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Introduction

The course on “Redefining Cultural Identities”, organized by the Institute for
International Relations from Zagreb and the Inter-University Centre in Dubrovnik,
has widened its program and evolved in the last five years to become the course on
“Managing Cultural Transitions in Southeastern Europe”. During this period about
200 students and professors from the region and from all parts of Europe assembled
in Dubrovnik to deliver lectures, to learn about different aspects of cultural identity
change and to discuss cultural transitions in the Southeastern European
post-socialist countries. An impressive number of issues have been covered within the
course programs: identity changes and policies; social implications of cultural,
media, language, minority and education policies (all redesigning cultural values
and cultural life in general), intercultural relations, emergence and development of
cultural industries; opening up of cultural exchange through cultural markets;
introduction of new technologies and mediation of cultural contents; the social
position of arts and artists; as well as other areas of cultural creativity. The list is not
exhausted, neither is the interest of new generations of cultural professionals in the
region. They actively contributed to the quality and discussions during courses, and
established good friendly and cooperative links. New networks have been designed,
and existing ones widened.

Programs and methodologies of work have been constantly upgraded. In 2004 the
course directors and organizers agreed to implant a conference on Southeastern
European cultural cooperation into the course program and thus increase time and
vivacity of discussions. The results were encouraging, and this effort has turned out
to be a good practice of the course. Visiting the Art Gallery Lazareti in Dubrovnik
and discussing the plans for further development and widening of its activities was
interesting and inspiring for the participants, both professors and students alike.
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Now the papers that are prepared following the delivered lessons are in front of us.
They are divided into two chapters: one on the creative industries in Southeastern
Europe, and one on cultural exchange and cooperation in the region.

The creative industries or, rather, culture industries as they appeared in the
Southeastern European countries, stem from the tradition of industrial and
market-oriented cultural production taken to be low culture or even kitsch cultural
production, undermined during the times of socialism. In the transition period these
industries became more associated with the ideas of modernization and
technological progress, and strongly prompted by imports of cultural consumerism
based on pop cultural products. In the 2002 session of the Dubrovnik course,
redefining cultural identities in the region was discussed through the analysis of
cultural industries and technological convergence. It was already clearly visible that
the small-scale cultural industries and productions might be both economically and
culturally reasonable if supported by regionalist ideas and intra-regional cultural
cooperation," which might, perhaps, establish links among small and very diverse
Southeastern European cultures. However, the influence of large transnational
corporations, which are turning the region into a part of the global cultural market,
has not yet been undermined.

Now Inga Tomié-Koludrovi¢ and Mirko Petri¢ add a new dimension to this
discussion and show how the Southeastern European transitional societies, at best
“mixed societies”’ undergoing different types of modernization process, may react to
challenges relating to the development of creative industries and creative economies.
The authors clearly stress that in spite of numerous commonalities, the differences
between countries in the region, and also within them, may still produce very
different reactions to the challenge of creative industries and the markets they may be
cultivating. Jaka Primorac offers a review of how cultural/creative industries have
been changing over time, and looks into the technological content of the term. Maja
Breznik analyzes Slovenian publishing and outlines the position and role of small
local publishers that are subsidized by the state to carry out their often demanding
programs. Their efforts are diverted by the direct transfer of the publishing industry
from abroad, done through a subtle set of measures that diminish local financial and
creative efforts and thus show that the quality of content does not pay much in
international competition. Aldo Milohni¢ discusses aspects of “flexible” employment
in culture and thus adds an important asset to the further development of cultural and
creative industrialization.

The discussions on cultural cooperation in the region, mainly based on analyses
by Dona Kolar-Panov, Milena Dragicevié¢ Sesi¢ and Corina Suteu have shown how

1 “Redefining Cultural identities: Cultural Industries and Technological Convergence”,
Culturelink (Dossier) Vol. 13, No. 37, August 2002, pp. 113-142.
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transparent indeed their influence in turning the region into one market is and may be
in the future. Linking parts of the region after the crisis of dissolution of the former
Yugoslavia has been largely concentrated in cultural and media fields, and supported
by foreign foundations and companies. It appears to go from the top down, i.e., the
elaborate formats of cultural and media cooperation and interaction are
implemented in different cultures and parts of the region with a view to supporting
their mutual interconnectedness. However, the application of the same format or the
same TV program through local televisions is primarily meant to contribute to the
standardization of the local (cultural) markets, and not to creative cooperation
among local cultures. Although such programs include some aspects of formalized
cooperation among local actors and institutions, they remain far from creating an
appropriate form of communication that would touch the main problems of cultural
identification and development, including that of cultural or creative industries.

The two issues, cultural/creative industries and regional cultural exchange,
remain not only a challenging field of cultural research, but also the key elements for
discussions on the institutionalization of cultural studies in university programs, or in
analysis of multi- and interculturalism. The presentation of the cultural studies
program of the University of Rijeka by Marina Biti, points out the need to introduce
such a type of study and thus contribute to the rationalization and analysis of cultural
developments. Cultural transitions unavoidably demand insights into intercultural
relationships, and Melita Richter Malabotta offers here a reflection on different
models and approaches to the issue. The ever more intense concentration of cultural
developments in the cities of Southeastern Europe demands conceptual and policy
analyses of the already developed models and their possible endogenization in the
region, which is offered by the Petri¢ and Tomi¢-Koludrovié text on the creative city
and the Kulturstadt. The contribution by Lidia Varbanova stresses the importance of
information flow and presents the project designed to help development of
specialized cultural portals. All these contributions contextualize the further cultural
development and cultural life in the region.

The editor would like to thank all the authors for their valuable contributions, for
their Dubrovnik lectures, contacts with students and colleagues during the
Dubrovnik seminar, and for their good will to help sustain an analytical approach to
the most challenging issue of the development of cultural/creative industries and
studies in Southeastern Europe.

The Editor
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Creative Industries in Transition: Towards a Creative Economy?

Inga Tomi¢-Koludrovié
Mirko Petrié¢

In a frequently quoted statement from his keynote speech at the “creative industries
conference” that took place in Vilnius, Lithuania, in 2003, Chris Smith, former
British Secretary of Culture, Media and Sport, and an incessant promoter of the
“creative industries” claimed that the model he himself associated with the “advanced
economies of Europe” was transferable to “developing countries”. Smith said:

“I believe [...] that we are living through a new economic revolution in the
advanced economies of Europe. We have moved [...] over the centuries, from an
agricultural economy to an industrial manufacturing economy to a service
economy. And now I believe that we are beginning to move from a pure service
economy to an economy that is based very substantially on creativity. And that
is not just true of the economies such as the United Kingdom which have for
many years had the advantage of the free market entrepreneur system. I think it
is also true of economies in developing countries.”

This article attempts to examine whether such an expectation corresponds to the
social and economic realities of the post-socialist countries of Southeastern Europe,
to which policies associated with the notion of “creative industries” are currently
being exported by the British Council.'

1 The Baltic states were the first among the post-socialist countries to be a target of such
efforts (through the Central and Eastern European Pilot Project launched at the Vilnius
conference in October 2003). The year 2004 saw the extension of the program to the
Southeastern European (SEE) region, where it is administered as one strand of the British
Council’s UK-SEE Forum. Both efforts are part of the British Council’s “creative
industries in transitional markets programme”, aimed at economies which have “moved
beyond the development stage but [are] still unable to protect intellectual property rights in
creative goods and services”. The program takes expertise in economic data collection
(’mapping”) “from a UK region to a transitional economy”, and also “explores the
infrastructure needs and barriers to development facing the creative industries”. The pilot
project for Latin America takes place in Colombia, while new pilot projects are currently
been developed in the Middle East, Africa and South East Asia (British Council, 2005).
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Given the recentness of these initiatives, a refutation of Smith’s claim based on
empirical evidence is obviously still not possible. This article therefore attempts to
hypothesize, based on theoretical argument, that a direct transplantation of the term
and practices associated with it is not possible in a social context radically different
from the originating one.

Unlike Smith’s statement, which is exclusively economy-focused, we emphasize
the importance of the social context. Namely, in our opinion, and consistently with
Weber’s classical sociological approach, it is not possible to view economic
phenomena separately from the type of society and its culture. This is especially the
case when the notion of so-called creative industries is at stake, since it is inextricably
related to cultural practices (as is, for that matter, the word “creativity” in general,
even if reduced to an exclusively economic context).

Another reason why we focus on the type of society connected with various
economic and cultural issues is that we think such a viewpoint is conducive to a more
profound insight into the subject matter. Last but not least, it arguably also guarantees
a larger degree of predictability of the practical outcomes of various planning
activities.

It is relatively easy to notice that levels of efficiency of public administration and
the judiciary in the post-socialist countries are not comparable to those in the
“advanced economies of Europe”. The same goes, at least partly, for the standard
procedures of operation of the business and banking systems in these countries.? If
widespread copyright piracy is added to the picture, it is equally easy to conclude that
there exist numerous obstacles to a successful implementation of the practice of
“creative industries” in non-EU integrated SEE countries. But to understand the
problem more profoundly, it is necessary to grapple with the nature of the social and
cultural context in which these obvious manifestations of difference come about.

2 It should be noted that business and banking practices in the transitional countries of
Central, East and Southeastern Europe have changed significantly in the enterprises owned
by foreign investors. The number of these has been steadily growing in the last fifteen
years, in the banking sector especially since the mid-1990s. According to a recent Wall
Street Journal Europe estimate (Singer et al, 2005), “international banks” now control 70%
of assets in the banking systems of the group of countries including Albania, Bosnia and
Herzegovina, Bulgaria, Croatia, Czech Republic, Estonia, Hungary, Latvia, Lithuania,
Macedonia, Poland, Romania, Serbia and Montenegro, Slovakia and Serbia. However,
although foreign-owned banks are introducing Western-style standards of operation,
business realities in transitional countries still largely differ from those in the West. For
example, according to the same source, only one in three Poles has a personal bank account.
Likewise, credit cards were used for only 2% of total Polish consumer payments at the end
of 2003.
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At the center of discussion in this article are sociological theories of
modernization. We take these to be an apt frame of reference to describe the nature of
the differences that arise when the “advanced economies of Europe” - to retain for a
second Smith’s vocabulary - are compared with those of the post-socialist countries.
In our view, these differences can be described as a consequence of different
positions these societies and cultures occupy in the modernization process. While
those compatible with the “advanced economies™ are part of a “post-industrially
modernized” social context, the post-socialist ones largely reflect the phenomena
typical of the first, “simple” modernization.

We argue that the notions and practices of the “creative industries” and the
“creative economy” are compatible with the former, and therefore not likely to be
smoothly transplanted into the latter. But before we outline the differences between
the “post-industrially modernized” societies and the societies of incomplete “first
modernization”, we need to briefly discuss the notions of “creative industries” and
the “creative economy”.

From “creative industries” to the “creative economy”

It is by now widespread knowledge that policy work leading up to the notion of the
“creative industries” emerged in Australia in the early 1990s. However, it was only
launched into international prominence in the late 1990s and at the beginning of the
21st century, after the UK Department of Culture, Media and Sport (DCMS) set up its
Creative Industries Unit and Task Force (in 1997), and carried out its two
comprehensive mapping exercises on the subject.

Following the lead of Australia’s first Commonwealth cultural policy, Creative
Nation (1994), the newly formed UK culture ministry,’ headed by Chris Smith,
articulated its entire cultural policy as being about the development of “creative
industries” (Gibson, 2001). These, in turn, were seen not only as culture-related in the
strict sense, but important for the national economy.

The official definition of the term, coined in its infancy but still in force today,
states that “creative industries” are “those industries which have their origin in
individual creativity, skill and talent and which have a potential for wealth and job
creation through the generation and exploitation of intellectual property” (DCMS
2005).

According to British classifications, used in government-organized mapping
exercises on the subject, the field of “creative industries” includes the following

3 The first New Labour government, elected in 1997, renamed the previous Department of
National Heritage into the Department of Culture, Media and Sport.
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sectors: advertising, architecture, the art and antiques market, crafts, design, designer
fashion, film and video, interactive leisure software, music, the performing arts,
publishing, software and computer games, television and radio (DCMS 2005).

The two national mapping exercises, the results of which were published in 1998
and 2001, attempted to prove the economic importance and potential of the sector. In
official documents, it is emphasized that “creative industries” accounted for 7.9% of
the British GDP in the year 2000 and grew by an average of 9% per annum between
1997 and 2000, compared to 2.8% for the whole of the national economy over this
period. Furthermore, the public is informed that “creative employment” totaled 1.95
million in December 2001, and achieved an average annual growth of 9% over the
period between 1997 and 2001, compared to 1.5 % for the whole of the economy.
Finally, export results and the potential of the sector are praised, as well as its role in
the regeneration of deindustrialized cities and regions.’

Critics have argued that much of the data produced by “measuring culture” in
general is “methodologically flawed, and says more about policy intentions than
about actual impact “ (Selwood, 2002). Tepper (2002: 163) also reports that cultural
economists consider aggregate national measuring efforts such as that of the DCMS
as primarily political and providing very little analytical or empirical insight.

When the impact of the “creative industries” is discussed, it is hard not to agree
with James Heartfield, who claims that “much of the growth could be explained by
different methods of counting” (Heartfield, 2005: 10), and that - to begin with - the
expectations placed on the sector were far too great for it to live up to them
(Heartfield, 2000). Heartfield (2005: 4-5) also claims that the growth the newly
defined sector experienced came in largely on the wings of “the newly floated
Internet company shares that suspended traditional rules about future company
earnings”. These led to intense branding and rebranding of companies, creating work
for advertisers and designers.

In a recent article, Garnham (2005) claims that the very term “creative industries”
draws its political and ideological power from the prestige and economic importance
attached to the alleged impact of information and communication technologies.
According to Garnham, this prestige - drawn from information society theory -

4 Creative Industries Mapping Document 1998 and Creative Industries Mapping Document
2001 are available in pdf format at the DCMS website.

5 In contrast with academic discourse, the websites of the regional development agencies
linked to the DCMS site do not elaborate either on the economic hardship in the recent past
or on the role intended for the “creative industry” in the process of overcoming it. Only
indirect references to these topics can be detected in the phrases such as “sustainable
economic development and regeneration” or “transformation” (of the economy). The usual
New Labour term when speaking about the need to eliminate poverty is “social inclusion”.

10
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sustains the unjustified claim of the cultural sector as a key economic growth sector
within the global economy and creates a coalition of disparate interests around the
issue of intellectual property rights.

Finally, when the notion of the “creative industries” is compared to related stricter
definitions containing the term “industry” (such as Hesmondhalgh’s definition of the
“cultural industries™), it also becomes obvious that it includes activities lacking the
industrial form of production and reproduction, such as the art and antiques market,
crafts, and the performing arts. The addition of these activities to the definition of the
“creative industries” can indeed be seen as a means of “the cultural sector’s statistical
expansion”. In plain words, Heartfield describes this as “a matter of adding in more
jobs and businesses in such a way that boosts the numbers” (2005: 11).

Having said all this, however, it should be added that independent and more
reliable statistics from other “advanced economies” indicate over the long term a
noticeable increase in professions that form part of the “creative industries” and what
is elsewhere referred to as the “creative economy”.’

Florida (2005) quotes various sources in order to illustrate the intensified pace of
“all forms of creative work” and to substantiate his claim that this kind of work
“produced most of our economic growth over the late twentieth century” (2005: 26).
Florida’s sources include statistics resulting from reliable empirical research. Among
the data he quotes are those compiled by Kevin Stolarick from the US Bureau of
Labor Statistics, showing that “the creative sector of the economy accounts for 30%
of US employment and nearly half of total wages and salaries” (2005: 27).

Florida also quotes the economists Frank Levy and Richard Murnane, who have
analyzed comprehensive data from the US Department of Labor’s Dictionary of

6 According to Hesmondhalgh (2002), the “core” cultural industries include advertising,
marketing, broadcasting, film industries, the Internet industry, the music industries, print
and electronic publishing, video and computer games. These groups of activities are
centrally concerned with the industrial production and dissemination of cultural “works”.
In Hesmondhalgh’s classification, theatre, and the making, exhibition and sale of art works
are seen as “peripheral” cultural industries, because they lack the industrial form of
production and reproduction.

7 It should be said that the term “creative economy” is also used in Britain, and increasingly
so. It can actually be argued that it is currently replacing the term “creative industries”, as
was stated by a leading creative industries mapping expert Dr Calvin Taylor, Senior
Lecturer at the University of Leeds and Director of the Creative Industries Development
Agency (CIDA), in Question and Answer session at the UK-SEE Forum-organized
Creative Cities Seminar, held in Plovdiv, on March 17, 2005. Taylor did not speculate on
the reasons for this replacement, but it could be argued that it is happening because of the
difficulties the “creative industries” have been facing since 2002 (according to Heartfield,
2005: 4), and because the term “creative economy” implies still less direct connection with
“cultural” activities sensu stricto than the term “creative industries”.

11
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Occupational Titles, detailing 12,000 individual occupations. Following their
analysis one can conclude that significant changes have occurred “in the kinds of
work people actually do over the course of the past several decades” (Florida, 2005).
In Levy’s and Murnane’s estimation (2004) nearly all of the growth in jobs since
1969 has come in the fields they define as “expert thinking” and “complex
communication”, while those defined as “routine cognitive tasks” and “routine
manual tasks” have significantly declined and are expected to continue to do so.®

The sociologists Steven Brint (2001) and Steve Barley (1996) have estimated that
“knowledge workers” make up between 30% and 35% of the US workforce and
continue to grow fast, while a team of Canadian economists (Coulombe et al., 2004)
has recently made “a breakthrough in quantifying creative capital, differentiating it
from human capital, and demonstrating its importance to economic growth” (Florida,
2005: 33).

Viewed against this backdrop of long-term trends, critical accounts of the
strategies adopted by the UK Department of Culture, Media and Sport acquire
somewhat different meaning. They are certainly justified in criticising
methodological flaws in measuring procedures, as well as interpretive distortions
resulting from an intentional confusion of advocacy and evidence-based policy. But
trends outlined in the research quoted above remind us that difficulties experienced
by the “creative industries” in the UK should be viewed in the context of the current
general economic slowdown. Likewise, it should be kept in mind that certain
short-term changes in the type of economy are attributable to recent political events.’
The long-term trends in the “advanced economies” seem to point to the continuing

8 In Florida’s laconic interpretation (2005: 30-31), “expert thinking” jobs are those “that
require creativity and expert problem solving, ranging from designing new products to
diagnosing illnesses to creating unique dishes from fresh ingredients”. The field of
“complex communication” relates to “high paying jobs in design, innovation and
motivation or management of others that require face-to-face interaction”. “Routine
cognitive tasks” refer to “jobs that require mental tasks that follow well-defined logical
rules”, while “routine manual tasks” are described as “physical-labor jobs that follow
defined rules”. The first two have grown rapidly since 1969. The latter have declined
significantly in the same period and are vulnerable to outsourcing and automation. Levy’s
and Murnane’s classification also includes “non-routine manual tasks”, i.e. “physical-labor
jobs that are difficult to automate because they require ‘optical recognition’ and ‘fine
muscle control’, including a range of factory jobs, but also personal-service jobs such as
haircutting or housecleaning”. These jobs declined between 1969 and 1989 and have
leveled off since then, since they are not vulnerable to outsourcing and automation.

9 Florida’s most recent book, The Flight of the Creative Class (2005), quotes the increasing
restrictions on the movement of human capital into the US as one of the reasons for the
crisis of'its creative economy. These restrictions, although by no means the only reason for
the slowdown, are themselves a consequence of a chain of political events.

12
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importance of the sector which is referred to here as the “creative economy”, but
which would smell the same even if called by some other name.

The social context of the “creative economy”

According to Tepper (2002: 159), many policy-makers have recently argued that
certain changes in the economy are exerting a significant influence on the position of
art and culture in society. These changes include “globalization, digitalization, the
rise of the ‘knowledge’ worker, the boom in intellectual property, changes in leisure
consumption”. Tepper reports that art and culture are now heralded as engines of
economic growth and development, as scholars write about the central role of
creative cities, creative clusters, creative economies, and the “rise of the creative
class”.

As much as this new public prominence of “creativity” may appear to be new, it is
worth remembering that, thirty years ago, in his book on the Coming of Postindustrial
Society (1973), Daniel Bell foresaw a rise of the society whose economy would be
marked by the centrality of theoretical knowledge. Bell also foresaw the growth of a
“knowledge class” of scientists and engineers, and a move from manufacturing to
services. In a separate book, he also analyzed The Cultural Contradictions of
Capitalism (1976), coming about as a result of a clash between a Protestant work
ethic and the exigencies of an increasingly hedonist consumer culture.

In the meantime, a new conception of work has come about in which the two
aspects coexist without contradiction: the journalist David Brooks (2001) has argued
that the new culture represents a blending of bourgeois and bohemian values. This
suggestion has subsequently been theoretically elaborated on by Richard Florida,
who also claims that the members of the new “creative class” effortlessly integrate
multiple interests and personae into a unique creative identity (2002: 13).

But what is important to us in the context of this article is that Bell’s analysis
clearly outlines its research premises (“axial principles”), and takes into account the
socio-cultural context of technological and economic phenomena. In our view, such
an approach to the analysis of the phenomena related to the “creative industries” and
the “creative economy” enables a more profound insight into their character than the
purely econometric focus of the various mapping exercises in the field.

When placed in a sociological context, the notions of the “creative industries” and
“creative economy”’ reveal compatibility not only with the type of society referred to
by Bell as “post-industrial”, but also with what various social theorists call the
“second” (Beck), “reflexive” (Beck, Giddens), “late” (Giddens) or “liquid”
(Bauman) modernity.

13
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Common to all these theorists is a focus on the modernization process as a key
force shaping contemporary social organization. What Beck (1986) refers to as “first”
or “simple” modernity is typical of industrial society and the social change it brought
about in relation to pre-industrial social institutions. It has affected various aspects of
social organization, but never so radically as “second” modernity - now underway in
what Smith refers to as the “advanced economies” - promises to do. Namely, this is a
modernity attempting to modernize its own foundations (hence the adjective
“reflexive” in Beck’s alternative label for it).

According to Beck, “second modernity” is directed at everything that “first”
modernity left “unmodernized”: family and gender roles, workplace relations,
individual biographies and sense of belonging. Central to it is the process of
individualization, forcing social actors to question and reflect upon all the basic
assumptions, limitations, and contradictions of modernity. This thinking through is
done at an individual level, in a “risk society” context, where everybody is forced to
make decisions, increasingly without resort to the disappearing traditional collective
support mechanisms, ranging from the family to the nation-state.

The societies faced with “second modernity” are marked by an increase in
post-traditional forms of social organization, serving as a backdrop to what Florida
describes as “the rise of the creative class”.

The kind of economy that took place in the emerging “creative centers” of the
1990s obviously depended on the individualized, highly qualified and highly mobile
workforce, turning their individual “cultural capital” into a production resource.

The accompanying post-traditional forms of social organization included an
ever-increasing number of people living by themselves, which Beck mentions in his
account of the “risk society”, as well as tolerance for alternative lifestyles and sexual
preferences, emphasized by Florida."

10 According to Florida, diversity stimulates growth in the innovation-based high-tech
economy. In his Rise of the Creative Class (2002), he used “gay index”, developed by Gary
Gates and a group of economists (Black et al., 2000), as an indicator of tolerance in an area,
with the explanation that gays have been subjected to a particularly high level of
discrimination, and that the attempts of this group to integrate into mainstream society have
met substantial opposition. Since homosexuality, to some extent, represents the last frontier
of diversity in the US society, Florida considers it “a good indicator of the low entry barriers
to human capital that are so important to spurring creativity and generating high-tech
growth” (Florida 2002, 256). Florida’s use of the “gay index” is based on the assumption
that “a strong and vibrant gay community [is] a solid leading indicator of a place that is
open to many different kinds of people” (Florida 2005, 60) and as such a good predictor of
technological development and economic growth in the “creative age”.
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When the social context of the “creative economy”, even as fragmentarily
presented as here, is taken into account, the task of transplanting “an economy that is
based very substantially on creativity” into a transitional social context begins to
appear much more complex than the quoted Smith’s Vilnius statement implies.

“Creative economy” in the SEE context

The social context of the “transitional markets” of the SEE region differs radically
from the social context in which both the notions of the “creative industries” and
“creative economy” originated.

While these are clearly “second modernity” societies, characterized by social and
cultural phenomena compatible with the “reflexive” stage of advancement of the
modernization process, the societies that form a backdrop to the “transitional
markets”'! in SEE countries are clearly more compatible with the characteristics of
“first modernity”.

These are the societies in which the notions that Beck summarizes as typical of first
modernity are still present, at least as memories or idealized principles of social
organization. These include: “[n]ation state society, collective patterns of life, full

employment society and rapid industrialization with the ‘unseen’ exploitation of
9512

nature.
Since post-socialist countries do not live in a vacuum, they are also affected by
challenges that Beck summarizes as “globalization, individualization,
unemployment/underemployment, gender revolution and, last but not least, global
risks ([such] as the ecological crisis and the breakdown of global financial markets)”.

However, in the post-socialist context, the character of social responses to these
challenges is different from the processes taking place in the societies exhibiting
pronounced features of “second modernity”. For instance, it cannot be denied that
one of the effects of the transitional period has been a certain individualism in the
economic sphere. However, this is certainly not individualization typical of “second
modernity” and based on Inglehart’s “post-materialist” values. Rather, it is what

11 This is the expression used on the British Council’s website to describe the target of the
current campaigns devoted to the export of the notion of the “creative industries”. No
reference is made to “culture” and “society” in the section describing the proposed actions,
where the term “transitional markets” figures prominently.

12 This lapidary characterization applicable to the societies of the post-socialist, “transitional”
countries has been taken from an interview with Beck conducted by Danilo Zolo. The
original article was published in Reset No. 53 (March-April 1999), and is now available in
Italian and English at </http://dex1.tsd.unifi.it/juragentium/en/index.htm?surveys/wlgo/
beck.htm/> [visited October 2, 2005].
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Beck (1993) terms Armuts-Individualisierung (individualization induced by
poverty). This form of individualization is based on the wish to differentiate oneself
from others on the basis of possession of material goods.

This is in sharp contrast with what is happening in the societies of “second
modernity”, in which members of the creative class primarily strive to define their
own identities in post-materialist terms. As Marcus (2005: 14) says: “status and
identity of the members of the creative class are not principally related to the goods
they have, because living standards have grown so much that the material goods no
longer represent a measure of the status. Rather the quality of what they experience
defines the quality of their lives.”

In the transitional context, one should note that the wars of Yugoslav succession
and transitional economic hardship have brought about a reversal of trends even in
those parts of the SEE region that exhibited post-materialist values in the period
preceding the disintegration of socialism (Croatia, urban centers in the north of
Serbia)."* During the 1990s, the whole region was dominated by trends indicative of
what Inglehart (2000) classifies as “survival values”, and not by “self-expression
values” characteristic of both democratic societies and “advanced economies”.

Another example of the discrepancy between the “post-socialist” and the
“post-industrially modernized” countries can be found in the different approaches to
the spatial resources in an urban context. The members of the creative class that
Florida described in his initial book on the subject (2002)"* value “authenticity and
uniqueness” of places coming from a mix of features offering “unique and original
experiences”. Among other things, these features include “historic buildings”,
“established neighborhoods™ and specific cultural attributes of a place. “A place full
of chain stores, chain restaurants, and nightclubs is not authentic”, Florida says, yet
this is exactly the direction in which a number of urban settings in the post-socialist
countries is heading.

The clash of “first modernity” and “second modernity” is especially clearly visible
in the tourist resorts on the Croatian Adriatic coast, where new construction -

13 The results of a large-scale empirical survey of Yugoslav youth carried out in 1986
indicated that the youth populations of Slovenia and Croatia consistently exhibited
individualist values (Ule 1988; Radin, 1990). The findings of this survey were confirmed
by another survey carried out in 1988 (Ule, 1989). The northern Serbian province of
Vojvodina and the city of Belgrade were also noted as places where there existed a
pronounced distance to the authoritarian collectivist paradigm. In a wider context, the
existence of post-materialist values among the youth in the late socialist Yugoslavia can be
attributed to a larger degree of openness to the West and higher living standards that it
enjoyed in comparison with the socialist states of the Soviet bloc.

14 The characteristics of urban settings that attract the members of the creative class are
described in detail in chapters 10 ("The Experiential Life””) and 12 ("The Power of Place™)
of Florida’s The Rise of the Creative Class.
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frequently illegal - is endangering the mix of “authentic” architectural features and
patterns of living that the members of the creative class find attractive. Because many
of the latter visit as tourists or intend to acquire property in the area, it becomes a
place where wasteful exploitation of natural and cultural resources characteristic of
“first modernity” meets directly with the quest for “authenticity” and preservation of
the existing character of historic places.

Finally, speaking of tolerance that is so highly valued by Florida as a precondition
for growth of the “creative economy”, on the basis of newspaper reports it is not hard
to conclude that the region is not only pervaded by pronounced ethnic distance but
also by equally pronounced intolerance for openly gay lifestyles."” Judging by the
yardstick that Florida considers to be crucial in the North American context, the SEE
region has a long way to go before it becomes open to diversity that in turn enables
economic exploitation of creativity.

Even if we leave aside the discussion of cultural phenomena indicative of social
and economic trends, and concentrate for a moment on possible structural
explanations, we see very little prospect of an imminent development of the “creative
economy” in the region.

In arecent article, Bérocz and Sarkar (2005: 160-161) have argued that by the time
the European Union’s new applicant states from East-Central Europe came within
arm’s length of the Union, they were already profoundly transformed into
“second-tier service and manufacturing sites [...] reconstructed almost exclusively by
foreign capital [...] to produce for the EU market”.

Such a structure of the local economies is by no means conducive to the flourishing
of the “creative industries”, as they are understood in the post-industrially
modernized countries. To make things worse, the only three countries from the region
represented on Florida’s emerging “global creativity index” (2005: 156) are EU
candidate countries Bulgaria, Romania, and Croatia.'® These countries can expect the

15 Inthe case of Croatia, Tomié¢-Koludrovi¢ (1996) has argued that the dominance of the “war
paradigm” in the 1990s was detrimental to the previously achieved levels of tolerance in
this regard as well. In spite of such setbacks for the gay community, it should be added that
it has become more publicly visible in the transitional period than had previously been the
case, thanks to the possibilities offered by the new technologies (community websites have
been established in various parts of the region), increased contacts with the international
gay rights activists, and organization of gay pride marches in the largest urban centers
(Belgrade in 2001, in Zagreb every year since 2002, this year also in Bucharest). Less
publicly visible gay pride events have also been organized in other centers in the region.

16 Florida describes his Global Creativity Index as a composite measure of national
competitiveness based on his presumed 3Ts of economic growth: technology, talent, and
tolerance. Sweden tops his list of 45 nations, followed by Japan, Finland, and the United
States. Croatia ranks thirtieth and Bulgaria thirty-first, while Romania is the last, forty-fifth
country to be included on the list. Other SEE countries are not represented.
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same kind of “reconstruction” of their economies that East-Central European
post-socialist countries had experienced before their full integration into the Union.

Conclusions: potential remedies and policy considerations

Is there anything to be done? Taking into account the social and economic trends that
have been evolving since Bell’s first vision of a postindustrial society, it is not hard to
agree with Marcus’s statement that “the new society and economy favours the
sector’s development” (2005: 10). But what if it is not there? What if neither the
structure of the economy nor the social configurations seem promising for the
sector’s development?

If an analogy can be drawn with the picture of the post-transitional, EU-integrated
East-Central European economies painted by Borocz and Sarkar (2005), the role
assigned to the newcomers into the Union will certainly not favor the sector’s
development, but at best the imports of the sector’s products.

In terms of their social structure, the transitional societies are at best “mixed
societies”, simultaneously undergoing modernization processes engendering both
“first” and (to a significantly lesser extent) “second” modernity phenomena. What’s
more, even this limited extent of “second modernity” configurations can be said to be
present only in selected locations, and certainly not universally across the region."”

17 There have been no topic-specific region-wide comparative empirical surveys on the basis
of which one could gauge the presence of “first” and “second” modernity phenomena in
individual transitional societies in the region. What can serve as a substitute to a certain
degree are the results of Inglehart’s World Values Survey. In the diagram drawn on the
basis of this research (Inglehart, 2000: 85), one can discern the position of individual
countries in the region with regard to values compatible with second modernity tendencies.
What results from the diagram representing “locations of sixty-five societies on two
dimensions of cultural variation (survival vs. self-expression, and traditional vs.
secular-rational authority)” in the quoted article is that countries in the region cluster in the
following way: when self-expression values are concerned, Croatia is grouped together
along the axis with the countries such as Portugal and South Korea, followed in the
descending order by Bosnia, and then Macedonia. Yugoslavia comes next, while Bulgaria
and Romania trail behind it and form the final group of SEE countries represented on the
diagram. That Croatian transitional society is a society in which two modernities are
simultaneously at work has been argued on the basis of empirical research of women and
youth presented in Tomi¢-Koludrovi¢/Kunac (2000) and Tomié-Koludrovié/Leburi¢
(2001). On the basis of this research one can also conclude that “second modernity”
tendencies are significantly less present in Croatian society than “first modernity” ones, as
well as that certain phenomena that appear to be compatible with “second modernity”
tendencies actually contain “first modernity” values in “second modernity” visual and
lifestyle disguise.
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The question asking whether in such conditions one can expect a significant
development of the “creative industries” and the “creative economy” is easy to
answer. The answer is an emphatic “no” for the present, and a “maybe” for a possible
fragmentary development in the future.'®

A question much more difficult to answer is whether anything can be done from a
practical point of view in order to create preconditions for the development of the
“creative economy” in the region. And, connected with this, is such a project
worthwhile embarking upon in the first place, given numerous limitations and
foreseeable obstacles to its successful completion?

The answer to the latter question is “yes”. If recent history of the region has taught
us anything it is probably that phases of historical development cannot really be
skipped, but can perhaps be accelerated. Given the profile of various activities in the
“creative” sector, and their closeness to the field of culture, it is only logical that a part
of the planning activities should be undertaken from a cultural policy perspective.

But what exactly should a policy maker do? It is hard to provide any general
recipes, since — in spite of numerous commonalities — there also exist marked
differences between the individual countries in the region, as well as between their
individual parts.

As a general rule, however, we are of the opinion that policy-makers would be well
advised not to confuse the cultural sector and the “creative industries”, as James
Heartfield claims DCMS has done in the UK (2005: 10-11).

It would be hard to argue that a rich and varied cultural sector in any given
community would not, at least in an indirect way, contribute to the development of
the “industrial” aspect of creativity implied by the designations “creative industries”
and “creative economy”. In contrast with that, it does not necessarily follow that an
insistence on the “industrial” aspect of the creative activity would bring about the

18 In addition to the already discussed ones, a number of other limiting factors can be
mentioned with regard to this development, ranging from continuing “brain drain” and
“brain waste” phenomena to the region’s generally unfavorable position with regard to the
global economic flows, especially when issues of intellectual property ownership and other
topics considered central to the sector’s vitality are concerned. On the other hand,
possibilities of the sector’s partial development are few: one concerns the possibility of
exports of the local “creative” products through the tourist industry, the other one the
adoption by the local companies of the production strategies practiced by their Western
counterparts. An example of the latter can be several Croatian companies (X-nation,
Magma, Skandal, Wulf sport) producing fashion design items in such a way that the design
segment is located in Croatia while the actual manufacturing is outsourced to the Far East.
It remains to be seen whether such mode of production will remain operational after the
country joins the European Union.
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flourishing of culture and the arts. On the contrary, such an insistence can in effect
lame the cultural practitioners. Cultural policy, as well as development policy of a
region or a city in general, should therefore not approach culture and the arts in an
instrumental way.

For example, if Florida’s “3Ts” (technology, talent, tolerance) are seen as a
precondition for economic growth in the high-tech sector, cultural policy should be
limited to the planning activities obviously affecting the latter two “Ts”,'* and not try
to squeeze “technology” into cultural activity by force. Likewise, culture and the arts
should not be justified on account of their presumed positive contribution to the
development of the “creative economy”, although it is beyond doubt that they play

such a role as well.

On the other hand, the “industrial” aspects of creativity should be dealt with and
promoted by the agencies specializing in economic development. What can be
learned from the UK’s New Labour government in this regard is that support
structures should be in place to enable business development in the regions where the
“creative industries” do not function “by themselves”, as they seem to do - on account
of their concentration and sheer volume of output - in a global capital such as London.

However, even in the cases where economic development agencies deal with the
promotion of the “industrial” aspects of creativity, we argue they would achieve
better results if they conceptualized their activity as a long-term social investment.

After all, this is exactly the position that the current UK Department of Culture has
recently arrived at, following a long period of insistence on the “industrial” aspects of
creativity.”

Even from the point of view of those who would merely like to sell their products
in the region, it should be clear: “transitional markets” can only become fully
developed when “transitional societies” move to maturity as well.

19 It could, of course, be argued that the use of culture to positively affect the development of
tolerance or contribute to the development of human resources is also instrumental. It
would indeed be exactly that if projected as a goal of the planning process. However, what
we had in mind is an indirect positive general effect (a side-effect, so to speak) of culture
and the arts in this regard.

20 Eight years after DCMS and the UK government embarked upon their “creative industries”
program, the current UK Culture Secretary Tessa Jowell proclaimed the need to “support
culture on its own merits” and the call for politicians “to stop apologizing for it by speaking
only of it in terms of other agendas” (Jowell, 2004: 16). Jowell has also argued that subsidy
for “high culture activities” is a proper task for the government, because “public subsidy
produces what the market may not sustain” and because there is a “personal value added
which comes from engagement with complex art”.
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Development of Cultural Industries and the Spread of New
Technologies

Jaka Primorac

Introduction

In the last couple of years the term “cultural industries” has become a buzzword in the
social science research communities. The proliferation of texts on the topic of cultural
industries, and lately creative industries, has increased immensely. These texts have
mostly come from economic policy, regional policy, urban policy analysis and
cultural (policy) research. The research done on the topic is rather diverse, its scope
varies from the descriptive approaches towards economic assessments of the field. As
Ratzenbock et al. (2004: 10) note on the question of “creative industries” studies:
“They are generally rather descriptive versus analytical and they build not so much on
a theoretically funded and logically consistent differentiation of the term ‘creative
industries’ but on a definition that may be operationalised in terms of economic or
cultural policy.”

The aim of this paper is to give an outline of the development of the “cultural
industries” field taking into account the new technologies as the agent of change in
time. It is an attempt at a historical linear overview, although it should be noted that
the changes presented did not occur in such a (simplified) form. In this way, this paper
aims to show how the terminology around cultural industries has developed over time
- how it has shifted from the culture industry, cultural industries, towards creative
industries, and “other” industries. In this context, the key reference point taken to
show this development is the spread of new technologies, that is, how cultural
industries were developing and what the role of the new technologies is in this
picture. What are the implications of the new technologies and what spaces do new
technologies create that are important for the development of the culture industries?
These are some of the questions that will be tackled in this paper. It should be stressed
that technological development and consequently technological convergence are not
the only factors in the development of the cultural industries and of terminology
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connected to it, but we shall take it to be seen as a key trigger of its development,
bearing in mind that not only is technological innovation crucial for the development
of the knowledge-based society, but for other processes of innovation as well (Flew,
2002: 9). Resulting changes on the global level are numerous, for instance the
changing nature of work, changes in patterns of creation, distribution and
consumption of creative products, etc. Some theoreticians note that in this context we
can talk about the creation of a new class - the “creative class” (Florida, 2002).

The theoretical background for this overview of the development of cultural
industries is the field of cultural studies and sociology. The notion that “culture is
ordinary”, that triggered research into pop and mass culture, is a sort of a “family
tree” where the research of cultural industries has its roots. The research into the
position, value and development of cultural industries as symbol creators and
presenters of certain values, developed over a period of time, that is, from the
importance of the relationship of culture and everyday life as crucial for cultural
research, as Hoggart, Williams and Thompson highlighted in the 1960s (Barker,
2000: 15). This was “something completely different” from the cultural pessimism of
Adorno and Horkheimer who saw the rise of the culture industry as an end to the
critical abilities of culture. Therefore, it is important to stress that “the cultural studies
sociologists were concerned with the limited and incomplete nature of attempts to
extend capitalism into the realm of culture. They saw the cultural industries, in other
words, as contested, a zone of continuing struggle” (Hesmondhalgh, 2002: 16), and
this dynamic nature of cultural industries is our main interest.

Dual “nature” of cultural and creative products

Connected to the discussion on cultural industries is the ever-present discussion on
the value of culture: one has to bear in mind the duality of the nature of cultural
products - their concrete presence and their immaterial value. That is: “cultural
products and services have both a tangible element such as the platform or product
format (CD, computer disk, printed paper or film reel) and an intangible element,
which determines their content, through meaning or symbolic representation”
(UNCTAD, 2004: 6). One has to note that the duality is present on another level as
well - cultural products are not only available as consumer goods but they can also be
in the form of cultural services. In this context one has to stress that new technologies
are influencing directly as well as indirectly both aspects of cultural products. It is not
a one-way process, and new technologies are not the only influencing factor, but they
are important considering the role they have and how they are used, taking into
account radical changes including mp3, p2p, various intranets, broadband etc.
Therefore, cultural and creative products are not like other products, or as Venturelli
(2000: 7) stresses: “Unlike automobiles, toothpaste, appliances, or textiles,
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information products are not consumed one unit at a time. Rather each product unit is
designed to be utilized repeatedly by many, thus becoming more valuable with use”.
Therefore, research in the cultural sector is even more complex, as the value of
products can change over time depending on the current fashion, not to mention the
ever more complex issue of defining culture as such.' One has to add that the “cultural
industries” have almost replaced the term “culture” concerning how much the term is
used, as it is more popular to talk about the cultural industries rather than just culture.’
This shift towards the instrumentalization of culture and creativity is related more to
the process of introduction of knowledge and information to the mode of production,
as Castells noted, to the informational mode of production (Castells in O’Connor,
1999).

In the beginning there was “The Culture Industry”...

Taking into account these key characteristics of cultural and creative industries let us
now take a look at how the development of the culture industry occurred. What
triggered the shaping of the field and how did the terminology change over time?
How did we come from the Culture Industry, through cultural industries, creative
industries, content industries, copyright industries and even experience industries?
How did this combination of the terms culture and industry occur? These are some of
the questions that will be tackled later on in the text.

To answer some of these questions we should go back to the year 1944, when
Adorno and Horkheimer introduced the term “Culture Industry” to cultural research.
It started as a critique of “mass culture” and the standardization of all means of
production (Adorno and Horkheimer, 1993 /1944/). The term itself appears in the
period of the development and massification of cultural products and contents
through the new technology of that time i.e. radio, TV, film and photography. The
negative influences of these new technologies on culture were the main
preoccupations of the critique of Adorno and Horkheimer. They saw it as a
degradation of the critical capacities of culture, that through commodification it
becomes part of the system: “The assembly-line character of the Culture Industry, the
synthetic, planned method of turning out its products (factory-like not only in the
studio but, more or less, in the compilation of cheap biographies, pseudo

1 A number of articles start with a sentence like: “As Raymond Williams noted, the word
‘culture’ is the most complicated word in the English language” (see in Flew, 2002;
Oakley, 2004; etc.). It seems that everybody forgets that it is a complex word in other
languages as well.

2 1 dare say that this disappearance of “culture” is rather significant, i.e. the
instrumentalization of it in urban development research, and the switch of cultural towards
creative industries show the tendency to allow the whole field of culture to be left to market
forces.
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documentary novels, and hit songs) is very suited to advertising: the important
individual points, by becoming detachable, interchangeable, and even technically
alienated from any connected meaning, lend themselves to ends external to the
work.” (Adorno in: Katunari¢, 1990: 203). Their severe critique can be traced back to
the shock of being introduced to American culture (books sold in the shape of
cigarette boxes, improvised jazz music, Mickey Mouse, for example), that is, it was a
shock for Viennese intellectuals in love with classical music and “high” culture. We
can, therefore, thank them for coining the term, although the later development of the
term did not have much to do with its original meaning.

Cultural industries

The next step in the development around the concept is the shift towards the term
“cultural industries” in the plural. Key development of the term comes from the work
of French authors led by Bernard Miege (1979),® who wrote key works on cultural
industries (industries culturelles) for UNESCO (as well as some seminal works in the
field of cultural production). This change in terminology signified the abundance of
cultural production that occurred in the second part of the last century (this abundance
was triggered by the new technology of that time, the introduction of TVs to every
home, the development of broadcasting, and later the introduction of video. This
change in terminology towards cultural industries was also an attempt to distinguish
the field from association with the negative critique of the term that Adorno and
Horkheimer posited in their work (Hesmondhalgh, 2002), and to present it as a
legitimate and complex field of research.

On the other hand, a serious change was on the way in the neighborhood of Mic¢ge
and partners. On the other side of the channel, in 1988, during the Thatcherite period
in England, John Myerscough published a report entitled “The economic importance
of the arts in Britain”. In this context cultural industries were perceived as “...those
activities which deal primarily in symbolic goods - goods whose primary economic
value is derived from their cultural value” (O’Connor, 1999). On a broader scale this
triggered wide discussion and research in the field of culture-led regeneration,
connected mostly to urban surroundings, but also on a regional basis. The importance
of the field on the European level was recognized in 1999 in the Essen declaration:

“Ten Axioms for the Culture Industries in Europe”.* One can also note that the

3 “The term was picked up by French sociologists (most notably Morin, 1962; Huet et al.,
1978; Miege, 1979), and by activists and policy makers and was converted to the term
cultural industries” (Hesmondhalgh, 2002: 15).

4 Available at:
http://www.ericarts.org/web/files/134/en/culture_industries_essen_declaration.pdf
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tendency to research and map cultural rather than creative industries is still more
present in continental Europe.

“Creative industries”

The origin of the term “creative industries”, the broader counterpart of the term
cultural industries, can be found in Australia in the early 1990s,’ “but was given much
wider exposure by policy makers in the United Kingdom in the late 1990s, when the
Department for Culture, Media and Sport (DCMS) set up its Creative Industries Unit
and Task Force” (UNCTAD, 2004: 4). It is a broader term than cultural industries as it
covers software production, advertising, PR and similar activities that are making the
field of creativity into a relevant factor in the creation of products and services. With
the high expansion of new technology and the swift development of the Internet, there
began a boom period for new software and other Internet companies (i.e. the rise of
Silicon Valley and similar companies jointly known as “the Internet bubble” that
recently “burst”). Considering the influence of new technologies for the development
of this sector, what is crucial for its rise in importance is digitalization. Digitalization
changed immensely the ways of communication, production and distribution and in
this way (among other things) it provided the possibility for the creation of various
small businesses (as well as the fast development of existing ones) connected to
design, software and advertising. But one should stress that the consequences of
digitalization were not only positive, but also negative - easier availability to piracy,
etc.

However, one has to understand that it is rather difficult to engage in a
terminological discussion about the creative and cultural industries. What is
important for this discussion is the notion that creative industries are, as already said,
a broader term than cultural industries “cultural industries make up a subset of the
creative industries, while the even broader cluster of copyright industries consist of
both creative industries and distribution-based industries” (UNCTAD, 2004: 4). In
the last couple of years what has occurred is the use of these terms interchangeably.
What is even more difficult, however, is the changing of the scope of the term for
every other piece of research.® This is of course legitimate, but it confuses the
situation even more. The new technologies are to be partially blamed for this shift:
“With the start of the New Media boom, at the latest in the mid-1990s, the concept of
‘cultural industries’ as based on a narrower definition of art and culture, proved to be
insufficient. The new growth branches of the multimedia and software industries
could not be classified with conventional categories, which resulted in the first

5 In the document Creative Nation: Commonwealth Cultural Policy, October 1994.
6 One has to bear in mind the differences between academic and policy research as well.
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disengagement of ‘cultural industries’ from the field of art and culture” (Ratzenbock
et al., 2004: 10).

The most influential definition of creative industries is the one by the Creative
Industries Task Force, used in the first UK national mapping exercise in 1998. In this
document creative industries are considered to be: “[t]hose industries that have their
origin in individual creativity, skill and talent and which have a potential for wealth
and job creation through the generation and exploitation of intellectual property”.
One has to be aware that this shift from cultural to creative industries terminology can
be perceived as a change in ideological discourse - towards the neo-liberal approach,
a political construct of the 1997 New Labour government (Mercer 2001: 5). It is
interesting to see how the introduction of economic aspects to culture, and the review
of methods of earning profit from cultural industries happened in just one decade.
“Culture” as such has disappeared from the main/key discourse of the Department for
Culture, Media and Sports. Most notably, the definition of creative industries does
not include the word culture at all.”

“Other” industries

The definition of creative industries also proved to be problematic as it was rather
broad and seen “...as merely an amplification of the ‘cultural industries’ by
affirmative technology sectors (multimedia, software, etc.). At the same time, it is
often attempted to define the concept of creative industries by the contact of a product
or service.” (Ratzenbock et al., 2004: 10). This resulted in the shifting of the focus
onto “intellectual property” and copyrights, broadening the field even more, and thus
resulting in the introduction of the new terminology, that of “copyright industries”.
“Howkins (2001) has observed that in 1997, copyright became the American
economy’s leading export, and the US produced over $414 billion worth of books,
films, music, TV programmes and other copyright products in that year” (Flew,
2002). These questions as to the value and ownership of cultural and creative
products/content, are key questions in the “free culture and free software” debate that
has become a burning issue over the last couple of years. Authors such as Richard
Stallman, Lawrence Lessig and others have introduced other possibilities for the
protection of intellectual property rights such as “copyleft”, “creative commons
license” (CC), “general public license” (GLP), and “open source software”, and some
other theoreticians are advocating for a world without copyright (Smiers, 2003).
These models aim to give more control of creative work to those who created it and
those who would like to use it rather than just to give it away to big multimedia,
multinational corporations.

7 For this insight I would like to thank Mirko Petri¢ and Inga Tomi¢-Koludrovi¢.
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The impact of the creative industries concept has proved to be of great influence -
case studies have been done in Australia, Singapore, the US, etc. In this context, in
some research communities the same concept took another name. As Tobias Nielsén
(2004) notes: “[t]he term experience industry is mainly confined to Sweden, but the
phenomenon is a global one (...) The experience industry is based on creativity, which
takes the form of people who contribute energy, creativity and knowledge.” On the
other hand, those chiefly interested in the development of Hollywood-like production
and the gross income of the products connected to it, were more prone to use the term
“entertainment industry”, for a part of the creative industries sector. Some prefer to
call them “the content industries” (this is mainly present in the US), as the content is
usually regulated through copyright law, but also through other means of regulation.

Obstacles in the cultural industries

After presenting an overview of the development of the cultural industries, what
should be highlighted are two key problems that are perpetually resurfacing in
contemporary discussion of the field. These are questions of access: firstly the
question concerning the accessibility of the new technologies, and secondly, the
question of access to cultural and creative content. Digitalization as such offered not
only various possibilities for the development of creativity, but also possibilities of
stifling it. There are several problems connected to cultural and creative industries
that are highly problematic: although the rise of the digital technologies has given a
strong boost to access to development and the involvement of a larger number of
people in creative industries, this type of technology is still mainly concentrated in the
richer countries.® The digital technologies are cheaper every day and thus more
accessible: if we take a look at the rise of film production in Africa (Smiers, 2003), it
gives access to the less privileged, but this is still rather limited.” This gap is,
therefore, still vast and not only does it perpetuate the North-South divide, but also
this division, more precisely this polarization, is present in the societies of the North
as well. “While the economic and employment-generating potential of these
industries is vast and many developing and transition countries have great potential in
this area, most are still marginal players, despite their rich cultural heritage and

8 In terms of place and space, when one speaks of creative industries one speaks more of
cities (see: Pratt in Flew (2002) or Landry (2000) and of “clusters” such as Silicon Valley
and Silicon Alley (see Porter in Flew (2002: 23) as the environment for creative industries,
rather than of countries, as noted in Castells (1996).

9 What is more used in the South in terms of the possibilities of new technologies is the easier
access to creative goods, through piracy mainly.
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inexhaustible pool of talent. That position reflects a combination of domestic policy
weaknesses and global systemic biases” (UNCTAD, 2004)."

The majority of the profit of cultural as well as creative industries is based on the
profit made from the copyright they create, or from the copyright that they own and
there are several issues connected to this. The interests of multimedia companies have
dominated the regulatory processes: “[a] sign of this imbalance is the fact that
copyright is not only addressed by the World Intellectual Property Organization
(WIPO), but by the World Trade Organization (WTO), bringing intellectual property
(as a tangible good) to the trade negotiating table. This move was initiated by the
USA and Europe to give them more power and control over the flow of intellectual
capital - turning intangible rights to be negotiated within the framework of world
trade. In fact, intellectual property is considered to be the fast-growing component of
the national economy and represents a significant amount of the GDP in the United
States” (ERICarts, 2005: 8). The creative industries conglomerates perceive p2p and
other similar networks as an enemy to the industry, the legislation concerning digital
technology is lagging behind and this together creates absurd cases of copyright
infringement, such as lawsuits against students and schoolchildren (see Lessig,
2004), starting with the most famous case - the Napster case. This raises questions as
to whether there will be significant further development of the creative industries or
will there be stagnation in the field due to the untouchability of the possible pool of
knowledge, due to the threat of the creative content becoming owned by
multinational conglomerates (be it media conglomerates, pharmaceutical ones, etc.).
If this is the case, how are we going to freely create our own culture, if no cultural or
creative content will be available in the public domain? That is, if all cultural content
is going to be owned by multinationals?"'

10 For illustration in this context, one has to mention the key problems of cultural industries in
the Southeastern European region such as the question of accessibility of new technologies,
dependence on state aid, small markets, limited production, the influence of international
cultural industries and problems with distribution (see Primorac, 2004).

11 These are some of the arguments of the Free Culture movement; for more see:
www.freeculture.org . One has to note that to resolve some of these issues, there are several
dimensions to be discussed. What is a special dimension of the discussion on cultural and
creative industries is its policy dimension. In general when talking about the development
of cultural industries and new technologies one has to note that it is a broad intersection of
different fields; it tackles not only the question of cultural policies but other public policies
as well. Issues such as status of the artist (mobility, freelance community), intellectual
property rights, digital archiving and such are of key importance, and they have to be taken
into account at all levels.
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Instead of conclusion

After an overview of how the cultural and creative industries have changed over time
due to the influence of new technologies, a couple of key characteristics of cultural
and creative industries should be highlighted. Firstly, it should be noted that cultural
industries (and the broader term creative industries) are high-risk industries
(UNCTAD, 2004: 4; also Caves in Flew, 2002: 7). This comes from the fact that the
value attributed to cultural goods can change rapidly over a certain period of time -
one can easily go out of style/fashion. Secondly, both cultural and creative industries
as well as new technologies are always connected to urban surroundings and need its
infrastructures. “Castells’ contention that the global economy has given increased
importance to the city/region level at the expense of the nation state is certainly true of
the cultural industries” (O’Connor, 1999). And thirdly, the cultural industries sector
is a sector of highly qualified employees - culture and creative workers such as artists,
engineers, and designers usually have university degrees or similar.'” These key
characteristics that are intertwined illustrate some of the reasons why cultural and
creative industries became so “fashionable” in the last decade. They have been the
key instruments in the models of urban regeneration - making culture and creativity a
catalyst in regional and local development. Furthermore, some authors insist that in
this context we are talking about the rise of a totally new class, the “creative class”
(Florida, 2002), that is, we have shifted from blue collar, through white collar towards
a no-collar workforce. And finally, one can note the changing nature of work in
creative industries: due to the influence of products of new technologies (mobile
technology, broadband, Bluetooth, etc.) one is more likely to be “outplaced” from the
traditional workplace. On the other hand, what is more visible is the increase of
people working part-time, on a contract-to-contract basis."> The question is how new
is this problem to the cultural sector, as Lash and Urry note: “[o]ur claim is that
ordinary manufacturing industry is becoming more and more like the production of
culture. It is not that commodity manufacture provides the template, and culture
follows, but that the culture industries themselves have provided the template” (Lash
and Urry, 1994:123 in Flew, 2002: 22).

Therefore, from the “culture industry”, cultural industries, towards “creative
industries” and other analogous industries, a lot of changes have occurred as a result
of rapid technological progress, and they are also part of the globalization process.
This has largely influenced other sectors, changing the relationships between
producers, distributors and consumers. The characteristics of cultural and creative

12 Tt is worth noting that their work is largely of a collective nature.

13 This topic gained wide popularity with the publishing of Free Agent Nation, Daniel H.
Pink’s 2002 bestseller.
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industries mentioned in the above text are also changing rapidly as the global
knowledge-based economy is showing uneven development. This is evident through
the lack of access to new technologies on one level and to the diminishing of access to
the pool of cultural products as a result of inadequate copyright regulations. These
problems have to be taken into account when discussing such a rapidly changing field
and are crucial issues of what the future production of artworks, software, music, etc.,
will look like.
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Slovenian Publishing: Enigma of Local Cultural Industry

Maja Breznik

In the recent publication Cultural Transitions in Southeastern Europe Jaka Primorac
introduced the question of cultural industries in Southeastern Europe. She presented
some general data and trends giving an all-encompassing picture of cultural industry
in the region. We will start from here; to this we will add a study of a particular local
cultural industry, the Slovene publishing industry. We will pay special attention to
the effects commercialization has on publishing programs, reading cultures, and
general access to cultural goods. We want to show the complexity of the social effects
that new local cultural industries produce.

In the beginning of the 1990s, all publishing houses were privatized and many new
publishing houses were established. Since then, publishers are eagerly applying
models of liberal capitalism. Government pulled out of the sphere of publishing with
the exception of some specific domains (subsidies for literal fiction in Slovene, the
humanities and social sciences). The empirical research of Slovenian publishing I am
going to present, was done in 2000 and 2001, ten years after the privatization of
Slovenian publishing and after the close encounter of Slovenian publishers with
global industries. Inevitably, we are going to speak about the globalization of cultural
industries and its effects on local population.

In the background of the prevailing idea of globalization, there is the presumption
of two kinds of cultural industries: local industries and global ones. The official
standpoint of respectable institutions such as UNESCO and the EU is that the
dialectical encounter between global and local cultural industries can produce many
positive effects, even to the benefit of little anonymous cultures threatened by global
hegemonic cultural actors. If local cultural industries receive some economic
encouragement, the argument goes, they will be capable of guaranteeing many
important tasks in the public interest, such as the preservation of the cultural heritage,
maintaining local cultural (national) identity, preservation of cultural diversity on the
global scale, and assurance of general access to cultural goods and services. These
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ambitious pretensions for local industries deserve a closer look. We will try to assess
whether local agents can really accomplish such goals.

Speaking about global and local cultural industries can be a convenient political
jargon. However, under structural analysis this distinction vanishes. In its place, a
new demarcation line appears between the “traditional cultural production” and
cultural industries. Both produce “cultural goods”, but the nature of the product is
very different. In traditional arts production and consumption of the artefact usually
take place at the same time. A good example is theatre performance, where living
actors perform in front of an audience: we could say that this type of artistic
production consists of “living labor”. Performance can be repeated but every
repetition of performance demands the presence of actors. Live music and opera are
similar to theatre in this sense. Painting, a traditional art too, produces artefacts that
are separated from the process of creation, but has nonetheless a very limited public.
The only old technique which enabled the reproduction of many copies of identical
art products was printing. Cultural industry, on the contrary, is nothing more than
mass production based on a great capacity for reproduction. Once created, the artistic
object (manuscript, song, film) can be reproduced in numberless copies (books, audio
and video cassettes) and easily distributed in all parts of the world and through all
possible communication channels. In this case, production and consumption are
separated, while artistic objects take over the form of “reified labor” or “objectified
labor” which can be economically exploited on a large scale.

The basic characteristic of cultural industries is the reproducibility of artistic
objects in numberless copies that can be distributed all over the world. The next
characteristic of cultural industries is their control over circulation: this control is
twofold. First, multinational companies hold control over circulation because of their
monopolistic position in the world economy; second and more importantly, cultural
industries control the circulation on the basis of special privileges that proceed from
authors’ rights or copyrights. Both laws allow them to demand special indemnities
from consumers, which they justify with their presumed contribution to arts and
culture. Special juridical protection enables cultural industries to hold a unique
position in the world economy: additional charges imposed upon consumers increase
their profits and help them gradually conquer systems of distribution and impose on
all distribution channels their own rules and values. Hollywood domination in cinema
is a case in point.

The figure below presents the world trade in cultural goods: it shows the enormous
economic expansion of cultural industries during the last decades. No wonder that
cultural industries became such an important matter in international economic and
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juridical relations. The figure also shows the gap between the developed and the
developing countries in their share of the world market. While developing countries
contribute only one quarter of cultural goods to the world market, developed
countries keep three quarters of the world market for themselves.

Figure 1: World trade of cultural goods (in millions of dollars)
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Source: Study on International Flows of Cultural Goods between 1980-98, UNESCO, 2000.

The UNESCO brochure Culture, Trade and Globalization points out that one
quarter of these three quarters was at that time controlled by seven major companies:
Viacom, Time Warner, Disney, News Corporation, Seagram, Sony and Bertelsman.
These seven controlled a variety of communication channels (such as cinema halls,
TV channels, newspapers, journals, music and book publishing ...) all over the
world, and controlled an important part of distribution related to cultural goods. And,
as Henri Bergson said, those who control the distribution will control the world.
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Figure 2: Top 10 global media companies worldwide in 2004

Country of origin Fs‘;lig(zgiﬁ;%i%v[ijsﬁ? 1 Growth rate (2003/2004)

Time Warner USA 23,6 8,5%
Viacom USA 18,1 8,2%
Walt Disney**** USA 16,5 11,9%
Comcast USA 15,5 10,4%
News Corp.*** USA 11,6 22,8%
NBC Universal USA 10,4 np

DirecTV USA 9,1 21,2%
Vivendi Universal France 5.9 np

ARD* Germany 5,5 -3,0%
Sony** Japan 5.4 -5,8%

* Fiscal year ending in December 2003

** Fiscal year ending in March 2004

**%* Fiscal year ending in June 2004

**** Fiscal year ending in September 2004
Source: http://www.idate.fr

Within this general frame, we will focus upon one small cultural industry, analyze
its internal logic and compare it to the logic of global cultural industries. We will
analyze the Slovenian publishing industry, a relatively advanced industry with its
4,000 titles in the year 2000. It enjoys the support of an important network of public
libraries that realized 22 million borrowings that year, i. e., every inhabitant of the
country statistically borrowed 11 books in a year. In our empirical research, we
collected the empirical data about the books published in 2000 and included almost
all titles published that year in the examination. We also collected from public
libraries the information about how many times and by whom these titles were
borrowed the next year, in 2001. We completed the empirical research with the
information gathered directly from the publishers who answered a questionnaire
where we inquired about circulation numbers, prices and so on.

Figure 3 gives some general information about Slovenian publishers in the year
2000. 80.6% percent of publishers only published from one to three titles that year,
while only two publishers published 61 titles and more. Among all the 752
publishers, 39 publishers printed 16 titles and more: this group held 51% of the
market.
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Figure 3: Slovene publishers, 2000
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We grouped the published titles into thirteen publishing programs. First, into four
publishing programs intended for specialized readers: children’s programs,
schoolbooks, reference books (lexicons, encyclopedias, maps ...) and manuals
(practical guidebooks about hobbies, pets, psychological help ...). We broke down
the rest into programs defined by their contents (fiction, human sciences, religion,
economy, law, medicine, mathematics and natural sciences, technics, and art). The
part of each of the thirteen publishing programs in the overall publishing production
in 2000 is shown in Figure 4.

Figure 4: Slovene publishing programs in 2000
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One quarter of the whole book production belongs to the publishing programs of
schoolbooks; four publishing programs (books for children, manuals, fiction and
human sciences) cover about 15% each, while other publishing programs are
considerably smaller. The picture shows an unbalanced book production where
natural sciences are very much neglected: medicine, mathematics and natural
sciences, technics are hardly represented at all. Among well-represented programs,
those destined to be profitable prevail, like books for children or manuals and those
with reliable customers and guaranteed purchase, like schoolbooks. This general
overview covers the production of all the publishers, big ones and small ones alike.
To present a more discriminate picture, we will separately show the composition of
the production of the biggest publishers in Slovenia. This will offer a general idea of
what kind of programs the biggest publishers in the local publishing industry sustain
and promote.

Figure 5: Mladinska knjiga, publishing programs in titles
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The biggest publisher in 2000 was Mladinska knjiga with 263 titles. Figure 5
shows that its publishing programs exclusively concentrated upon the first five
programs: books for children, schoolbooks, reference books, manuals and fiction.
Within the total number of fiction titles (55), 18 were from the book-series Relief
[Oddih] with authors like Rendell, Dexter, Clark, Grisham, Quick, Steel, Harris,
Sheldon, Simmel, etc.

Figure 6: DZS, in titles
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The second biggest publisher was DZS with 225 titles. Its production was strongly
dominated by one publishing program: 166 titles (or 73%) are school books, while the
rest are dispersed among the other first four publishing programs. Obviously, the
biggest two Slovenian publishing houses are by no means traditional publishers who
would evenly develop all types of publishing programs (commercial programs for
sure, but also fiction, social sciences and natural sciences) and who would strive for a
monopoly in all the important domains of publishing. Mladinska knjiga and DZS
have definitely renounced these traditional publishing policies and now exclusively
maintain profitable programs.

Figures 7 to 14 present the publishing programs of the next eight biggest publishers
(those who published from 43 to 60 titles in 2000).
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Figure 7: Druzina, in titles
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Figure 8: Ucila, in titles
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Figure 9: Modrijan, in titles
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Figure 10: Cankarjeva zalozba, in titles
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Figure 11: Mohorjeva druzba Celje, in titles

25
20
15
10
5
S
‘5& 0‘3"‘9 00‘:’ {\‘-&\9 'b"‘\\“a Oﬁ'f’\_\@ (\O&\i \'sﬂ R, SN
© 0‘3\\0 A T o SR o« ?’{\L\ !
xC) "’G‘\‘a\‘ ‘c\“d\ &

ofirst print mreprint

Figure 12: Rokus, in titles
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Figure 13: Karantanija, in titles
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Figure 14: Tehniska zalozba Slovenije, in titles
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Figures 9-14 reveal a phenomenon that could be called “monoculture” after the
agricultural practices in colonized countries where one type of fruit, wheat or nut
dominates. Eight publishing houses show substantial inclination toward
monocultural publishing programs: the majority share of school books is
concentrated in the hands of three publishers, two publishers mostly produce books
for children, and religion predominates in the programs of two Catholic publishers.
Cankarjeva zalozba is the only exception with a program that breaks out of the
monoculture. Its program to a certain extent resembles the programs of traditional
publishers, although even here social and human sciences are underrepresented.

These figures induce the question about the “reading cultures” these publishing
programs could possibly represent. The majority of all the publishing programs is
intended to serve the needs of the state institutions and educational apparatuses either
directly as school books or indirectly as reference books and literature classics. Can
we speak about a “reading culture” in the case of a publishing program which is
intended to be used under constraint? Besides educational programs, big publishing
houses cherish commercial programs such as practical manuals like gardening,
cookery books, psychological help, and Anglo-Saxon fiction known as best-sellers.
Two big publishers perform the task they have received from God, and educate their
readers in various religious subjects. Big publishers which actually represent the
cultural industry in Slovenian publishing have little to do with the development of
reading cultures and cultural advancement of the population since they strictly serve
the short-term needs of the educational system and commercially exploit the use of
print for leisure.

Comparing the publishing programs of the big publishers with the programs of
other Slovenian publishers, one is justified in concluding that more demanding
publishing programs (fiction, the humanities and natural sciences) are predominantly
developed by the small publishers. According to the government reports, 40% of all
the titles in the publishing programs of fiction and the humanities are subsidized by
various governmental bodies. Small publishers and state subsidies, upon which
almost the whole of the non-commercial program depends, are therefore of crucial
importance for quality publishing in Slovenia, while big publishers thoroughly avoid
risky and more demanding book programs.

Since Slovenian opponents of the state subsidy system accuse the system of being
inefficient, we compared subsidized and non-subsidized books in terms of the
number of copies printed and sold, and in terms of price. Figure 15 presents the data
for fiction and Figure 16 for the humanities.
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Figure 15: Subsidized and non-subsidized editions, fiction
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Figure 16: Subsidized and non-subsidized editions, human sciences
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Prices of subsidized and non-subsidized books are almost the same. State subsidies
do not seem to help to make books more accessible to the public since the prices are
similar. But comparing one and the other category we see that the number of printed
copies of the subsidized books is 50% lower than the number of non-subsidized
books. Given the small scale of the production and the specific conditions of
subsidizing, the price of the subsidized books would be the double of what they cost
now — if they were not subsidized. With such high prices these books would be
practically inaccessible to the public since regular prices are already too high for
Slovenian buyers who have significantly reduced the number of their purchases
during the last decade. If prices of subsidized books were double what they are now,
surely nobody would buy them any more. We can conclude that state subsidies do not
help to make some titles more accessible to the public; they ensure that these books
are published at all and are available to the public. Without state subsidies more
serious and demanding publishing programs would not exist. Our conclusion goes
against the neo-liberal argument according to which state subsidies presumably
deform the market processes and the operation of free enterprise, since they
presumably give to some agents economic advantage over the others. In the case of
Slovenian publishing, the state of affairs very obviously contradicts this notorious
argument.

Since the system of public libraries is complementary to publishing and offers the
best test for the analysis of what reading cultures are preferred among Slovenians
nowadays, we have gathered information about public lending in 2001 of the books
published in 2000. Figure 17 shows the number of borrowings per item, that is, per
copy that the libraries bought. General data about public lending show that the
demand is much more equilibrated than the supply: library members borrowed
natural science books as frequently as other genres, while this type of book was
almost absent from the publishing programs. Books for children were the most
frequently borrowed in Slovenian public libraries, then fiction, but immediately after
that medicine books, mathematics and nature.
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Figure 17: Lending in Slovenian public libraries, 2001
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We extended our research to the public libraries because we suspected that this
enormous public system of reading, although closely related to publishing, probably
operates with different goals. We wanted to know whether public libraries are
indifferent to the type of materials they are lending or if they are carrying out their job
with certain objectives. Besides, there was an interesting political and economic issue
with regard to the public libraries that particularly called for an analysis of them in
correlation with publishing. In other words, the number of book purchases has been
constantly declining during the last decades, while the number of borrowings has
been rapidly increasing, placing itself at the top of the European list. Success of the
public libraries provoked enraged jealousy among publishers who suffered a
persistent and critical decline in the number of printed copies and consequently
launched an infuriated campaign against the public libraries as their presumably
unfair competitor on the market. Publishers demanded that the government punish
the libraries for their success and impose upon them various restrictions in order to
protect the publishers. They proposed that the prices of books be more expensive for
libraries than for individuals, that libraries could only purchase books with one year
delay, that public lending rights be introduced and so on - with the argument that
every borrowing in a public library steals a purchase that would otherwise have been
made in a bookshop. It was not the content itself that was the most interesting in this
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debate, but the complete amnesia about the traditional role of the public libraries
which struck all the involved parties. Everybody spoke about the library as if it were a
videotheque, an institution which is simply lending objects, while nobody thought of
the traditional social role of the library as distributor of information material, as an
important guarantee that knowledge and information are available to everybody and
as an incentive for the population to read, study and educate themselves. Besides, it
has often been shown that the people who borrow more books in the library, also buy
more book