon The arguments are never that
authors can be supportodthroughmcreasodsalesorthrough formstanceanxncrease
in author tours and other publxc engagements. Thxs is not to recommend these forms
of author support as an alternative to the grants-m—ald from the Arts Foundauon far
from it smce 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 not 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 wtuch o

first of all will benefit the publishers and not the authors.®' -~

Whereas producer support is represented in the schemes, what seems to be
lacking is the Public Service Dissemination aspect. Except for the Children and -
Youth programme none of the schemes are directed towards a particular reader
group, and none 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 major recommendaﬂons in the report from the select
committee in 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 thns feanng state mterference and clmmmg that all worthy titles were P“b'
lished. . : : SR

“Taking the external circumstances into éonsidefation, the‘patchvﬁvork quilt of
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 want 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 arm’s length principle. Suggestions are made and coordinated primar-
ily by the special consultant at the Ministry of Culture, though some of course are
made directly to the Minister of Culture. There is no doubt that the present special
consultant, Helvinn Host, is a knowledgeable man who takes 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 suppon for translated fiction I rang the Danish
Literature 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 probably wouldn’t make myself too

.- The implications are not that thé Ministry of Culture would be unhelpful, but
that I would set them a rather labour-intensive task in extracting the relevant
information. CE e e . .

- The Mlnlstry of Culture has - as every other institution of pubhc 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 not quite know
what 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 who could answer my questions and did not, in that case, refer me to
the Arts Council. . - - - Yo : SR o
 The situation of the patchwork qunlt in Deumark 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 Politik for Lineraturen .
(A Policy for Literature) 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 lectures 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-buying®, 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 mspxred
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.> The main areas in the bill are, as in the report,
alternative support to producers, support to the publishing of individual titles,
support to Public Service Dissemination and a Literature 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 especmlly
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. V

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 press support and up til 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. frn oL e o

. 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 pohcy statement in Denmark to declare what The Glory of the Garden did in
England that "The Council finds it drfﬁcult to satxsfy ltself about the value of much
of ns present support for lrterature e o

The Literature Department at the Arts Councﬂ has exxsted ina chmate where
support of culture is frowned upon and where the suppon 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 hteramre has been the least apprecrated Where Denmark will beneﬁt
‘from havmg a coordmaung council for lxterature to brmg in mnovanon and pohcy,
England could benefit from such a councxl to bring it stabrhty and VISlblllty

Both fundmg systems though based in different traditions have been geared |
towards the area it has served There is more of a strong need m England for support
to publicity and hbranes There is a strong need for author suIJDOTt in a CO“RU}' like
Denmark where the potenual readershxp consxsts of a mere 5 million people world-
wxde But there is also no doubt thut Denmark is far more geared towards not only
fcultural support but in pamcular support for hterature o

. This is clearly expressed in the case of Pubhc Lendmg Rxght Thrs has been the
ﬂagshlp of Damsh hterary support m the 1990s where a new scheme has been 4_
thought out and is from 1996 fully 1mplemented Denmark has had a Pubhc Lendmg
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Right scheme since 1946 while the first payment of Public Lending Rrght in England
waspmdm1984afteranactenacted1nl979 S
- 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 right. 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 = == -
intellectual property, or whether it is support offered by the state to an artistic
community. - : e e ‘
. In Britain the campaign for Public Lendmg nght and the leglslauon quite
clearly favour the first version. Victor Bonham-Carter has chronicled the long - .
campaign leading to the passing of the act in 1979, and he states the case fora .. .
Public Lending Right along the lines of a copy-right in the following way: . .- ..
' Itis simply, that under copyﬁght, 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 nm automatrcally acquxre the nght to do what he - ‘
‘1 likes with it. (...) - :
~ Public lending constxtutes further use of artlsuc/mtellectual property
which, for historical reasons, had not been covered by copyright legxsla—
.. tion, but which in natural justice copyright was desrgned to protect.™
o *The British campaign for Public Lending Rrght started in 1951, where novehst
John Brophy demanded payment for hbrary use of his books. He suggested that
libraries were to pay 1 penny a loan Tbe campmgn was soon known under the term
"TheBrophyPenny el . : SEIL TR T R
" The Public Libraries and The Library Association strongly opposed "The
Brophy Penny “This was mamly because the idea was for readers to pay the penny
per loan, which meant that the Free Public leranes were no longer free. But other
arguments opposmg ‘the copy-rxght idea were put forward From a cultural policy
perspective it was pointed out that libraries by their book-buymg made it possible to
pubhsh young authors and other authors who wrote for a restncted market But most

importantly, the authors had already received nght on sale by the sale of the book to
the hbrary
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-, - On the whole the British debate on 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 nghts were intellectual nghts and therefore Public
Lendmg nght (PLR) was a form of copynght The pubhc hbrary opposmon |
hkewxse opposed PLR because they, as an institution, represented support to readers.
Since the idea was for either the readers or pubhc libraries to pay the fee, the
opposition was strong because it would mean either a violation of the free pubhcA
library idea or - 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 Jennie Lee in an informal talk with representatives of
the authors and publishers made it clear that under tbe present Labour Government,
libraries would have to remain free.2 ' A e
“The campaxgn 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-nght rather than culmral support from the funding system. Even seen from the
angle of securmg the nghts 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
campaign for PLR notes with frustration how the various plans and bills one by one
fail partly through governmental 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 campaxgn in 1971:-
/ ( ) but people were begmmng to thmk that Lord Eccles who had been '
- sitting on the latest PLR proposals since October 1970, mlghtalltoo
. easily follow the example of his predecessor and take refuge in masterly
mactxon“’ - S o e fo ,
: One of the most persnstent supporters of PLR was Hugh Jenkins, Labour .
Minister for Arts and Lnbranes He himself has described the frustrating fight for the
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nght in his autobiography The Culture Gap. In 1976 he was replaced before he was
able to bring the bill before parliament, and Bonham-Carter notes in connection with
tlns that: R
N The fact was that, apart from Michael Foot, no one in the Cabinet thought
" 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’.™* ,@ N
. In Denmark the history of what I will call the Library Fee* started in 1918
where the author Thit Jensen demanded that each reader should pay 5 ere (aprox. %
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 recetve

grants-m—ald on the Budget =0 | _

- The authors, already supported by govemment were percelved 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 interésted parties such as
libraries and authors to a debate between state and authors. creT

Lisbeth Worsee-Schmidt notes that the occupation of Denmark durmg World
War II 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.”' 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
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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."**

'+ 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 Lending 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.™™* But it was also to support authors who were valuable -
for society. - ‘ x :

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 right of more
people involved, such as translators and illustrators, to receive funding for their
intellectual work ™, rather than the, inherent right of all intellectual property own-
ers. In 1985 a Report on Library Fees according to copyright was published.”* The
recommendations of this report were not taken up because it would prove too
expensive. :

Nevertheless, the system has slowly moved towards a culmral 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 tece}}'ﬁ half the
amount for the next 20.000. This amendment to the act also introduced a special
fund through which contributors not ehgxble through the mam fund could apply for
money. , *

The gmduanon of payment was in response to a general dlssausfacuon 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. o

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 cultural
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 not the, 50 to speak bread
and butter writers, those who did not think of themselves as artmts or who dld 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
financial and living circomstances of authors This is expressed in Kunstnemes
Kulturbetgnkning (The Cultural Report from Artmts) in wluch artlsts mform about
and discuss the importance of their work in soc1ety The report is prepared by the :
Damsh 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 essential 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.’ .
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- 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 Mlmster for Culture took the consequences of the development
within the Library Fee and changed it 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.”” Also a new consxderatlon has entered the debate, namely .
that of the EU. The European Union does not allow positive dlsqnmmatxon of .
nationalities.” On the whole though, the Muuster for Culture at the time, Grete
Rostboll said: . - . . o
~ 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 (musnc ﬁlm etc) thhm the resort of the Mxmstry of
Culture.® -
Itis (A ) my hope,that there later on will be poss:bxlmes for Sﬁppléixient-
" ing the support to literature, which the lerary Fee is an expressxon of, =
.- with other literature policy initiatives.™ : PaRe e
' 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 contemporary 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 amount to for instance works of deceased authors than to contemporary
authors. In order to discriminate positively without breaking EU directives the
system has been changed from considering Danish authors ehglble to cons:dermg
works written in Danish eligible. e DT e
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 language originators of the work and in this way itis an -
acknowledgement of the intellectual input of translators.” "~ *  ° R

In Britain the system is based on loans rather than titles. There is no graduation
of amounts paid. Compared to the Danish system, which has always been based on
titles, the British system is closer to the spirit of the British legislation because it
favoursthemratherthanwhathasheenbought e e

The Swedish Professor Svante Bergstrﬁm has studied Pubhc Lendmg nght
accordxng to the Berner Conventwn on copynght He finds that a system mdependent
of the use of the work i in quest:on and especxally independent of the kind of use and
the extent of use is not a copynght (befejelse) system. % Accordmg to thxs the B
Damsh system which does not pay accordmg to use, and whxch favours certam works
to others is, as mtended far removed from copynght leglslauon The Bnttsh system
on the other hand does favour the use and the extent of the use by paymg by loans “
rather than by tltle and is therefore closer to a copyrlght law ThlS 33810 was the
mtennon

Though the two Systems work accordmg to the mtenhons behmd them, it ls
mterestmg to note how the Damsh system has changed from bemg somewhere m
between the copynght and the cultural policy versron of Pubhc Lendmg RJght to a
cultural pohcy versxon Ofﬁcnally, it has been explaxned as changes made accordmg
to EU law. Brxtam too isa member of the EU but has not had to change their
system and have no mtenuons of changmg 1t to a cultural support scheme The
British system can pass EU reqmrements because authors edntors and translators are
only ehgrble for the PLR scheme 1f they are resrdent in the UK at the tlme they
register for the fee for that partxcular book “That i is, if an author has one book
, bought by the lxbrary System whzle he or she is living i in the UK he or she is ‘
eligible, but 1f the author has moved abroad when the next book is bought he or she
cannot reglster for that ntle In thxs way the regulanons drscmmnate agamst all
nattonals or none »

Thxs does not mean that Bntam does not want to open np rts PLR system for
other authors Bntrsh or of any other natronahty hvmg abroad Bntam has a recxpro-

cal agreement with Germany ‘and would hke to form more of these agreements or

LT
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for all countnes in the EU wrth a PLR system to enter a recrprocal agreement This
is not pure goodwrll from Brxtam The recxprocal agreement with Germany has
meant that roughly £ 7 ,500 are pard annually to German authors by Britain, but
Brttrsh writers recewe £ 150 000 from Germany262 No wonder Britain would 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.”® - © :

| Thrs mt:roduces another aspect into the cultural support/nghts dlscussron |

Namely that of a maJor natronal culture bemg able to proﬁt on lts populanty, and of
a minor national culture, like the Damsh trymg to safeguard 1ts own natronal |
hterature by excludmg other languages But lt does not change the mam argument
that Denmark would have been able to set up a rrghts based fee which would exclude
the matn bulk of other nanonals wrthout breakmg EU duectrves Because that is what
Bntalnhasdone o
v The overall reasons in the change in the Damsh system are therefore rather to
be found m the fact that the consensus for pubhc support for culture was formed |
after the system When the system was established there was a long ‘and strong tradl-
tion for cultural support to authors, but a general cultural policy did not exist. The
publrc ‘debate in the late 1970s and early 1980s was not about whether the Lrbrary
Fee should exrst or ‘not, but about the amounts pald out and about what kmd of
authors recexved the mam bulk of the money Even Damsh authors have debated ;
wrthm the consensus rather than opposmg a cultural support pohcy versron of the f
Lrbrary Fee in favour of a rrghts fee. |
" In companson Brmsh supporters of the Public Lending Right still vehemently
argue for the nght as a rlght rather than a subsrdy But where the campmgners for
the mtroducnon of the system drd this i in order to get the system mtroduced in hberal
Bntam the present argument 1s based on the fear that Pubhc Lendmg Rrght mrght
replace other forms of subsrdy That is, rt rs based wrthm the awareness of the weak
tradmon for hterature support m England F R Ward puts 1t the followmg 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 submdy
and therefore as a further subsntute for a posnuve Arts Councxl poh-'

cy).*

' In Denmark Lisbeth Worsge-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 Limreraturens Situation™, she 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 non-fiction.” Because libraries to a -
certain extent do buy according to demand, among other ways through the numbers
of each title bought, it means that the Library Fee still follows marketforces. As
Worsee-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 each author, in Britain £ 6000, in Denmark
200,000 kr (approx. £ 20,000).

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.- .+ . ..., Bl

‘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. S i
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9) PUBLIC LIBRARIES 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 cultural funding 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 enlighte}zing
Jorce. 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 -

o 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 fulfilling a role as promoter of literary
. . - 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 literafy 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 pubhc hbrary s role in connection
thhthepubhshmgmdusﬂy ST T o
- 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, according to Thorhauge, is in collecting and makmg avail-
able, whereas dissemination is the promotion done by the library. - s
" 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 mtermmg}ed with the hbrary PhﬂOSO'
phies which decide the role of the public libraries. -~ © =~~~ oo T
" In particular the collecting function of the libraries can influence what the
publishing industry makes available, because of the sales this collection function
accrues. Especially in a small language market like the Danish where margins are - -
important libraries’ book buying policies can be important, but also in the British
market they can play a part for the not so proﬂtable pubhcanons such as hterary
fiction and hardbacks. - R A I L AT T
©+ +1 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, based in cultural policies -
by a look at the influence of theé collection functions on the two publishing indus-
tries. This is also an example of how Danish public libraries are perceived as being
supporters of literary fiction and how British public libraries are not seen as an
instrument of cultural policies by anyone but opposers of support for literature.
" - Both in Denmark and Britain, the publishers agree that they cannot depend on
the libraries for the books which are not economically viable in the marketplace. The
reason given for this is that the libraries have had major cutbacks in their funding. In
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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 explains that in Bntam the ﬁrst significant budget cuts came
in 1975/6 and "Pubhc libraries began to buy lower pnced books and by so doing,
were able largely to mamtam the number of books acquired"™ Since 1975 book-
funds have been cut further and hbranes are not always able to maintain the same
number of books as before, even by buying lower priced books. Nonetheless the
buying of lower priced books by libraries has been important for the publishing *

" Libraries have traditionally bought hardbacks. They are stronger than paper-
backs and can therefore be issued more times than a paperback can. But because of
dummshmg funds, libraries are now buying more paperbacks. A publisher like
Harvill still pubhshes a small hardback prmt-run for libraries and reviewers. But in
the future the diminished buying of hardbacks could mean that titles which could
survive in the traditionally small print-run of the hardback, may not be published
because they are not economlcally viable in the larger papexback prmt-run The issue
is compounded by the fact that books which may not have sold well because of price
or content in the bookshops were at least available from the libraries.

This was the only way Bnnsh pubhshers interviewed for this thesxs saw the
libraries as supporting or not supporting the literary fiction, by the implications the
loss of hardback sales had on the small print-run literature. -. R

- In Denmark the connection between libraries and pubhshers 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 hbranes for ruining the
ecological balance in the world of books, because the free library loans meant less
sales. This had changed by the end of the eighties and early nineties, where the
libraries were blamed for not supporting the "narrow quality fiction™*, 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 1992°*, 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 failed to the advantage of demand.”™

This survey fuelled the public debate about quality fiction and the libraries. The
Ministry of Culture held a conference on the basis of this survey and in the follow-
ing publication of the papers given at 