CREERY, TIM.
--The second essential : a

discussion paper for planning
on the economic aspects...




{ da
LiDrary Queen
!
JUt 201998 |
In > Canada E
) iue Queen i

THE SECOND ESSENTIAL

91

C655
C744
1983




“THE SECOND ESSENTIAL <

A Discussion Paper for Planning
on
The Economic Aspects of Federal Cultural Policies and Progrifi’j

by
'7F;m Creecz/

for

Dr. James Taylor
Special Planning Adviser
to
The Deputy Minister of Communications




: as
: ; g '

INTRODUCTION

This paper brings together the results of about 50 interviews with
people concerned with the economic aspects of cultural policies and
programs, together with readings in cultural economics, and scanning of
a good deal of documentation.

It is a paper of discussion, and for discussion, designed under
the direction of Dr. James Taylor, special planning advisor to the
Deputy Minister, in consultation with David Silcox, assistant Deputy
Minister for arts and culture, to throw light on the place of cultural
policies and programs in the socio-economic planning of the Department
of Communications. Special attention was paid to cultural enterprise
in the context of changing computer-communications technology.

Tim Creery '
Montréal, August 10, 1983
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I. PAYING THE AUTONOMOUS PIPER

"A Canadian has a dream, usually subsfdized by his Government." Dave Broadfoot.

The first essential

Discussion of cultural policy tends to be inhibited. What is government
doing in an area where free rein should be given the creative spirit? The
inhibition is only stronger when discussion turns to the economic aspects of
cultural policies and programs. What are the money men doing in the management
of the temple?

- A kind of nice-nellyism colors public discourse on the government's role in

_paying for culture, or helping culture to pay for\itse]f. This prudery is

heightened by the usual Canadian deviousness in dealing with affairs of shared
jurisdiction between the central power and the provincial powers. Ottawa,
wrapping its affirmations of cultural responsibility in a cloak of respect for
the other jurisdictions, is ever suspected of centralism by euphemism.

Doctrinally, inhibition takes the form of "“arm's length", implying that the
payer of the piper.calleth not the piper's tune. The Applebaum-Hébert Report,
in its contemplation of the proper reach of the non—ca]}er's"arm, came up with a
prescfiption-for ministerial marginality. The cabinet minister with special
responsibilities for culture should be so Toaded with other responsibilities
that he would have "only marginally the direction and control" of cultural
policies and programs. It would be “inappropriate" if cultural responsibilities
were "the sole or even the principal concern of the minister's portfoﬁo“.1
Having put the minister, hence government, parliament, and people, firmly in

their place, the Report proceeded to its review of federal cultural policy.



Sti11, cultural activitieé,,]ikeyany other activities,, have.their:business-
side: what is to be provided, who will supply it, who wants it, and how is the
exchange to be arranged? Since, as Dave Broadfoot remarks, the exchange 15
often arranged or at least influenced by government, the economic aspects of
federal cultural policies and-programs have their importance to -voters and
governors., Perhaps in this discussion paper for planning we can move a little
way toward doing what prudeny would deny -- c1ar1fy1ng ‘the-issues and the
: government role in cultural econom1c policy.

One starts with.the notﬁohxthafapeopﬂermean»cu]tUre, and peop1e<camé first.
They started practising economics later. -They conceptualized economics as part
of their cu]ture'much, much later still. As Fernand Dumont put it, "The economy
is not an end in itself: culture is."2 Some of those interviewed for this
discussion felt the point was so obvious as not to need mentioning; but. we must
deal with the fears of those who don't want economics to kick culture around,

One way is to adopt the Massey Commission's ordering of cultural and.
economic matters.. The Commission. sa1d "two: th1ngs are: essent1a] to restore. in
Candda the balarice- between the attentior we- pay to- mater1a1 achievement. and to .
the other less. tangible but.more_enduring parts. of our civilization." The first
essentiaﬂvwas‘“ihevwill‘oﬁiour“peopIe‘to:ennich and "to- quicken their  cultural’

and intellectual Tife", And, "The second essential is money."3‘ |

The money question for the Massey Commission was mostly the question of
direct government subsidy to the traditional fields of artsiand scholarship,
rather than the whole cultural. economy, although the Commission's treatment of
broadCastﬁng;tarried.ft 1nto‘thezareafof;the‘cu]tﬁra]Vihdustr1e§.‘.Thirty years
later the Applebaum=Hébert' Committee broadened. consideration’ of: "the: second
essential" to the whole "political economy of culture!. 4 But. the Report
retained the theme of cultural primacy over economics’ in cultural” economic
policy, saying that people often make the argument for support of cultural.
programs "in what they mistakenly believe to be economic terms". 5 The Report
was cool to the type of subsidy which is "essentially an instrument of
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industrial rather than of cultural poh’cy".6 In its chapter. on.broadcasting,
the Applebaum-Hébert Committee said, "The inherent conflict here, as in many
other areas of cultural policy, is between an industrial and a cultural
strategy. ( ... ) It is important that this conflict between industrial and
cultural goals be acknowledged,"’

It may well be, however, that the assertions of conflict between cultural
and economic values put too much emphasis on economics as a false religion,
rather than on economics as a discipline, the. "worldly philosophy" or “"dismal
science" teaching people how to live within their means in a world of
scarcities., John Kenneth Galbraith has had it as a theme of his writings that,
far from being in conflict, cultural and economic (including industrial) goals
are complementary. "The economist can perhaps say something useful to the
artist about his environment," he has written. "And the artist stands in far

more important relation to economics, and indirectly to politics, than we have
yet realized."8

Among. the people interviewed for this discussion, most of them in government

 or the government agencies, there was rather general agreement with a formula-

tion put forward by the British economist, Lionel (Lord) Robbins, on. the
government's role in cultural economics:9

Why should the taxpayer provide money for the arts? Why
should not the whole business be left to consumer demand?
If people want art they will buy it; if not, why should it
be produced? ( ... )

Now clearly this is not a question which can be answered
by reference to scientific economics., It is a question

of ultimate values, a question of what you think to be

the purpose and function of the state as the authoritarian
element in society, a question of political philosophy.
Economics comes in only when you want to know the
implications of your decisions in this respect, impiica-
tions as regards proportions, incentives, and machinery.

The Robbins view, in which the economist qua economist can be seen,
mistakenly, as little more than a plumber, is congenial to many in the cultural
bureaucracy. But confidence that it can prevail.is Tlacking. It was, after.all,




with-a.similar conf1dence in- ku1tur uber alles that the Arts:and:Culture sector!
was transferred three years ago from the Secretary of State's department to the
Communications department, only to find itself regarded as a kind of cultural
Leduc to supply the DOC's pre-built trans-Canada pipe 1ines,

"Pierre Juneau's idea was that the cultural side.should influence the policy
of’ the hardware side, but of course the: reverse:resulted,” saidvan.interviewée
in the Secretary of State's department, reflecting a view which, sour grapes or
not, - is- widespread.in the-government service. '

Thé DOC is seen as primarily an economic department, computer-communications
being on the leading edge of the technological development of the country. To
introduce a strong economic element into policy-making on the cultural side of-
such a department, it is argued, will be to consolidate ec-and-tech dominance
over cultural matters, to make economic development the first essential.

Whether this untoward- development occurs will depend to a large extent on
the: structure- and- organizational power balance” in* the.department. In. the.
meantime; however, Ttﬁ13‘1mposSib1e;to-ta1k~about‘cu1£ura1 policies and programs
without taTking'about‘compUterfcommunications, and: impoessible to ﬁa]k,abqut
etther without: talking about’ economic” aspects of both. How can the conflicts be
sorted out at the level of ideas?

Cultural economics

When. the‘ageﬁhg Lord Robbins (arguing.against entry charges to British museums’)
offered’ hi's. opinion-on the. re]atﬁonsh1p of -economics  to-culture-in 1971, his
words.were.p1cked=up,and‘w1de1y,commented,upon~1n‘the4burggon1ng‘11terature of a
newvbnanch’oﬁ?e;dnomicS;A“cu1tufaI economics", .which by 1977 had-its own -
academic journal, the Journal of Cultural Economics, in the United States, and

by 1979 ‘was the subject of a first 1nternat1ona1 forum on arts and economics,
held in Edinburgh.10
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Cultural economics was a late-flowering specialty in the ascendancy of
economics as a guiding discipline of -the welfare states of the post-Depression,
post—War, Keynesian era. Cultural welfare -- a more democratic version of the
patrdnage of the arts by states and statesmen that had been known for
centuries ~- became the 1ittle brother of the big social security and health and
welfare programs.

“The thing is that economics is the dominant religion nowadays," said an
interviewee at the Canada Council, "therefore-any activity has to be related to
this framework. In mediaeval times you would have argued for support of the
arts on a religious basis. You would have been looking up the theologians.”

The new cultural economics went beyond the blithe assumption of Lord Keynes
in 1943 that support for the infrastructure of the arts would be enough. A
great patron of the arts, Keynes said that "if with state aid the material frame
can be constructed the public and the artists will do the rest between them".
Only opera, he thought, would need continuing revenue subsidy.11 Keynes was
to die soon after becoming the first chairman of the British Arts Council in
1946; but it was already clear that the meeting of artists and audiences in.the
marketplace would not produce the economic underpinning of a flourishing arts
economy as he had hoped. More extensive and continuing'suppdrt'wou1d_be needed;
and it was forthcoming -- from governments through direct and indirect subsidies
and regulatory measures, from foundations and corporations, and from individ-
uals. With the heightened interest in the arts as public policy, economists

began giving them more attention. An American economist has described the
outcome:12

What has emerged is an economics of the arts (economic
analysis of demand and supply characteristics of various
arts industries and of associations with other industries
and the economy), in the arts (analysis of resource
allocation decisions in arts administration), and for

the arts (analysis of the case for public support, the
ef;iciency of various levels and types of support, and so
on).
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offer a complete exp]anatioh of the place of arts in society; but the less
ambitious role for economics ‘envisioned by Lord Robbins represented a more
common view. The argument for the arts as "merit goods" that would not other-
wise be provided, owing to "market failure", came to be seen by many economists
as an attempt. to dress an essentially po11tica1 argument in economic jargon}

“There are no~gbod reasons in economic theory to support culture,"
interviewee,at: the: S6¢ial~Sciencess and. Humanities Research- Councils "I don't~
think allocation of resources is ever an~eccn0micédecision. The economics of”

said an

suppohting culture is like research and development, in that subp]y-and-demand
often doesn't operate."

The arguments for support of the arts in the economic literature thus came
to resemble the arguments made anywhere else: in Parliament and the
TegiSﬂatures;“1n.thexprTVHte‘SeetOr;for-in;thevvo1Untary‘§ectorv[ Cultural
activities provide indirect benefits, or side effects, "externalities" in the
economist's: language, forall.of society:- education, enjoyment, incitation. to.
thenphobing;and:ih60vat1ven§p1ritav Cultural activities. inform one: another: and
are ‘basic to' shared: values and social cohesion and,. at the national level,. to’
national;pride. Cultural activities crystallize the achievements. of one
generation for passage to future generations., In more direct relation to the

economy, cultural activities are seen as stimulative amenities to the growth of

cities, and directly responsible for a not negligible amount of economic trans-
actions. Pierre Juneau, president of the Canadian Broadcasting Corporation and
a shapereof}Canadian cultural policy for more than a decade, has put it this
way: “A-nation-which encourages cultural creativﬁty and innovation will be more
créetiVé:e@onomicaﬂlyg7sbeiaJTyfandzpolitiéa]ﬂygubbth?at the' national and’
international level."13: These. themes: aretreated. in Applebaum-Hébert's.

third chapter, to which reference has been-made; with an emphasis;;to7which our
discussion will return 1ater; on serving "minority preferences“.

But the problem with “cultural. economics", as with Applebaum-Hébert, is that
its conceptual view of the cultural economy stops short of the largest part of
it -- commercial cu]ture,'the cultural industries. As a leading British -
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cultural economist, Mark Blaug, observed following the Edinburgh conference, "We
are still waiting today for a modern economic study of the film industry, for a
definitive economic study of television, and, most surprising of all, for the
first account of the economics of the pop music industry. It is almost as if
the more commercialized the artistic endeavor, the less -- not the more'-—
inclined are economists to study -the phenomenon."14

The Department of Communications has, of course, whole shelves of consult-
ants' studies. relating to the economics of particular cultural industries and
activities. Perhaps it could recruit a few economists, sit them down in the DOC
library, like Marx with his British government blue books in the reading room of
the British Museum, and see if they can come up with something. This is the
Kind of exercise that might have been expected from the Federal Cultural Policy
Review Committee, if it had carried out a research program; but it's never too
late, In the meantime, we have found no lack of péop]e~with ideas for our
discussion of the economics of the cultural industries and policies and programs
relating to them, as well as a comprehensive and anaiyticai]y astute study'by
Paul Audley.l5

The cultural industries

» In its conceptual section on the poiitiCai.economy of culture,
Applebaum-Hébert summarizes the view of the economist Kenneth Boulding that the
"concentration on the culture of mass production and mass consumption has
potentia]iy disastrous consequehces. By his account, the culture of mass

appeal -- the superculture -- is incapable of sustaining itself creatively and
relies for its continuing vigor and productivity on the creative and experiment-
al capacity ofithose kinds of activity thét serve minority. interests; yet, by
its very success, it tends to eclipse and:extinguish~the activity on which it
depends."16 '




“In-thisrand.-other- chapters,:the-Report urges-the-state:to.transfer as: much-
cultural activity as possible to the private sector. But this is to be done
under policies requiring a culture-first bias. Does this mean a general policy
of having the state make up the gap between what a cultural enterprise, ,
producing certifiably Canadian content, can earn on the Canadian market and what
it needs (plus a reasonable profit margin) to meet costs and stay in business?

“Applebert seems to say that you should make all troughs bigger -- wider,
longer, deeper -- but. it does-not show.how-this will help  to achieve cultural
objectives," said an interviewee concerned‘with the evaluation of cultural

programs.

Christopher Maule, an industrial economist in the economics department of
Carleton University who has done extensive studies in cultural economics, said,

"Applebaum-Hébert reads like a-litany of the special pleaders. They don't give
priorities.” ' '

These. are: but two.neﬁtécijons of the:eriticism’ of the Reppntfs.pnoﬁdSaYs for:

tranéferring»cu1£UFalrproductioﬁ~from'pub]iéTy—oWned.£0'private1y—owned’bodiesa.
Underlying this type: of criticism is the feeTing that the Report missed the

pojnt.that'has;been~centra1‘to;near1y all Canadian economic policy affecting the

commercial sector of culture. That is, this counthy's concern has not been
about Canadian commercial culture overriding high culture or minority-interest
cultural activities. On the contrary, Canadian efforts over the past thirty
years have produced an enormous'growth in the visual arts and art galleries, the
collection of heritage and its display in museums, the writing of plays,
creation of theatre companies, building.of theatres and proliferation of
penfbrménce;,the”deVeJOpment'of“dance'andamusic,(and the flowering of Canadian
Titerature;. The, concern has.been that:the United.States' "culture of: mass
production and: mass’ consumption), and the cultural industries within it, will
overwhelm Canada's, severing the 1ink between basic culture and popular culture,
between creation and the broader audience. The seedbeds” and the greenhouses may
be in passable shape, but the public gardens themselves are overrun by American
transplants.” In Canada, no debate on the cultural industries has occurred, no




~inquiry been undertaken, no legislation or other measures been adopted -- except

in the area of newspaper publishing -- that was not motivated by Canadians'
concern for their cultural presence in their own country owing to the pressure
of American cultural enterprise,

At the same time, however, Canada has never been able to treat the
United States as a mere bilateral relationship among others. Culturally,
socially, and economically speaking, Canada does not have only domestic affairs
and international affairs, it also has a third category, neighborhood affairs,

~to borrow a term from Jay's Treaty of 1793, which posited "good neighborhood" as

the condition in which the U.S. and the British North American colonies were to
live together. To an extent that will ever be the subject of debate in Canada,
the country forms one community with the Unitéd States, to differential degrees
in its French and English parts. If one recognizes a European Community,

de jure, one must recognize a North American Community, de facto. In some ways,
regions within Canada 1ive in closer cultural proximity to neighboring regions
in the U.S. than to other regions in Canada. This factor of Neighborhood, of a
certain joint community life, has always in practice put a limit on the extent
of cultural protectionism that Canada will practice toward the U.S. Canada has
exercised some ingenuity in devising. measures, such as the non-tariff-barrier
tax legislation relating to magazines, newspapers, and American border-station
broadcasting, which protect Canadian interests on the one hand but accommodate
free flow from United States interests on the other,

But when Canada talks culture, the United States talks economics. Alone in
the world in relying entirely on private enterprise and the market to support
its cultural industries, the United States. tends to make no distinction between
free flow and free trade, though cultural trade is as subject as any to ‘
monopoly, oligopoly, and the advantage of big players in big markets over small
players in small markets., That is, free trade can inhibit free flow of cultural
expression, making the flow one way and subjecting cultural freedom in small
markets to external economic restraints. What Canada has been saying in much
of its cultural economic policy, or cultural industrial policy, is that it wants
private enterprise in Canada to have opportunities to contribute to.the Canadian

cultural economy similar to those enjoyed by American enterprise in the U.S.
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The-ethos..of Canadian.cultural protectionism-and-internal prometion-of.
cultural enterprise has, of course, changed greatly in the past fifty years.
In the early thirties, broadcasting policy coalesced around Graham Spry's battle
cry, "the state or the United States"; though in another cultural industry,
cinema, Canada ceded the field to the Unfted'States. In 1951, the Massey
Commission held to the Spry 11ne;;extendjng it to television and putting the
Commission's seal of approval on the Nationa] Film Board, though only as a
producer of documentaries. Otherwise, the Massey Commission gave-]ftt]e
attention” to cominercial culturey- except- to. tut=tut; and:concentrated-its
attention'on;what.itfdeemédrthercriticallyaimportant question. at the-time,
federal government support of the basic arts and scholarship. It was a sfatist,
paternalistic, centralist approach that was to be eroded by circumstance and
policy.

| Thirty years later, App]ebaumFHébert reversed the emphasis of Massey.
"Cultural activity," it affirmed, "must permeate. sdciety, and cannot be
delivered by a beneficent state."17 Except in the heritage sector, the
App]ebaum -Hébert . Report would banish: pub11c1y owned bodies: from: the: field of.
cultural. product1on the Canadian Broadcast1hg Corporation (except.for news),
the National Film:.Board (except for films directly related to its research-and
- experimental role), and the.National Arts: Centre (except for its- orchestra).
Private enterprise should do the job, the state its patron‘or catalyst where
necessary. While the transfer of activity from public to private sector was
controversial, the idea of broadening and strengthening cultural enterprise in
Canada was.surely in keeping with the times. As the Report observes, "At least
since the time of Adam Smith it has been recognized that the degree of special-
' 1zat1on in- the use of” production- resources . is governed by the size of: the -
mafrket. “18 And wh11e .the’Canadian’ market had:'grown only a-little in
proportion-to the U.S., it had grovn: massively in absolute terms:.

Even though the market must be seen, for the bulk of cultural goods and
services, as two merkets, an English-language market and a smaller |
French-language one, growth was impressive. Between the year of the Massey
Report, 1951, and the year of-the App]ebaumFHébert Report, 1982, the‘country's
urban population, in which the kind of cultural industries we are talking about
f1ourish, had more-than- doubled, from 8.6 to 18..4 million, led-by metropolitan
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centres such as Toronto, Montréal, and Vancouver, which are great generators of
cultural activity; traditional centres of cultural resourcefulness, such as
Winﬁﬁpeg; and new centres of cultural generation, such as the National Capital,
Halifax, Regina-Saskatoon, and Edmonton-Calgary. The adult proportion of the
pbpu]ation soared from immigration and the coming to maturity of the baby-boom
generation, education levels rose, leisure time increased, and what Canadians
could afford grew much faster than ﬁopu]ation as national wealth and produc-
tivity advanced. A sense of Canadian expansion, epitomized by the Centennial
Year, gave people a new appreciation of the range of cultural activities -- of
the’possibi]ities for "specialization in the use of production resources" --
the country could support. At the same time, the flood of cultural trade from
the United States gave them a sense that their markets might have been
pre-empted before they had grown large enough to support Canadian enterprise.

An interviewee connected with the Special Cultural Initiatives Program drew
the distinction between what happened in cinema and what happened in the

performing arts:

American cinema of the 40s and 50s had an enormous
influence on the North American continent. We got
into the habit of associating films with Hollywood.
We got into a Hollywood mindset. That was the base
on which we were trying to develop a Canadian film
industry and Canadian audience for Canadian films.

In performing arts, we started from a much smaller
base. We have developed a new infrastructure over
the past quarter century. And through education
we developed tastes -- high school theatre has
become very strong -- the exposure of young adults
to the performing arts has had significant impact.

Unfortunately the economic problems that relate to Canadianism and
Neighborhood, to an aspiring Canada in a community dominated by the American
superculture, do not figure in the Applebaum-Hébert chapter on the political
economy of culture, They are left to be dealt with piecemeal in the chapters on
individual cultural industries, giving the Report a rather disjointed charac-
ter; we have inconsistencies rather than the unifying concepts that are

-essential to the policy-maker.
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IntenvieWeeéwin«our»disgugsiongattributEdwthisfaspectmofuthegRépOrt.toﬁ
several factors. The Committee was large, 18 members, making it difficult to
reach consensus. Different parts of the Report were prepared by different
members or groups of members, with little coordination, The inquiry did not
include the kind of research program that often helps give such studies form and
cohesfon. FinaT]y, the economic chapter reflected the liberal classicist views
of the noted economist. and Committee member, Albert Breton, while some-of the
chapfers took a more protectionist 1ine, to which-he objectéd in minority
comments appended. to' the main’ Report.

This characteristic of the Report has the advantage, however, of indicating
some of the economic conflicts that need to be resolved in cultural
policy-making., Albert Breton, for example, says in his minority comments that
cultural policies should be seen as having the simple objective of encouraging
creativity and affording access to creative works.l9 They should stand on
their own, without feféﬁénCe»tO'GrO§SgNatTdhaﬂ Product, employment, export or
economic growth:,. to national unity, identity, control- or ownership. He also
dﬁs]ikes\pg}htihg,ngburaﬂ'pglﬁcy‘tg."hprdﬁéfeﬂlv Hié;p&ttic@]df ﬁear.is,tﬁat by
dweT]ingjupon‘cUJtuﬁaT’1ndustr1es and7ﬁheir“management; and on-Canadian
ownership and control, public policy will aétua11y1be in conflict with the
interests of the artists, writers, poets; dancers, and musicians.. He writes.:

Because the presumption cannot be that foreign-owned
companies are less efficient as publishers and as
producers and distributors of records than are
domestically-owned companies, a cultural policy that
gives priority to. creativity and to- creative writers
and musicians-would-not discriminate against
foreign-owned :companies. To:so discriminate-is to.
give priority to nationalistic objectives: to the.
detriment” of- arts ‘and - culture.
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Aid-cultural activities economically, but keep hands off the economy. The
view fits well into the school of thought associated with the late Harry Johnson
who said, roughly, that the 'rich are better able to exert independence than the
poor, and that Canada would be richer for a free flow of trade and investment
between it and the United States, poorer for protectionism.

This approach was expressed, in a less disembodied way than Breton's,.by an
interviewee in the field of cultural-industries policy. He held that in the

film industry, for example, Canadian policy should not be aimed at trying to
"beat" the six major American studios that dominate distribution and exhibition
in the Canadian market. Rather, "You have to give some incentive to foreign
companies to accommodate Canadians"; then the power of those companies would
serve Canadian interests worldwide. That is, Neighborhood economics could be a
mbtor of Canadian creativity and production in the cultural industries. 1In
sound recording, "You don't have a home markét in records because the border
doesn't mean anything. We're part of the North American -- the world -- market.
Before you even release a record you're going around the world. If you're
trying only to develop your own market, you're on weakness." Audiences, in
Canada as elsewhere, are becoming fragmented according to different tastes and
interests; they need to be aggregated across borders to constitute viable
markets. To the extent that desirable expressions of Canadian culture could not

~ be made available to Canadians in such a cultural economy, "you can use the

Cénadian Broadcasting Corporation or the National Film Board, rather than try to
manipulate the market and confuse the marketplace structure by making.unreason-

able demand on it." Thus the view would envision a greater role for publicly
owned cultural enterprise, and a lesser role for market intervention, than the
recommendations of Applebaum-Hébert. '

Another interviewee in the cultural-industries field held a contrary view,
which is closer to the way Canadian cultural-economic policies have actually

been-evolving over the years. "The raison d'@tre for a national cultural policy

is Canadian cultural production and dissemination, either high quality or low,"
he said. "We are not just concerned with excellence. We-must have a Canadian
sector in Canada. It is basic to our policy that Canadian companies are more

~Tikely to turn out Canadian product. That's true in every sector, including
- broadcasting.
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"That -assumption--in- favor- of. Canadian ownership:and.control .is.not-necessar=.
p

ily. an assumption in straight (non-cultural) industrial policies."

Because of the relationship of the Canadian to the U.S. market, he said,
Canadian companies are not equal to American in the Canadian marketplace. "We
should be deve]opingfpolicies,and programs to create market conditions whereby
Canadian companies are-at, an.advantage. This is cultural nationalism, cultural
sdverefgnty; we.are not. tryihg to-justify it on.any other grounds. But we-are’
talking about motivation for Canadians, not. about restricting the: free: flow-of
cultural products, in- Canada."

[f "Canadian ownership and control" is more emphasized in cultural than in
generél economic policy, the notion of "comparative advantage" receives less
attention in cultural policy. That is, a country will normally concentrate its
uindustriél policy on encouraging those industries which are seen to have a

comparative’ advantage over. the: industries of other countries,. while:corcedifg to

imports the specialties where others have. the advantage. We ship out natural
neiqgrcesgxseekﬁngnto increase-ever- furthep the¢extqnt;to'wh1Chwth§yzaréA
prdcéssedr1h'Cahada;*wéﬁShﬁpsinwmaihframe<computefs, But> in- cultural
enterprise, we usually 'do not- think. of refraining from production of, say, opera

in favor of Italy, theatre, iiv favor of Britain, novels in favor of France, or -~

today -- movies in favor of the United States. The whole range of culture is
thought of as calling for Canadian expression and appreciation, no matter .how
much of any particular kind of culture may be imported from abroad.

But that view is not universally held., Steven Globerman of Simon Fraser
University, who has contributed-to.the international literature on cultural
eoonomicéfénddenevstudiesyfon%both-the&fedéra] and Ontario governments, in that
fﬂeﬂd;fqugstionsh}fqnﬁihsﬁaﬁce;,whether Canada. should: be in the feature film.
bUsiness;_VWriting;in*thE'Décembeh;‘l980;fdourna1'of'CUthral Econimics, He said
Canada did not have a comparative advantage in feature films and by putting
resources in this area was drawihg resources away from other artistic sectors
where it might have a strong competitive advantage.
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Some feel that cultural policies characterized by stress on "world class",
"international standards", and "globalism" -- terms sometimes used in DOC policy
discussion papers -- amount to much the same thing as the Globerman suggestion.
That is, their real import is to assimilate Canadian creativity to Neighborhood

production and doom the Cénadian cultural-industries sector in Canada. At issue

are such policies as the investment-bank type of aid given the film industry

through the Canadian Film Development Corporation, the tax relief given the same
industry under the criteria of the Capital Cost Allowance, and the CRTC's
gladhand to cable-carried Americana. With Americanized Meatballs, Canadianized

.Bunnies, and the "good neighborhood" of Porky's, is Canadian policy simply

integrating the theatrical and television film industries into the American
industry, in much the same way as Canada once considered putting its name and

‘money on a couple of British dreadnoughts rather than launching its own'nqu?
Damaging to national identity on the one hand and true internationalism on the

other, this type of voluntary colonialism is particularly dangerous for French
Canada,. increasing anglicizing industrial pressure on its market and undermining
its natural interest in French-speaking markets abroad.

Paul Audley considersan exporf~based.po1icy for Canadian films impractical.
He points out that no other country in the world earns a major share of its film
revenues outside its own domestic market; even for U.S. television the
proportion is only 10 per cent. He contends that when Canadians are able to

- obtain high standards in their own cultural products, they will favor them over

comparable imports; he gives as examples Maclean's and Saturday Night magazines
(to which could be added L'Actualité). But, as he told the House of Commons
Standing Committee on Communications and Culture, speaking as a representative

of the Canadian Institute for Economic Policy, "even when Canadian cultural
products are far more attractive to Canadians and far more successful in
appealing to Canadians than imported products, it does not mean that, therefore,
they will be economially viable to produce; that the marketplace will function
in-a way that permits those activities to be carried out on a commercial
basis,"20
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His- view;in-the~realm-of-broadcasting, was: that- "There are-points within
the broadcasting system where we can aggregate Canadian demand to such an extent
that we can actually finance our own programming."21l

Audley said an export-led cultural industries policy for Canada
"is nuts".22 He observed:23

One of the'things that happens when you develop a
strategy- that is- based. on exports.to-the United States
i's that- both: French- 1anguage product1on and any
production out of: the. regions, in’ addition to: any kind-
of centrally produced stuff that is recognizably
Canadian, disappears; or v1rtua11y disappears.

Audley also stressed before fhe Committee a pointAthat is argued in his
book, one that indicates the closer ties between economic and cultural objec-
tives in the real world than some would Tike to see:24

We. spend a.whole. Tot. of money: on buy-Canadian.
adVert1s1ng campaigns, trying.to encourage.
Canadians. té buy Canadian goods and. services-
and-not foreign goods: and services. If, at
the same time, we pres1de over a '‘gradual ’
deterioration. of our domestic private broad=--
casting system, which is the major national
vehicle for advertising domestic goods and
services, then it is kind of bizarre.

Sp111over American broadcasting brings spillover American advert1s1ng for
American goods sold in Canada, shrinking both the advertising and programming
volume- available to Canadian cultural-enterprises The spillover of American:
magazinesﬁha;*thé*same‘effect;_ In?bbﬁh fTeIdSQ.Peh capité revenue: from. national
advertising-is.much/ Tower in Canada“than. in; the United- States: .

In.his*book, which draws: heavily on studies-.undertaken for the DOC and its
predecessor in the cultural field, the Secretary of State's Department, Audley
analyzes each of the cultural industries: newspaper publishing, magazine
publishing, book publishing, sound recording, radio broadcasting, theatrical
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film, and television broadcasting. Across the field, the basic advantage of
U.S. enterprises is their ability to recoup higher production spending in

.smaller amounts from far more consumers. Counting on their domestic markef to

recoup costs, they can then treat foreign markets as “gravy" to enhance profit
margins, a practice which Canadians have likened to dumping. But the impact of
the American advantage differs in nature and scale in different cultural
industries. Canadian newspapers, based on local and regional markets, and
drawing the core of their content from the communities they serve, have proved
to be a viable Canadian cultural industry; but the American advantage shows up
strongly in the fact that their foreign coverage is. heavily drawn from U.S.

sources, such as the Associated Press and the news services of American chains

of newspapers or major individual newspapers. Canadian "city" magazines and
regional magazines have defensive strength similar to the newspapers, but
national magazines suffer from the U.S. advantage, though to a lesser degree
singe adoption of the magazine legislation in the 1960s and 1970s,

Book publishing, while independent of advertising revenue for income, faces
the full weight of the American production/marketing advantage at the national
level., Canadian sound recording has had.the advantage of radio content rules as
a marketing tool, but is more or less integrated into the U.S. industny>as our
interviewee (above) suggested. Radio has the same advantage as the newspaper
industry, in being based on local markets for local content, and it shares the
newspapers' agency (The Canadian Press, through Broadcast News) for national
news coverage. In theatrical film we come to the historic Canadian disaster
area, where failure to institute any kind of "infant industry" policy in the
commercial area, except for government contracting of documentary film and
"tokenism" accords with major U.S. film producers, left the Canadian industry
with only fractional representation on Canadian. screens. In Canadian commercial
television, the type of programming that cannot be tied to local interest, as
can news, public affairs, and sport, has served as the exemplar of the mechanics
of U.S. ddmination; that is, Canadian television can purchase American

~entertainment and dramatic programming for about a tenth of what it would cost

to produce similar programs in Canada, and can reach a bigger audience, hence
earn more advertising revenue, with the more expensively produced American
product. "
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Soﬁfar;;wewhave;been»deaiinggchiefly;withcprOductian;butﬁtherefﬁswaTsouthe?r

factor of carriage and delivery. In the magazine, book, sound recording, and

theatrical film industries, .these lines of commuhication to-the customer have - -
been dominated by U.S. enterprise.

This rough and extremely summarized picture bf the problems of the Canadian
cultural- industries helps illustrate.why a more interventionist policy than that-

which the Breton school -of thought would support has been sponsored by

successive-governments. Governments.have- tended.to’stiress: Canadian’ ownership. of .

the-production,. and sometimes. of ‘the distribution, enterprises, but.to neglect
another -essential, the ownership of the "intellectual propérty", the Canadian
content,’ that is at the heart of the issue. As Audley observes, "copyright law
provides the fundamental basis for the operation of the cultural industries"”.
Unless Canadian creators are protected, ‘the industries in which they work will
indeed be the subject. of “economics-first" rather than "culture-first" policy.
Rudley: sdys:"..; if the {nterests of Cahadidns: as. creators: of copyright
materials and of Canadian companies as producers of such materials are not
accorded protection at- least as' effective. as:that- provided: in- other-countries,
part1cu1a1y those  with wh1ch Canada: has: extensive trade- re]at1onsh1ps, then-
development strategies cannot be successful."25 One must add, of course,

that 'while féiﬁfihte14ectuai'propenty Taws: are essential for a cultural
industrial policy, they are also essential even without one, for. both the
economic reason -of bringing cultural goods and services to market, and the moral
reason of assuring reasonable reward for creative endeavor.

Advocates of an extensive cultural economic policy argue that it will
give Canadians the right ”io'hear.and be- heard", to borrow the language- of
Instant Wor1d.26. But; they must:at the same- time. . respond to critics: who-
angue;thattsuchﬂa}poliCyhamounts:to;state;tuteragegof'cuiiure;vthereby:
undermining the’very cultural: freedom for:Canadians- that it claims to be
protecting. How can the problem be resolved?:




Free expression and the diversity principle

The root 1dea.of freedom of expression and the concomitant freedom of access to
expression is now explicit in the Canadian Constitution after years of being
central to our constitutional tradition. The idea has been elaborated in
relation to cultural policies many times. Both the Davey Committeed? and

the Kent Commission28 endorsed the principle of the public's right of access

to a free flow of information and opinion from a diversity of sources. Both
inquiries observed that breaches of this right of cultural choice might occur
through undue exercise of power, not only by government, but by private
interests also if they had excessive control of the market.

Bernard Ostry, 1ookﬁng at the issue of cultural freedom in the context of
the U.S.-Canada neighborhood, wrote:29

The pressures of modernizing Americanization are
toward uniformity, homogeneity and conformity. A
policy of cultural development would seek to promote
diversity and pluralism, correcting the tendencies
inherent in mass marketing and mass entertainment

to limit cultural choices. It follows that govern-
ment support to the arts, in the interest of
pturalism, is nearly always support to the
preferences of minorities.

The Applebaum-Hébert Report stressed the notion of "minority preferences" as
a reason for government support of cultural activities:30

«+. the fact can be demonstrated that, historically,
those cultural activities that have conferred the
most lasting benefits, and which have been seen, in
retrospect, to have done most to illuminate their
times, have more often than not served only minority
interests in their own day. ( ... )

Not every minority interest can be served, and no
tastes can be met to the point of satiety. But,

given the general case for intervention, the

problems posed by minority preferences must weigh
heavily in deciding where resources should be directed.
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The-diversity-principle of:free-access: to the' fullests possible: rangesof-
cultural choices can serve as guide to economic policy in the cultural realm, as

well as to the balance that must be struck between supporting different types of

cultural activity, and between the public and the private interest. Unless we
are thinking of the whole of Canadian culture as being but a "minority
preference" in the U.S.rCanéda Neighborhood, we have to think of the divefsity
principle operating, as the Constitution indeed appears to. guarantee, within the
Canadian community. We have to think, for example, of the dynamic- interplay of
culturaJﬁactivftieSjwithinwbothithe-French=and*EngJﬁsh;1inguistic;communities;
and,within those communities- we have- to-think of ‘the local and regiona]‘sources.
from which creativity springs, and of the multicultural make-up of each of those
communities, and of the special soul-of-the-land understanding and‘creativity of
the original peoples. And the economic inputs to cultural policies in all these
diverse and overlapping, interpenetrating, interactive, and interdependent
communites have to be seen in a constitutional framework that gives national
rESpOhsibi1ﬁtjé5vto-bothfthe-céntraTlQOVékhménf and. the provincial- governments.,
and reposes ultimate rights and freedoms in the individual rather than the
collectivity. |

Many “economic issues -arise . under the diversity. principle of balanced cultur=
al policy. Does Canadian competition  policy provide adequate assurance against
undue concentration, especiai1y in view of the privileges that may be given
Canadian enterprises under necessary protection measures? The present Combines
Investigation Act does not admit the "diversity principle" as a criterion but
rests, rather, on the concept of price competition in the "price-auction
market"3l to serve the consumer interest. As pointed out by the Kent
Commission” in" the case of newspaper publishing, this is an inadequate protection
for‘thé‘peop]e's‘interest'Tnffnee‘floW'fromfatdiversitygof'sourceSa In-the’
broadcastjng;field;;competition.po]jcy isy.in: effect, in the:hands of the
Canadian Radio-Television and Telecommunications. Commission, The CRTC is
mandated to secure comprehensiveness and balance in programming through
supervision of performance réther than regulation of structuré, for the largely
obsolete reason of scarcity of pathways to the consumer's receiver. Is the
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direction in which the CRTC appears to be heading -- that of moving to
structural separation of control of producing, distributing, and exhibiting
enterprises a better direction? It &ou]d appear to offer less opportunity for
unwarranted intrusion in content.

Does the Applebaum-Hébert tendency of shifting cultural production from
public to private hands make sense? Or, considering the size of.the Canadian

“markets-and the scale of American compétition, would diversity be better served

by retaining the publicly-owned alternative while seeking to expand the capacity
of the private sector? Some feel the Report gives up a bird in the hand for two
in the bush.

Would it be best to draw a dividing 1ine in policy between "high" culture
and "popular" culture, between non-commercial and commercial? Can such a line
be drawn, or are we dealing with a continuum in which private, public, and
voluntary sectors differ in their relative inputs in different phases, but in
which we can think of a coherent though variegated cultural economy? Some of
our interviewees urged a clear division, others favored the idea of a continuum.
But one cannot speak of one sector of culture that is free from economics and
another that isn't: 1t is all cultural enterprise.

Conclusion

This first chapter of the discussion opened by positing the conclusion that
cultural policy, and more particularly its economic aspects, are deliberately
wrapped .in ambivalence for fear of giving offence.

A helpful first step in making cultural policy more explicit, hence amenable
to understanding .and development, would be to recognize that cultural activities
are part of the business of mankind and the economic aspects of cultural
policies and programs are the "second essential™ to give them 1ife and meaning.
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ButhhateyenuWerfﬁhd«outyin»ggneral~about;themimgontancehofﬂcu]ture~towan~
economy,'énd of an economy to cu]fure, we will come up against the special
factors of the Canadian case, chief of which is the country's juxtaposition as
the much smaller neighbor in a North American Neighborhood of two, the other
being a superculture, the United States.

The. country has not been able to come to:grips effectively enough with this
factor to prevent U.S. enterprises from gaining a position of near monopoly

dominance in Canada. of some. major cultural enterprises, such as. theatrical® film,

television drama and entertainment, and sound-recording; and a position which-:
inhibits a reasonable scope of Canadian expression in others, such as book
publishing, magazine publishing, and the international and general-interest
portion of television and radio broadcasting and newspaper journalism.

To realize the promise of its people, and fulfil its constitutional promise
to its people, Canada would have.to revise. and expand its cliltural economic
policies in such a way as to assure free flow of cultural expression from- a-
diversity- of'sourceSﬁin‘Canadaz» The=eXpansionhof’Canadian~cu1tural expression”
and- appreciation: during- the- past generation. in non-mass- commercial cu]ture is
evidence that ‘the will and the creative talent are there,

But just how large does culture loom in the economy? The question is the
subject of the next chapter.
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II.  CULTURAL ACCOUNTING AND ITS USES

The state of the art in Canada

The state of the art of cultural accounting in Canada can best be illustrated by
a few quotations.

"Although available statistics are incomplete and inexact (reflecting our
continuing failure to consider culture in economic terms), we know that cultural
expenditures totalled about $8 billion in 1979." John Thera, director, research
and statistics, Arts and Culture Branch, Department of Communications.l!

“Compared to the largest twenty manufacturing industries in Canada during
1980 the cultural sector of the Canadian economy was the 11th 1argest with
revenue of $7 billion in current 1980 dollars. ..." Canada Council.?

"The estlmated total value of this sector of the economy is approx1mate1y
$65.3 billion per year." The Canadian Conference of the Arts.3

"It is not at all clear from the national accounts how much of the Gross
National Expenditure is devoted to cultural activity. Even the classification
of activity under this heading is far from precise. But estimates of total
recorded cultural expenditures in Canada (exc]uding formal education) for the
current year (1982) range from $7 billion to $9 billion. ..."
Applebaum-Hébert.4

* ... not one table or digest of cultural statistics appears in the entire
document (Applebaum-Hébert). Since a whole section of Statistics Canada is

given over to the compilation of such information, the failure to inform the

~ reader about the dimensions of Canadian cultural activity and the extent of

government participation is an omission of grave consequences." D.G. Paterson
and G. Rosenbluth.?
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The~first -of the estimates: given above- was—in- an-article -in-which-Thera:
argued: "We should know the size, in economic terms, of cultural activity in
Canadé,and the extent and direction of its impact on the economy." The estimate
to which he referred was reached by two economists participating in a réseéréh
project for the Arts and Culture sector of DOC. '

The Canada.Council: statistics are drawn from: the national accounts and. are
valuable-in providing for comparisons over time, comparisons. between:the
cuTtuﬁa]?andfOther*sectons,wandfinTOrmation“on'empioyment;fsa1arie§wand;wage33
and- overall revenue of the sector and its sub-sectors. They ‘are no-doubt the
basis for a system of-national cultural accounts needed to understand the
cultural economy, its place in the general economy, and the relationship-of
government spending at the federal, provincial, and municipal levels to cultural
economic health., But Harry Chartrand, head of research and evaluation at the
Canada Council, has stated: "It has become increasingly clear that existing
federal arts research is inadequate with respect to funding and quality."6

The estimate by~ the Canadian- Conference of the-Arts -is, perhaps, delibera--
tely provocative, an indication- of the. Council's: exasperation at‘governmenﬁ*cuts
in cultural budgets in 1978 and its concurrent failure: to identify culture as a
sector in the studies of industrial sectors at that time.. In order to have the
cultural sector equal about a fifth of Gross National Product, the CCA simply
added up the following: "Artistic, Environmental, Folk/Multicultural, Media;
Physical, Recreational; Education; Tourism; Advertising; Information
Technologies" -- et voild: $65.3 billion and 1.2 million jobs in 1980L This
kind of pebble thrown into the economic pool would produce tidal waves rather
than.a ripple effect. The troublesis that rather too much of the pool has been
“assimilated to-the. cultural: pebbles. '

The- estimate from the“App]ebaumgHébent'Committee indicates. that it did not
have the capacity to make one, and the comment from the two UniVersity of
British Columbia professors indicates that it should have had.
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- Reasonably accurate cultural accounting is basic to the three applications

.of economics in culture set out by the American economist Roger M. Troub and

quoted 1in Chapter I; that is, the economics of the arts as a part of the whole
economy, economics in the arts as a guide to resource allocation in arts
administration, and economics for the arts in making the case for public support
and assessing the efficiency of various levels and types of support.

While all institutions in the cultural community have to keep an eye on all
three, some are more concerned with a particu]arlcategory.

The series provided by the Canada Council, "Comparative Size of the Cultural
Sector",”7 which are reproduced here as Tables 1 through 5, illustrate a -
national-accounts "economics of the arts" approach, and the footnotes indicate
some df the limitations of the statistics. Interviewees at Statistics Canada
agreed with Chartrand's comment that five to ten per cent of cultural activity,
taking place mainly in the basic arts, is not captured by the Statistics Canada
survey system; it would be very expensive to collect them. Chartrand, who
likens the basic arts to R and D in other industrial sectors, says they are
“critical to the development of commercially viable cultural products". (While
the R and D analogy offers a useful perception, it would be difficult to draw a
cultural-accounting line between consumer-goods art and R-and-D art.)

An illustration of economics in the arts, from the point of view of the
management of a not-for-profit theatre, is given in a U.S. study of the arts
related to the economic Tife of the city.8 The broad lines of the approach
can be seen from Table 6 (Figure 2 in the original), and Table 7 (Table II in
the original). Governmental financing enters at two points in the accounts, as

'part of "fostering, endowing and preserving .the arts", and as a "fee for public

service". The author observes, "Although the aesthetic mission of an arts
organization sets its basic direction, organizational management must recognize
the multi-market exchange system in which arts activities take place. Manage-
ment needs to understand the complex interrelationships and interdependencies
among these submarkets and to adopt financial plans which make reasonable
demands for revenues from each identified market."
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Table-1
Exhibit 2
COMPARATIVE SIZE OF THE CULTURAL SECTOR .
1977 to 1930
a) Relative to Manufacturing Industry -
o Number - everue
INDUSTRY (1) ot {5 millions current)
: " Establishments . 2y -
1977..- 1973+ 1979 1980 1977~ 1978~ 1979 1920.

Food & Beverages 2211, 5,535 791" 8,667 13,872 21,956 25,373 28,318
Tobaceo Products 0 23 26 25 946 996 {118 1,212
Rubber & Plastic Products 755 938 999 1,007 2,532 3,060 3772 - 8,093
Leather Products : 3738 507 847 531 629 389 1,069 1,083
Textiles 831 94 967 93 2,955 3,503 4,075" 4,523
Knltting Mills . %6 273 211 221 638 712 830 43
-Clothing , 1,837 2078 2,179 2,143 2,662 3,113 3,620 3,267
¥ood 2,582 2,928 . 3,208 3,363 ' 5,952 7,477 8,304 1,397
Furniture & Fixtures : 1,672, 1,964, 2,190 2,369 1,857 1,708 " 2,062 2,322
Paper-& Aflied : 647 - 659 732 768, 2,938+ 10;197° 12,287 1,503
Piinting, Publishmg & Allied : . 3,301 3,756 4,0937 §,262° 3,513" 4,090 8,721 . 5,623
Primery. Metal: 12 302, 341 460 8,201 10,120 11,836 13,418
Metal: Flbrl;:vt_{ng;r 3,799 - 8,496 8,862 5,046 7,232 8,565 10,397, 11,713
Machinery: 1,099 1,323 1,391 1,601 8,160 5,033 6,528 7,689
Tranaportation.Equipment 905, 1,078 1,216 1,302 15,065 12,023 19,667 - 12,993
Electrical Products 8L - 966 1,076 1,092 8,360 5,835, 6,661 7,765 .
Non-metallic Mineral Products LI31 % 1,516 1,566 1,572, 2,991 3,503 - 4,091 8,225
Petroleum & Coal.Products 103, 108 108 12, 8,533, 10,849 12,371, 18,530
Chemical & Chemicai Products 1,027 1,189 L2182 1,212 6,831 7,392 9,531~ 219
Mise, Manufacturing _ 2,018 2,376 2,693 2,798 ,2,225 2,737 3,239 3,789
ALL INDUSTRIES 27,715 31,963 578 35,895 108,852 129,019 132,133 163,051
CULTURAL SECTOR 16,466 17,008 16,832 17,099 ’,720 3,811 6,217 7,033

Rank - - - : . toth 10th eh lith

%ot All ridustries " - %3 82 .l %2

- figlres. may not add due-to rounding.- -

+ Motes ™
(1) All-industry data [rom Manufacturing Indus!ries of Canada, Statistics-Canada 31- 203.
(2) Yalue of Shipments ot Goods of Own Manufacture.

Source: Canada Council




Table 2

Exhibit 2
COMPARATIVE SIZE OF THE CULTURAL SECTOR (cont'd)
1977 to 1930

a) Relative to Manufacturing Industry

{cont'd)
Salaries
INDUSTRY (1) Staff &
(2) Wages
{$§ millions current)
1977 1978 1979 1980 1977 1978 1979 (980
Food & Beverages 222,858 229,906 233,189 234,187 2,890 3,181 3,565 3,918
Tobacco Products £,933 8,773 8,690 3,522 139 14) 154 170
Rubber & Plastic Products 53,699 60,855 £§2,213 61,381 632 788 318 383
Leather Products 23,856 23,415 25,587 24,922 220 249 236 299
Textiles 65,508 67,303 69,217 63,281 723 316 923 1,006
Knitting Mills 20,628 20,003 21,120 21,220 136 199 227 251
Clothing 95,939 99,517 100,339 96,120 850 966 1,085 I,tul
¥ood 103,660 119,004 122,088 117,307 1,558 - 1,821 2,07% 2,217
Furniture & Fixtures 33,651 §6,613 51,068 30,900 467 531 631 698
Papear & Allied 124,463 126,783 128,912 130,310 2,030 2,282 2,491 2,784
Printing, Publishing & Allied 91,760 98,037 102,810 107,09 1,254 1,425 1,613 1,367
Primary Metal 119,219 121,996 126,75% 128,750 1,943 2,181 2,432 2,767
Metal Fabricating 146,735 156,665 163,178 161,243 2,033 2,309 2,636 2,877
Machinery . 87,657 ' 92,113 101,398 108,448 1,239 1,504 1,701 2,018
Transportation Equipment 165,287 178,636 190,071 178,755 2,672 3,102 J,489 3,569
Electrical Products 110,813 118,279 113,70% 122,547 1,885 1,642 1,925 2,143
Non-metalilc Mineral Products 52,518 535,883 36,748 55,933 73% 904 1,008 1,073
Petroleum & Coal Products 17,889 20,383 19,193 20,046 375 §51 370 562
Chemical & Chemical Products 31,805 34,736 37,617 87,595 1,289 1,428 1,606 1,795
Mise. Manulacturing 61,977 §6,329 66,761 66,391 708 799 908 1,008
ALL INDUSTRIES 1,704,415 1,790,849 1,856,198 1,850,509 23,592 26.57_7 30,124 33,132
CULTURAL SECTOR 138,099 181,827 145,369 156,431 1,679 1,359 2,099 2,286
Rank 4th 4th ath sth 6th 6th 6th 6th
% ol All jndustries 3.1 79 7.8 7.9 7.1 7.0 7.0 6.9

- figures may not add due to rounding -

Source:

Canada

Notes

(1) All Industry data {rom Manulacturing Industries of Canada, Statistics Canada 31-203.

(2) Total Employees (excluding Working Owners and Partners).

Council




Table 3

Eihibit 2.

COMPARATIVE SIZE, OF THE CULTURAL SECTOR contid)
1977 to 1930

b) Estimated Size o(( the Cultural Sector
19}

Number

Revenue
INDUSTRY (1) of {($ millions current)
Establishments 2) ’
1977 1973 1979 1980 1977 1978 1979 . 1980
e r v v ¢ ¢
ADVERTISING :
Advertising Agencies (3) 300 300 300 300 _ 163 168 163 168
BROADCAS'ﬂNG {(4)° 1,012 1,077 1,147 1,185 1,322 1,330 1,822 2,077
Ridio & Television Broadcasting, 369:; 396 643 661 924 "1,085 1,251 1,373
Cabie Television 527 463 482 305 2337 273 Jls 352
Manufacturers of Radio & TV 16 13 22 19 166 172 258 352
Mb'ﬂON PICTURES 1,783 1,762 1,763 1,779 540 620 74 825
Motion Picture Theatres -
& Fiim Distributors 1,578 1,464 I,454 1,428 (114 306 375 631
Motion Picture Production {3) 314 298 318 351 9% 13 150 174
PERFORMING ARTS 140 149 170 137 66 30 39 102
Dance - 20 20 i9 2% , 10 12 12: is
Music 32 3. 39 3 19~ 23, 26 28
Opera’, - 35 6 6. 6. 5. 7 7 3
Theatre, 82. 92 106 121 32 37, 54 52
PUBLISHING - 13,057 13,505" 13,203 13,3827 2/340" 2641 2,937, 3,453
Priblishing’ only 873 391 669 664 520 663 73t . 87
Publishing “& Printing s 337 399- 633 619" 1,218 1,316 1,596 1,740
Book & Stationary Stores §03; §58 52 34l 124 146, 132 205
. Campus Book Stores 210 212 207 210 . 82, - 93 101 [$13
Public Libraries. 2,865, 2,698 2,726. 2,901 205 228; 259 290
Umversny &-College - )
Libraries.(6) - - . L2535 233 246 286 16% 168 . . 202 202
Centrai School Libraries. (7) 8,692 - 3,692 3,201 3,201 - 27 - 272 26" .26
RECORDING [$19 162 139 217 226 306 360 334
Sound Recording & Musical . )
Instrument Manufacturers (8) 35 44 32 36 191 239 303 270
Record Bars 3 e 137 T 16l 34 47 37 64
VISUAL ARTS [}] 53 53 49 39 67 7 78
Pubtic Galleries . 23 3o 30 28 ) 25 26 35 31
Pudlic Museums 13 1] : 1] ' 10 31 38 . 39 kI
University Galleries . iz 10 10 1 2 2 2 3
TOTAL CULTURAL SECTOR ©16866. 17,008 16,832 17,099, 4720° 541 6,217 7,033

« ligures. may not add due to rounding -

Notes®
) () This tablc has been-drawn from. a- vzmety of sourcés,  Exhibit i{c) identilies.these data sources.
Strveys used are prone-to-changes [rom one year. to the next, and certain data may be- unavailable or. partial. -
As such the table represents oniy a best estimate and readers are cautioned to
consult the publ«canons quoted before making specilic comparisons.
(2) In the case of some industries receiving subsidies (Radio & Television Broadcasting, Performmg Arts,
University & Cotlege Libraries and Central School Libraries), expenditure rather than revenue figures are used.
(3) Survey was cancelled with publication ol 1977 resuits. 1978, 1979 and 1930 figures are assumed to be the same as 1977,

{4) Number ol Estabiishments includes CBC which is not shown in Statistics Canada Publication. The number of CBC
establishments is taken lrom the Annual Report of the Canadian Broadeasting Corporation for the relevant year and
excludes private alliliates, power relay, and rebroadcast transmitters.

(5) 1979 and 1930 figures include Production Services which were not surveyed in previous years,

(6) Survey is only conducted every second year e.g. academic years 1974-77 and 1973-79,

Figures for. 1973 and 1930 are assumed to be the same as;those.for 1977 and 979 respectively. .

(7) Survcy is‘only conducied.every second year. e.g. academic'yeafs [976-77 and (978-79. anures for:1978 and’ 1980 are assumed-’
to be-the same as those for 1977 and. {980, Only library material expenditures are:shown and-the expenditure figures '

for 1977 and 1973 are not fuily comparable:with those:for 1979 and: 1930::

(3) Revenue figures represent Net Value of Sales (dlsmbuwrs net selfing price) as shown in Statissics Canada Catalogu: 47.004, Production and
Sales of Phonograph Records-and Pre-Recorded Tapes in Canadd. Other data {Establishments, Staf( and Salaries Wages figures) are [rom 47- 205,
Miscellaneous Manufagturing Industries, and refer to Sound Recording and Musical Instrument Manulacturers.

The corresponding revenue figures from 47-203 (Vaiue of Shipments of Goods of own Manufacture)
are $99 million lor 1977, $119 million for 1978, 5130 million for 1979 and 5130 miltion [or {9230,

o~ e o U T - . A |
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Table 4
Exhibit 2
COMPARATIVE SIZE OF THE CULTURAL SECTOR {cont'd)
1977 to 1930
b) Estimated Size of the Cultural Sector
{cont'd)
{1
Salaries
INDUSTRY (1) Staff . &
(2) Wages (3)
{$ millions current)
1977 + 1973 1979 1980 1977 1978 1979 1930
r 3 4 ¢ r r
ADYERTISING .
Advertising Agencies (8) 3,580 3,480 5,580 5,480 39 89 39 39
BRDADCASTING (8) 33,979 34,876 6,273 36,705 . 591 ,- 658 761 797
Radio & Television Aroadcasting 25,651 26,351 27,675 28,336 LY 550 634 663
Cable Television 8,946 3293 5,652 5,480 65 75 87 93
Manufacturers of Radio & TY 3,382 2,332 2,946 2,389 85 29 40 39
MOTION PICTURES 16,376 16,018 16,612 6,597 91 101 111 121
Motion Picture Theatres '
& Film Distributors " 14,810 14,192 18,547 14,590 69 . 74 79 367
Motion Picture Production (5) 1,666 1,322 2,165 2,007 Y] 27 32 35
PERFORMING ARTS . . " " M 52 58 67
Dance v B " “ [ ] 7 9
Musie v o " " 15 13 20 2
‘Opera " M " R 3 5 & 4
Theatre " " " . 20 21 ) 26 b
PUBLISHING 77,060 80,269 81,856 32,382 831 924 1,036 1.163
Publishing only ' 9,513 11,001 10,128 11,002 113 147 s 172
Pudlishing & Printing . 33,026 34,334 36,350 36,473 466 303 531 656
Book & Stationary Stores " " “ 20 27 29 Js
Campus Book Stores 1,373 1,834 1,875 1,594 12 13 14 ié
Public Libraries (6) ' 9,637 9,991 10,456 10,466 {12 126 137 158
Unlversity & Callege .
Libraries (7) 3,646 3,646 8,658 2,658, 109 109 131 {3t
Central School Libraries {(2) 15,363 14,363 (4,739 14,789 “ " . -
RECORDING 2,501 2,653 2,713 2,397 32 39 43 83
Sound Recording & Musicai : '
lnstrument Manulacturers 2,501 2,653 2,71} 2,397 28 3% 35 34
Record Bars N " " . 4 6 3 3
YISUAL ARTS- 2,603 2,535 2,535 2,520 . . - "
Pudlic Galleries 1,023 1,095 1,095 1,05t . N .
Publle Museums ) 1,360 1,360 1,360 - 1,235 . . . ”
University Galleries 120 30 30 134 . " v .
TOTAL CULTURAL SECTOR 133,099 {41,627 145,489 185,481 . 1,679 1,359 2,099 2,236

- figures may not add due to rounding -

Notes
(1) This table has been drawn from a variety of sources. Exhibit 1{c) identifies these data sources.
- Surveys used are prone to changes {rom one year to the next, and certain data may be unavailable or partial.
As such the table represents oniy a best estimate and readers are cautioned to
consult the publications quoted before making specilic compariscns,
(2) Stall generally includes [ull and part time employees, but excludes working owners and partners, etc.

(3) Wages & Salaries generally represents total wages, salaries and banefits {or Full and Part Time Sta{{ where availadle.
{8) Survey was cancelled with publication of 1977 results. 1978, 1979 (igures are assumed to be the same as 1977 and 1930,
(5) 1979 {igures include Production Services which were not surveyed in previous years.

{6) Stafl ligures are expressed in {Uli-time equivalents and exciude Quebec part-time positions.

(7} Survey is only conducted every second year e.g. academic years 1976-77 and 1978-79.

Figures for 1978 are assumed to be the same as those for 1977, Stalf {igures are expressed in
full-time equivalents and exclude Quebec part-time employees.

{8) Survey is oniy conducted every second year e.g. academic years 1976-77 and 1978-79. Figures for (978 are assumed
ta be the same as those [or {977, Only library material expenditures are shown and the expenditure f{igurss
lor 1977 and 1973 are not fully comparable with those for 1979.

Source{ Canada Council




Table -5 (Data-Sources)

Exhibit 2

Visuai Arts Survey

COMPARATIVE SIZE OF THE CULTURAL SECTOR (cont'd)
1977 to 1979
¢) Data Sources
INDUSTRY sic: . SOURCE " SURYEY' NAME . CAT. NO.
(n ’ (2)
ADVYERTISING
Advertlsing-Agencies~ 362  Statistics.Canada ) Advertising ‘Agéncies’ 63-201
BROADCASTING '
Radio & Television Broadcasting 343 Statistics Canada . Radio and Television Broadcasting 56204
Cable Television 343 , Statistics Canada . Cable Television . 36-203
Manufacturers of Radio & TV 334 Statistics Canada Miscellaneous Manufacturing Industries 43205
MOTION PICTURES
Motlon Picture Theatres ‘
& Film Distributors 361 Statistics Canada Motion Picture Theatre and Film Distributors 63-207
Motion Plcture Production 342 Statistics Canada . Motion Picture Production 63-206
PERFORMING ARTS"
Dance. 845 Canada Geuncil- ' Parforming Arts:Database-,
Musie: 843 Canada Council Performing Arts Database.
Opera’ 345 - Canada-Councii Performing :Arts Database e
Thestre . 35 . ) Canada.Council ; Performing ‘Arts: Database e
PUBLISHING .
© Publishing-only - 288 Statistics.Canada /Printing,, P\/Jbﬂlish‘ipg. & Allled. Industries’ . 364203 .
- Publishing ;& Printing._ . 289 . Statistics.Canada- Printing, Publishing & Allied Industries.: 36-203
Book & Statlonary.Stores . EB LIRS Statistics:Canada.., © Retali.Chain:Stores.. 632210
Campus- Book ‘Stores- = 691 Statistics Canada _.Campus Book Stores’ 63219
Public ‘Llbraries 307 Statlsticy Canada Publl¢Libriries In Canada: 37-651
Unlversity & College )
Libraries 307 Statistics Canada University and College Libraries In Canada 37-632
Central School Libraries 207 Statistics Canada Centralized School Libraries In Canada 37-650
RECORDING
Sound Recording & Musical Prod. & Sales of Phonograph Records and Prerecorded 47-004 +
‘Instrument Manu{acturers 199 Statistics Canada Tapes In Canada + Misc, Manufacturing Industries 47.205
Record Bars 334 Statistics Canada Retail Chain Stores 63-210
VISUAL ARTS (3)
Pibllc Gilléries™ £07. ° C.BIA.C Visual.Arts. Survey .. -
Public. Museums 807 C.BiAICT Visual-Arts Survey- -
University Gallerles- 307 : "C.B.A.C

Notes

(1) Refers to Standard Industriai Classification, Statistics Canada Cat. 12-501.
(2) Relers to Statistics Canada Catalogue Number.
(3) C.B.A.C. refars to Council {or Business and the Arts in Canada,

Source:’ Canddar Council
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Table 6

T—
‘Figure 2: Division of Cost Responsibilities

1 _

Endowing, '

Fostering:

- by Corporations.
Foundations and .

- Governments . ..

IR T T R I

2 .- R
**Fair Share'* .
Contributions from
Members or Season
Subscribers

- 33 -
TERIBIX
Demand
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Per S 6
Unit 2 4
Pl -
3 5
4, 91
, Quuntity
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Local
Community
Support

- Service

. front Members ot
Season Subscribers

3 - oL
" Admission Revenue ™ =~ -0 s

5
Admission

Revenue from ™
. Individual

Purchases

7 .
Uamet Demand

Source: Perloff, op. cit. (see notes)




Table 7

Table 11: Using the Model to Set Goals—A Theater Example

- N . Goal at 0% Goal at 99%

Area Source of Revenue Reason (000°s) (000’s)

1 Foundations * Fc;stering,-",éndowing and - mi_n- $180 min. " $162°
Corporations. preserving the arts
Governments
2" Seasonsubscribers. Fair.shirecontributions, . 840 756
and wealthy:individuals
3 Season subscribers Subscrfption to five plays : 840 924
4  Individual ticket purchasers Fair share contributions max 180 max 162
5 Individual ticket purchasers Admission ‘ A -360 396
6 City, county, state-and Fee-for-public-servicer min:. 180 min. 162
federal.governmenits.

70 Unmet.demand; 07 0
Approximate gross revenue / ) © $2,580 $2,562
Surplus (deficit) of. revenue 180 162
over total operating expenses
Surplus (deficit) as a proportion -,075 .068

of total operating expenses

Source:: Perloff, op. cit. (see notes)
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Looking at the question from the point of view of the public interest, or
economics for the arts, the British cultural economist Mark Blaug has written:
"So diverse and complex is the flow of funds to the arts in any modern economy
that evaluation of public expenditure on the arts is hardly possible without a

‘preliminary attempt to draw up a set of cultural accounts."9 1In the collec-

tion of readings edited by Blaug, two economists write about “the application of
cost-effectiveness analysis to public expenditure on the arts".10 Basic to |
their work is "a set of 'cultural accounts' which identifies the nature and
magnitude of the flow of funds from the 'sources' of government finance for the
arts to' the use made of these funds classified according to the type of artistic
‘production', according to the type of decision-maker (central government, local
gévernment, private sector) and according to the factor inputs employed by the
‘producers'." An illustration of their method is given in Table 8 (Table 1 in
the original), where the example chosen is that of a British symphony orchestra.

In Canadian public policy, it would appear that attempts to see the cultural
accounts whole, to see each sub-sectoral set of accounts in relation to the
others in proper proportion, and to see the sector and sub-sectoral accounts in
correct relation to the rest of the economy, have fallen before the interests:of
the special pleaders. The special pleaders for Culture with a capital C have,
as indicated in Chapter I, spurned economics as basically anti-cultural, rather
than accepting it as "the second essential”. The special pleaders for
particular sectors -- dance or TV drama, graphic arts or theatrical film, for
example, -~ have been interested in building support for their own specialities,
and the Arts and Culture Sector has catered to'them with a series of
sub-sectoral studies. Valuable in themselves, these studies do not add dp to a

-general account of the cultural economy, though they would be useful sources if

such an aggregation were attempted.

"There is resistance in the cultural field to anything economic, and that
also.applies to the bureaucrats dealing with culture," said an interviewee in
the Arts and Culture Sector of DOC who is familiar with strategic planning. “We
have never done a socio-economic impact study of culture. StatsCan has an
input-output simulation model -- I'm not sure how accurate it is -- and we
should be doing a good hard economic analysis of the impact of culture.”




Table 8-

Table I. Sources and Uses of Orchestral Finance

Sourcet Bldug, op. c¢it. (see notes)
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Commenting on policy papers which stress the need for more support for
cultural activities from the private sector, he said, "It's easy for bureaucrats
to say we must get more from the private sector, but unless you have analyzed
where and how, you're copping out. No one wants to look at hard figures,
there's a tremendous mental block." '

At Statistics Canada, an interviewee connécted with the compilation:of
cultural statistics said, "Our mandate is to pull out numbers in individual
sectors, but we don't have the resources to put'themﬁtogether. There is an
absence of synthesis. Not only are we not making the synthesis but we are not

aware of what other people (in government, even in Statistics Canada) are
doing." ‘

The National Arts Centre, in its submission to the App]ebaquHébert
Committee, said that in order to keep down its administrative expenses "the
resources ... which it has devoted to the development and maintenance of an
elaborate system of post facto information recording, retrieval and analysis,

‘have been minimal®. That is, the NAC has been too busy filling the house with

good shows to worry about economics in the arts.

The fragility of cultural accounting tends to undermine the Department of
Communications' frequent assertions of an economic rationale for cultural
policies and programs. Submiss{ons from the department and the cultural
agencies often get a rough ride at the Ministry of State for Social Development
(or, when they are referred there, the Ministry of State for Economic and
Regional Development), or the Finance Department, Treasury Board, Comptroller
General's office, or Auditor-General's department.

This is not to say that the coordinating and controlling agencies of
government have developed appropriate criteria for judging cultural policies and
programs, taking into account the special nature of cultural economics. On the
contrary. But the DOC does not have the economic knowledge or ‘competence in the
cultural area to make a strong case.
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Thevscopemandkgnowth of,the,cuﬂtutaJ se§tpr "

The Departmen% of Communications makes the.génera1 assertion in its policy
papers that the information and communications sector of the economy accounts
for a growing proportion of GNP, is indeed the fastest growing sector in "the
information sbtiety”.' Cultural activities are seén as constituting a similarly
expansive field within the general sector, labor intensive, taking up slack as
workers- are displaced from more technological.occupations; gaining in: popu]ar1ty
with the increase in -both. incomes.and. 1e1sure._

There are economic studies to back up the thesis of the information-
communications industry as a growing contributor of wealth and employment. One
can point also to studies showing a considerable increase in cultural activity
in both "the creative and the communicating arts", to borrow Northrop Frye's
classification.ll Sti11, the assertions have to be approached with cautlon,
advocacy.haS:tOAbe.det1ngu1shed from: fact.

"T would: Took - very\carefu]]y at- the ca1cu]at1ons saying: we are becoming-an-
1nformat1on soc1ety,' said Chr1stopher.Mau1e, an industrial economist, in an
interview at. Carleton University. "I think they are: right; but I think- they
overstate the case, They are tied up with the idea that we are becoming a
service economy, but it is partly a matter of how peoplé are counted. Activi-
ties that previously were in manufacturing or resource industries have now
become separate and are counted as part of the information industry -- _
accounting, legal, and public relations services and so on, which are now be1ng
more contracted out. Part of the growth of the service sector is illusory.

Software:and data processing are now distinct areas, but they are things we were:

already doing under other c1assifications;~tHaﬁjis;”they‘are&ausubstitutibnu
Some' things are really new; others just a new way of* doing things:"

Similarly, Maule thinks culture is "probably expanding as an area", but
again the accounting is inadequate to give precision to the impession. A number
of our interviewees reflected the view that if one added all the sectoral
economic studies, and all the leisure studies, together, one would have people
producing four times the actual GNP and living 96-hour days.
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"You have to be careful of the economic growth sector argument in the sense
of piggybacking on somebody else's dynamic; it falsifies what you're about,"
said an interviewee connected with the National Museums Corporation.

"The statistics used for cultural industries are usually in large part
stolen from other sectors -- education, transport, communications, construction,

and so on," said an interviewee who has been concerned with general cultural
policy in the Arts and Culture sector of DOC.

In some fields of culture, economists have provided a picture of a fairly
constant economic envelope over time. One of the fathers of "cultural
economics", William J. Baumol, writing with Hilda Baumol in the Journal of

Cultural Economics, says "the evidence indicates that there has been no increase

in the share of the outlays of consumers going to the arts".12 Discussing
attendance at live performances in the U.S. theatre from 1946 to 1978, they
write:

While total expenditure in nominal dollars has increased more
than ten-fold since 1929, in real terms it has just (a bit
more- than) doubled. More important, per capita real
expenditure has risen only 12 per cent in half a century, and

as a percentage of disposable personal income it has actually
fallen 40 per cent, '

A similar picture for the communicating arts in the United States is
reported by Benjamin M. Compaine in Who Owns the Media?:13

Since 1933, the amount of money that consumers have spent on
media, in the form of purchases of newspapers, magazines,
books; television and radio set purchases and repairs; and on
movie admissions, has remained level as a percentage of
“personal consumption expenditures. But the composition of

those expenditures has shifted along with the introduction of
new media. ( ...
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Although, audio=visual. media. account, for. a.similar. percentage.
of ‘expenditures in-19767as in 1929, the overall trend since
1945 has been upward., Within this category, however, a
drastic switch has taken place, as relative expenditures for
movie admissions have dropped dramatically in concert with
the sizeable increases on television and radio receivers.

Butaperhap$~other sources -of revenue for the American cultural industries
~have made an ever greater proportional contribution? Not so:

Except for book publishers and theatrical film makers,
advertisers provide for all or most of the financial support
for mass media businesses. As with consumer expenditures,
advertising outlays have tended to remain at a constant
proportion of the Gross National Product, staying near 2.00%
of total goods and services. However, as seen in Table 8.2,
the broadcast media have accounted for an increasing share,
s first. radio and thén television drew. a. considerably
greater: share from- the- older' print. medias

The two tables on which Compaine bases his remarks are reproduced here as
Table: 9« (8.1, in*the; original) and Table-10%:(8,2 1n: the. originaly)..

In order to have a realistic picture of the scope and.growth of the cultural
sector in Canada, and of its components and its dynamics, a far more rigorous
system of accounting and analysis will be needed than we have at present. At
the outset, there will have to be agreement on what is to be measured,

A’féwrxearS‘ago;*for“examb1e; the'Policy‘seCtor5of'DOC”contracted’fOr'a'
stud/,hToward a_Policy. Framework.. for the- Econom1c Deve]opment of' the. Commun1ca-
t1ons/1nformat1on Sector.14 But what kind of a sector is.that?: Its

deﬁ1n1t1on we., are to]d was, made "deliberately narrow" in order’ to concentrate
on "the heartland of the sector", and thus we find that while the communicating
arts (the "cultural industries" under DOC terminology) were included, the




Table 8.1 Percentage of Consumer Spending on Print and Audio-Visual Media, Selected Years, 1929-1978

Media Expsnd. Newspapers, Books Radio, TV Radio & Total
as % of Per. Magazines, . & Total Recv'rs, Records, TV Movie AV

Consump. Exp. Shest Music Maps Print Instruments Repairs Admis. Media 2
1929 3.37% 20.65% 11.86% 32.51% 38.85% 1.00% 27.64% 67.49%
1933 2.76 33.20 12.04 45,24 16.45 1.1 3819 = B4.75
1840 2.94 28.26 11.23 39.43 23.70° 1.53 35.27 60.50
1845 2.82 28.66 15.44 44.10 10.22 2.61 43.07 55.90
1850 3.25 23.92 10.78 34.70 38.74 4.53 22.02 65.29
1955 2,94 25.10 11.64 36.74 38.53 6.97 17.81 63.31
1960 2.67 25.32 15.06 40.38 39.39 9.25 10.98 59.62
1965 3.00 22.23 15.98 38.21 46.61 8.00 719 61.80
1870 2.97 22.33 18.75 41.08 45.38 ) 7.20 6.33 58.91
1974 3.04 26.01 11.20 37.21 48.99 4.58 9.21 62.78
1975 3.00 25.49 11.54 37.03 . 49,53 4.80 8.62 62.95
1976 294 25.12 11.15 36.27 49.88 4.58 9.27 63.73

a, Total may not add to 100.00% due to rounding,

Sourcg:  U.S. Bureau of Economic Analysis,

Table 10

Table 8.2 Share of Advertising in Major Print and Broadcast Media,
Selected Years, 1935-1978 ‘

Advertising Percent Percent Percent

Expenditures of GNP Broadcasting  Newspaper & Magazines
1935 $1,690 2.34% 6.7% 53.1%
1940 2,088 2.08 10.3 48.5
1945 2,875 1.36 14.7 44.7
1850 5,710 2.00 13.6 45.4
1955 9,194 2.30° 179 . 379
1960 11,932 2.36 18.1 38.9
1865 15,250 2.22 225 36.6
1970 19,650 2.00 25.1 35.8
1975 28,230 1.86 25.6 35.9
1976 33,720 1.99 26.8 34.7
1877 38,120 2.02 26.9 : 34.9
19782 43,740 2.08 27.0 34.9

a. Preliminary,

Sources: 1935-1960 — Historical Statistics of the United States, Colonial Times
to 1970, Series T444-471, )
1965-1978 « Advertising Age, as prepared by McCann-Erickson, Inc., New
York, for advertising; U.S. Bureau of Economic Analysis for GNP,

Source: Compaine, op. cit. (see notes)
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creative and heritage, arts. were. left'out Cons1der1ng the."informative" and
“communicative" aspects of the 1atter, an interviewee in the Arts and Culture
sector of the department questioned the relevance of this type of sectoring.

There is, of course, a basic conflict over any kind of classification. Man
the individual rebels against man the social animal, with his need for organiza-

tion;‘adminisfrationg and categorization. The free spirit loathes harness. But.

we are speaking- of the limited uses of classification in a system of government
that  recognizes, or shOu]d;.thét:thei1jm1tsnonf1ts?DOWer"are,the?most.impontant-
thing-about. it..

A basis for cultural accounting

One approach to national cultural accounts is the 1980 recommendation of the
General Conference of the United Nations Educational, Scientific and Cultural
Organization concerning, "the international standardization of statistics on- the"
public financing of cultural activities."15 while the recommendation

concerns, the c]ass1f1cat1on of governmental expend1tures, it reiates thesei to-
the-broader quest1on of a- genera] framework for cultural- statistics -- that is,

public expenditure is related to cultural activity in the -general ‘economy -- and

proyides the analyst with the-useful-tool of’ international” comparability..

For the purposes of the UNESCO recommendation, the cultural field is defined
as comprising the following categories:

Category 0--Cultural heritage

This category includes activities:aimed at.preserving and -
developing: the cultural heritage.and cultural structures by
such means. as the:maintenance of monuments and. the
depos1t1ng, collecting-and- communication- of- the treasures. of

thei past:-

0.0 Historical monuments and sites

0.1  Archives -

0.2 Museums

0.3 Archaeological excavations

0.4 Other forms of the cu]turaT her1tage enjoying official
protection

0.5 Research and tra1n1ng outs1de .the: formal education. system

0.6 Such activities.necessary for’ the. preservation+and-

registration: of the.cultural. heritage. as..cannot. be:.
included in the other categories
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Category .1--Printed matter and literature

This category includes activities aimed at creating, producing
or disseminating literary works in printed form, i.e. books,
periodicals, newspapers, etc, and also the setting up and
operation of libraries,

Literary creation
Book publishing
Periodical and newspaper publishing
Distribution and market1ng of books, periodicals and
_ newspapers
Libraries
Research and training outside the formal education system
Subsidiary activities necessary for literary production
and printing

e el )
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Category 2--Music

This category includes activities aimed at creating, producing
or disseminating musical works in the form of scores,
recordings or concerts:

0 Musical creation

1 Musical performances (instrumental or vocal concerts)

2 Publication of printed music

3 Lyric performances (including operas, operettas, etc.)

4 Publication of recorded music (discs, magnetic tapes,
cassettes, etc.)

2.5 Distribution and marketing of printed and. recorded music

2.6  Production and marketing of musical instruments

2.7 Production and marketing of equipment for the reproduc-
tion and recording of music (record-players,
tape~-recorders, etc.)

8 Training outside the formal education system

9 Subsidiary activities necessary for the creation and
production of music and of equipment

Category 3-—Performing arts

This category includes activities aimed at creating, producing
or disseminating works of visual art in the form of paintings,
sculptures, ornaments or craft objects:

0 Creation of works for the performing arts

1 Dramatic performances

.2 Choreographic performances

3 = Other performing arts (circus, music hall, cabarets,
variety shows)

4  Training outside the formal education system

5 Subsidiary activities necessary for the performing arts
(hiring of halls, middleman services, production and
marketing of equipment)



Category,4—rVi$ua1fants;'

This category includes activities aimed at creating, producing
or disseminating works of visual art in the form of paintings,
sculptures, ornaments or craft objects:

4.0 Creation of works of visual art

4,1 - Publishing and production of works of visual art
4,2 Exhibition of works of visual art :

4,3 Dissemination and marketing of visual. art

4.4: Training outside the formal education system

4.5 Subsidiary activities necessary for the visual arts

(production and marketing of’ materials and equipment
needed: for the- creat1on and - publishing: of works of
visual art)

Category 5--Cinema and photography

This category includes activities aimed at creating, producing
or disseminating cinematographic or photographic works:

5.0 Cinematographic creation (production of cinema films)
5.1 Film distribution ’

5.2. Film shows

5.3 - Photography -

5.4-- Training. outside.the. formal' education- system-

5.5 Subsidiary activities necessary for: the cinema and

photography: (production and-marketing: of- films, screens,
cinematographic and’ photographic cameras, sound
equipment, projectors, buildings and premisés- used, for
projection)

Category 6--Radio and television

This category includes activities aimed at creating, producing
or disseminating works for radio or television:

6.0 Radio

6.1 Television .

6.2 Training outside the formal education- system

6.3 Activities necessary for broadcasting and television
(production: and ‘marketing of transmitters, réeceivers and
networks) .

Catedgory..7-Socio-cultural activities

This category includes activities aimed at enabling people to
express themselves individually or collectively in all aspects
of their everyday life:

7.0  Socio-cultural initiative, community cultural centres and
- promotion of amateur activities
7.17 Civic¢rand professional” associations”

a
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7.2 Other socio-cultural activities (ceremonies, social
functions connected with religious, moral, ethical or
philosophical beliefs)

7.3 Training outside the formal education system '

7.4 Other activities necessary for socio-cultural activities

ACategory 8--Sports and games

This category includes the production of sports equipment, the
construction and maintenance of playing fields and other
amenities (sports grounds, swimming pools, gymnasiums, etc.),
and also related activities and activities connected with the
organization of sports and games:

8.0  Sporting activities and sports associations (the playing
and organization of games, matches, etc.)

8.1  Production of sports equipment, construction and main-
tenance of playing fields and other amenities

8.2 Training outside the formal education system

- Category 9--Nature and the environment

This cétegony'inc1udes activities aimed at providing and
maintaining installations and services connected with nature
and the environment, and with the quality of life:

9.0 Recreational activities connected with nature (national
parks, nature reserves, public beaches, forest walks,
etc.)

9.1 Activities connected with the quality of the urban
setting (city parks, trees, recreation areas for

~ children, etc.)

Category 10--General administration of culture and non-apportionable
activities

This category includes activities aimed at providing mainte-
nance, equipment and administrative services, as well as-
multi-purpose cultural activities which cannot be placed, as
a. whole, under one of the preceding categories:

10.0 General public administration of culture

10.1 Provision-and maintenance of multi-purpose cultural
equipment covering several categories under the functional
classification (such as multi-purpose halls serving as
concert halls, cinema or conference rooms)

10.2 Other activities, which cannot be broken down by the
preceding categories.
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For- purposes. of measurement related to.governmental.policies: and :programs, .
some arbitrary decisions have to be made as.to what is and is not culture. Thus
the UNESCO classification excludes formal education and science, which are
considered under other headings. In Canada, since the Massey Commission, the

distinction has been made between the school system or "formal education", under

exclusive provincialljurisdiction, and "post-secondary" education and cultural
activities related to education, in which the federal government shares
jurisdictioh; Both Québec -and Alberta. have objected to. this. sharing, with
Québec oftehnassertingmexCiusiye.junisdjction in,"culture”,Abut/in“pradtjce.
fedéral cultural polieiéS'andmprOgbamsahave extended to-all provinces: through
various means. '

Since April 1980, the Arts and Culture sector of DOC has used the full scope
of the UNESCO definition in compiling total federal expenditure figures on
culture. The definition encompasses all the cultural agencies under the aegis
of the Minister of Communications, most. of the activities of the Secretary of
State's department (many of them-in UNESCO category 7, socio-cultural’), the

'CRTCQ.fitneSspandvamateun'sports.and;all of Parks. Canada:activities.

Treasury Board, defining the "Culture and Recreation Function", includes
mdSt-oﬁ‘thébaptivitTeshofVQefinitfon~l, but’it’echUdes-the'Social"Sciehces and’

Humanities Research Council, the Canadian Film Development Corporation, and part’

of the Public Archiveé.

- The Applebaum-Hébert Committee began with yet a third definition, narrower
still, exc]udﬁng the Citizenship activities of the Secretary of State's
department’,  fitness. and- amateur sport, and: the activities of Parks Canada other
than: historic sites. and' historic. parks.. '

IfftheuDepartment*of Communications,. through-its.-Arts-and:Culture: sector, is-

to.piay'effettﬁve]y'therrole.offprincipal agency, of’ government responsible for
cultural activities, it will have to consider them in relation to the full
breadth of the cultural economy, even though other departments may have
responsibility for sport, national parks, and so on. The social goals of
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government cultural policy are not necessarity better served by programs for
whiph DOC and the Cultural Agencies'have responsibility than by other programs.
As Northrop Frye has remarked, someone eating peanuts at a baseball game may be
part of a better educated and more culturally active audience than someone
eating canapés at the opening of a sculpture exhibition.l16

Chartrand of the Canada Council has noted the inadequacies of the rather
primitive sets of cultural accounts that now exist in Canada. The creative arts
are uhder-represented. It would also appear that the measure of the contribu-

. tion of architecture, design and the decorative arts is inadequate. Amateur
involvement in cultural activitfes, which federal spokesmen are inclined to
relegate to provincial or municipal responsibility (see the hearings of the
Commons committee on communications and cu]ture), seems to be almost unmeasured.
- "We touch on it very little," said an interviewee at Statistic Canada. "It is
~almost part of the underground economy."

Just because some activity is measured as "culture" in the economy does not
mean, of course, that government must aid it. One interviewee noted that Québec
regarded cabaret as worthy of aid, while Ottawa regarded it as "only a stepping
stone" and unworthy. But the dancing gir]s? whether brought on or not, govern-
mentally speaking, must indubitably be regarded as culture (UNESCO
Category 3.3--Other performing arts).

Cultural accounting and the cultural communities

In speaking of the cultural communities in relation to the economic accounts, we
are speaking mainly of the English and French marketé rather than of particular
aggregations of accounts that may be appropriate for looking at regional or
multicultural activities, or the distinctive cultural communities of the
original peoples., Both the English and French communities, with their regional,
mu1ticu]tura1; and aboriginal cultural aspects, aspire to a full range of
cultural activities. There are limitations on the extent to which they can
share the same products and services, ranging from a strong degree of sharing in
music, sport, and dance, to a lower degree in the verbal arts. '
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"Even when you take.what isn't verbal, you.will find.differences. between the

French and English markets,. and the penetration of one market by the products of
the other will not happen automatically," an executive in the field of cultural
policy said in an interview. "The orchestra, the musician, the dance company or
whatever will have a different exposure in each market, a different prob]em of
becoming known in the market."

His comment reflects the fact, discovered to. its profit by private enter=
prise a-generatior ago; that:differeat” types of advertising are’required to sell
the “same. products in French:and English‘Canada.

Sub-sectoral studies done for the Arts and Culture sector have shown
increasing attention to French-English cultural differences, though most of our
French-speaking interviewees and some of our English-speaking ones felt this had
not gone far enough. Certainly the Kent Commission found striking differences
between- the French-and English newspaper markets.l7 For example, the
French-speaking population is about a quarter of the Canadian population but’
accountsofér'1esslthaniazfifth:of“Canadian:newspapen circulation. Similardy,
book: consumption- appears: to. be lower: in French- Canada, while television
consumption is proportionally higher. The full picture of distinct'taStes and
preferences-will not: show up in the cultural accounts of funds-flow, employment,
aud1ence ‘and- s0 on, nor can they. disclose whether a differential between the
English and French markets is due to taste and preference or to supply factors.
But the elaboration of the cultural accounts to give part of the picture of each
market is essential in designing cultural economic po]iciéé and progfams that  do
not impose criteria suitable for only one of the communites on the other, or
neglect criteria important. in one community because they are not important in
the .other.. '

Another interviewee said the:Industry,. Trade~and Commerce Department . "never
distinguished between English and French (in the sound recording 1ndustry)
which are different products in different sales networks} the distinction was
not made until the most fecent study for'the Arts and Culture Sector."
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Conclusions

The present measurements of economic activity in the cultural sector in Canada.
are inadequate to the needs of policy-makers.

Studies of the whole sector have been based on rather different views of
what should be'included, what not. Experts have reservations about the accuracy
of some of the available statistics, and are concerned that some needed
statistics are not available at all. In any case, the relevant personnel in
government have not been organized to conduct the disaggregation, examination,
and re-aggregation in a cultural framework of the figures that are available.

-A great deal of effort has been put into sub-sectoral studies of -particular
cultural constituencies, considéred as "clients" of public po]icy.‘ But the sum
of them does not add up to a general and accurate picture of the cultural
economy., '

That is, the failure to go the extra mile -- to analyze and synthesize
available data -- and produce a more reliable and useful picture of the cultural
economy has been a waste of available resources. -

One consequence of the inadequacy of cultural accounting has been
insufficient grounding for assertions made by the Department of Communications
as to the growth, and growth possibilities, of the cultural sector.

Work already done by the Canada Council on the cultural accounts, seen in
relation to the general framework of cultural accounting recommended by UNESCO,

~indicate the direction in which further work needs to go. The Minister of

Communications, as the principal minister responsible for cultural policies and
programs, should expect to receive this type of intelligence from the Arts and
Culture Sector, which has the primary function of assisting the Minister in his
advisory, coordinating, and informational roles.
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In elaborating the-national. cultural accounts and: sub-sectoral’ accounts, .
care has to be taken that the English-speaking and French-speaking communities,
-each of which aspires to a full range of cultural expression, are given
appropriate individual attention. If the bicultural nature of the country is
not taken fully into account in the department responsible for culture and
communications policy, it will be out of luck -everywhere. '

Our discussion of the utility of cultural accounting will extend into the

next chapter, which dedls’ with some of the links: betwéen .cultiiral economics and-

policy-making..
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ITI.. VOTERS' PREFERENCE

The demand for cultural opportunities

Economics tells us consumers vote their preferences with their dollars.
Political economy tells us they also vote their preferences with their ballots.

John Meisel, an economics student turned political scientist, chairman of
the Canadian Radio-Television and Telecommunications Commission, no doubt by
design chose an audience in the United States, the world's leading emporium of

the private sector, to press home the message of the Canadian political
economy, ! ‘

"Given the manipu1étions of advertisers and the rigidities of the mass-
production imperative," he said, "I am not convinced that the revealed
preferences of individua]é as consumers are any more deeply rooted than the
revealed preferences of individuals as voters. On the contrary, it is I think
irrefutable that market transactions reveal not the absolute preferences of
individuals but the choices they make among a restricted range of possibi]itieé,
itself defined by a limited and arbitrarily selected number of players."

One economics text widely used in Canadian universities puts it this way:
“Even if the price system allocated goods and services with complete efficiency,
this would not assure market success if members of society have other goals that
they wish to serve by allocation of resources."2

These "other goals" represent the opportunity cost -- Samuelson's "sacrifice
of doing something else"3 -- that the private sector cannot or will not pay
under its assessment of the conditions of the market place. For one reason or
another consumers cannot vote all of their performances with their dollars.
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Meisel: told his audience.at-the:Télecommunications Policy ‘Research:
Conference that "what we must talk about when we are discussing the role of
market forces versus the role of governmenf intervention, is values". This
brings us back to the quotation from Lord Robbins in Chapter I, the question of
"ultimate values" and the economic "implications as regards proportions"”.

Year by year the federal government is.in the business of determining voter
demand for cultural opportunities, subtracting what the private sector provides,
COnciliatdhgathevremaﬁnden‘withua]1Aother‘sociaT'deménds,and society's. ability:
to- pay for them, and arriving at-a cost’ it deems®Canadians are.willing.to pay.
collectively for cultural opportunities, bearing in mind that other orders of
government are also meeting part of the cost.

But determining, and_he]ping to satisfy, voters' preference for cultural
products, many of which are bound to cater to minority tastes, 1s'a highly
contentious business.. The Apb]ebaUm¥Hébert Committee's discussion of the
argument for- providing "merit goods™ in view of "market failure"4, for
examp1e,.triggeredlan explosion of ‘scorn in.the-column of Don McGillivray,.
economics editor for Southam:News.5

McGillivray compared the idea that taxpayers-should contribute to the
satisfaction of minority tastés to the notion that a lone eater of pheasant in a
restaurant where 10 others were eating hamburgers should have his meal
subsidized'by the hamburger-eaters. Rapping Applebaum-Hébert for "elitism", the
columnist went on to say, "It is particularly galling that cultural nationalists
assume that ordinary Canadians need to be protected from foreign influences by
such devices as}Canadian'content’]aws;" |

In his: penultimate paragraph. MCGi1livray did, acknowledge that "There-are, of -

course, things Canadians want to-do co]]ect1ve1y, including: the support -of an
educational system."
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But how do voters collectively express what they want to do -- and how
much -- through their federal government?

An interviewee at the National Museums Corporation had a dry comment on
Meisel's faith in "the revealed preferences of ... voters": "I'd be very
surprised if an MP ever voted in or out a cultural program. I haven't seen a
vote that has gone through because MPs have risen up and said they wanted the
CBC. The question is what level of CBC they want. In the cultural sphere,
except on blatantly political projects, they have tended to fund at a minimum
Tevel."

Before we come to immediate levels of funding, however, we have to consider
the term "voters" in the sense Meisel meant it, as a surrogate for the whole
Canadian democratic process as "revealed" over time.

Starting with the Canadian Constitutionvas the most profound fbrma] state-
ment of political demand, we can note the entrenchment in the Canadian Charter
of Rights and Freedoms of the cultural freedoms, and of respect for French and
English, for regionalism, for aboriginal rights, and for multicultural heritage,
as well as the commitment of both orders of government to "providing essential
public services of reasonable quality to all Canadians". Are cultural services
"essential services"? They must be, if the other rights and freedoms are indeed
to be guaranteed.

Below the constitutional level comes the voter-demand incorporated in
legislation and in regulations and po]jcies'flowing from legisiation, and in.
judicial interpretations that have been handed down from time to time.

‘Parks Canada, for example, has a policy manual, a model of its kind, starting

with a section on the evolution of policy from the Rocky Mountain Parks Act of
1887 -~ "a public park and p]eésure ground for the benefit, advantage and
enjoyment of the people of Canada" -- and continuing with sections that elab-
orate, succinctly, the bases of présent policies and their interpretation.6
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To takeaothenwexamp}es,lthé-CRJC,oftén.recaJls(thatxthe"BFOadcastﬁnggActgof'1968ﬁ

specifies Canadian ownership and control so as.fo "safeguard, enrich.and
strengthen the cultural, political, social and economic fabric of Canada". The
Canada Council reminds us from time to time that its mandate, less felicitously
worded than some, is "to foster and prombte the study and enjoyment of, and the
production of works, in the arts".

The Government's announced intention was to follow the.Federal Cultural
Policy.Review.with-a White Papen, a,genéna1dstatém9ht\of“cultuha].po]ﬁcy. While

this.plan has: given way: to what’ was. deémed “the.more urgent matter of formulating

and implementing policies in sub-sectors, such as broadcasting, that called for
immediate attention, a more general policy guide would still be useful in

assessing, among other things, the economic aspects of cultural policies and
programs. '

Moving from the general to-the particular, from the message of trédition to
the message of the moment, Parliamentary debate and examination of current
matters:will continue tqtprovideman“impnessionzof,theﬁbub]ic'54demand;for'
cquur&]foﬁﬁbrtunities.A”Basfc5to~the'parliaﬁéntahy process is thé~gbvernmentﬁs,
role as proposer and persuader, which is heéviTy dependent. on -the quality of
information: and advice on. policy optjbns_that it obtains*from‘dépahtmégts~andv

agencies with cultural responsibiiities. If the Arts and Culture sector of DOC .

is seen as the central, or at least principal, source of such intelligence for
the ministry, it bears a heavy responsibility in seeking to determine cultural
demand and the fit between that demand and federal policies and programs.

Interviewees in our discussion mentioned a»wide‘fange of indicators of
demand:. Voluntary associationsiand.pressure, groups-in the cultural field are:

one350urce:,gathErihgawbatTPUbchasupport'thex canymusfer in favor of particular

activities, groups-of activitiesy. and culturaﬂ‘enterprisés, with: the Canadian
Conference ofjthe‘Arts serving as a central lobbying agency for most. Public
opinion studies have become an increasihgTy used indication, with their validity
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- depending’a good deal on the shaping of the questions put to the public. There

is also a body of "well-informed" or "expert" or "respected critical" opinion to
be drawn on in trying to translate general expression of demand into more
specific expressions of what the public wants.

There is no question that could have been put to the public some years ago
to elicit the response, "I would like an author called Mordecai Richler to write
a book called The Apprenticeship of Duddy Kravitz which I would later like to
see.made into a movie." Trial and error plays a role in establishing
governmental appreciation of demand and ways of satisfying it. "It is very
difficult," Mark Blaug has written, "to find criteria to distinguish the
neg]ecfed genius from the neglected charlatan."/

Attendance figures and audience surveys have been used extensively to
indicate demand for different kinds of cultural activities, with due attention
to particular performances of particular works (good, bad, indifferent) and
other conditions that may be relevant (bad weather, few tourists). But an
American economist, Sonia S. Gold, has observed:8

Audience surveys miss the nub of the arts demand problem,
namely, the non-audience. The identity of present audiences
is useful information, but it is completely overshadowed by
the fact that a majority .of the population with the specified
attributes belongs to the nonaudience,

A Canadian study of the dance -- ballet, classical, and modern -- has met
this criticism by including a market survey designed to find out the character-
istics not only of those who attend, but also of the "near" audience, defined as
"those who. do not currently attend on any regular basis but who might be
persuaded to do s0".9 The study indicated the present audience for profes-
sional dance. in Canada is about a.millfon,.with prospects of increasing it by
60 to 100 per cent through new marketing strategies.
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The@pioheerihguaUQiEnce sunvéySgin~the;p@§ﬁonmingfamtsadone;invthe(
United States by W.J. Baumol and W.G. Bowen indicated that the audience was

drawn from only four per cent of the U.S. popu]at1on 18 years of age and
older,10 .

+++ the audience is drawn from an extreme]y'narrow.segment of
the American population. In the.main; it consists of persons
who are. extraordinarily-well educated, whose.incomes are very
h1gh who are. prédominantly in the profess1ons, and who_are,
in their late youth or early.middle-age.

The limited interest in some,cultura15activit1es is reflected in public
attitudes toward supporting them. David Cwi, director of the Institute of
Cultural Policy, Baltimore, Md., writing in the Journal of Cultural Economics,
notes a 1973 Harris poll in the United States on demand for ‘the arts and support
of subsidy.ll

Whether or not' they were. persona]]y interested in having:
facilities like museums, theatres, and concert ha]1s,

57 per cent: thought it. .was.: very. important-to. have such things:
available: and: 32' per ‘cent ‘thought it somewhat important., But
there was: Tittle support- for governmental “subsidy of selected
artistic activities. Only 11 per cent: of respondents favored
governmental: support for dance.and-opera.companies,

12 per cent for noncommercial theatre and-16 per cent for’
symphonies. Museums of all types fared much bettér and
public libraries and parks fared best.

In Canada, a survey prepared by the Secretary of State's department before
the transfer to DOC contained the question, "In general do you feel governments
should ‘give financial support to.cultural aptivitiES?“' And 83 per cent,rep]ied
"Yes."12" In response to a'questiofas- to-whether ‘museums,  symphony
orchestras, 'ballet companies and other pqrforming.companies should "pay their
way", only- 28 per cent. thought -they.should, th0ugh’only121;2“per cent of French-
speaking Canadians held this view.compared. to 30.5 per:cent of English-speaking
Canadians. Overall, 57.9 per cent held that "governments should make good their
losses" (an opinion which can be translated directly into backing for the
deficit-reduction phase'of the Special Cultural Initiatives Program). These
indications of support for public financing are seen in relation to indications
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of generé] demand, such as the 72.6 per cent of respondents who said they had
very positive feelings about the arts and culture events put on by local artists
in their community, and 72.1 per cent who reported positive feelings about
nationally recognized Canadian artists.

Audley, using data from the same 1979 survey, noted:13

With respect to the cultural industries specifically,

83.8 per cent thought support to broadcasting was important
or very important, while in the case of book publishing, the
movie industry, the recording industry and magazine
publishing, 73.2, 64.2, 60.7 and 50.3 per cent thought
government support was important or very important.

Citing other evidence, he writes:

A 1980 Gallup Poll showed that 67.4 per cent of Canadians
supported the policy of the Canadian Radio-Television and
Telecommunications Commission (CRTC) requiring that
television broadcasters exhibit 50 per cent Canadian
programming. An earlier Gallup Poll of 1975 showed that

59 per cent of Canadians thought Canada's culture and way of
1ife were influenced too much by American television, with
65 per cent of Canadians under thirty years of age agreeing
that this was the case. ( ... )

Similarly, a September 1980 survey carried out by CROP Inc.
showed that 60 per cent of Canadians felt that movie theatres
in Canada should be required to show Canadian films at least
10 per cent of the time. Only 23 per cent disagreed. ( ... )
The same survey showed that 65 per cent favored a similar
requirement for films shown on television, while only

20 per cent disagreed. A November 1980 survey by the same
firm found that 63 per cent of Canadians agreed that some of
the revenue- from pay television services in Canada should be
used to subsidize the production of Canadian programs, while
27 per cent disagreed. ‘
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Polls do .not settle arguments,. of course:: once. the government has: decided;,
as it did, that pay-TV revenues should indeed be used to subsidize Canadian
programming, the policy may still be the subject of contention, as it is, over
the sfze and nature of the subsidy. The public may express some enthusiasm for
Canadian movies but, confronted with them, and the reviewers' opinion of them,
stay away in droves. Still, interpret them'how one will, all the studies
conducted.over the past.decade, including the Leisure: Studies and the current
Time=-Use p11ot study, . 1nd1cate strong general interest in. cu]tura] activities,
heavy. maJor1ty backing. for. pub11c support of. them, clear majority. backing for
support«Jnupartjcu]anloffCanadian-oppontunntwes in.the: cultural field, and.some
idea of the weight people attach to various types of cultural activity.

Can we put together the message of all the indicators, from the Constitution
to yesterday's Gallup Poll on a cultural subject, into a quantified expression -
at least as to proportions - of voters' preference?

At. the height of the economic ascendancy in policy-making during the Postwar
period,.a counter-movement: of" d1ss1dents now. evoked by.:simple: mention of” "The.
Sixties" arose to smite- the. technocrats and.. demand. a. more social approdch.. In
response to disaffection with "the cult of the GNP" -~ an epithet coined by a
,disgruntléd:Yéqng;Libera]'afﬁer*thé deféatfof’theﬁStt_Laupeqt'gqvernmént in:
1957‘—— governments became interested in trying to supplement economic indices’
with indices that could chart "we1]¥be1ng" in society. In the United States in
the sixties, the U.S. Space Program, in trouble trying to get public and
political backing for its enormous financial demands, funded studies aimed at
showing the economic ripple effect and social benefits -- the externalities --
that: flowed. from the-program.  The science of "soc¢ial indicators" was” Born. and.
rapidly. proliferated through ‘thé 0ECD, countries. as:governments -sought social
validation of their policies and devised ways to cope with a-new- order of public
concern about issues. such: as: pollution-and other environmental factors.. In
Canada in the mid-seventies; the Economic Council began developing and
publishing social indicators dealing with such questions as housing and air
poliution.
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Among economists, Galbraith was notable for remarking that the chief
beneficiaries of the new public concern were scientists and engineers. He
urged that the arts, too, deserved to be seen as central to economic and social
goals.l4 Bernard Ostry, after Tong experience in cultural administration in

. the CBC and in government, wrote, "Canada, with modest resources, could achieve
~a sophisticated national cultural indicators' program today if the existing

data—c611ect1ng system were expanded and modified and a capability developed for
using the information in policy studies."15

In the meantime, however, a good deal of the wind had gone out of the sails
of "The Sixties" and the social-indicators movement. The Economic Council of

Canada dropped them,

"Basica11y social indicators got dropped because nobody could show they were

measuring anything'" said an interviewee at the Social Sciences and Humanities

Research Council. "I don't think there's any doubt that there's something there
to be measured. But what is the meaning of the relationship of these
indicators, if one goes up and another dowr? You've got to figure out.what
you're measuring."

The SSHRC, through its strategic studies program, could itself well be a
source of future enlightenment on the problems of relating cultural demand to
public policy. While the Council has funded research on the économics of
education, which is a more immediate interest of its university constituency, it
has so far not sponsored studies in the broader field of cultural economics.

An authority on social indicators, philosophy professor Alex Michalos of the
University of Guelph, author of the statistics-studded, five-volume
North American Social Report, said in an interview he doubted whether cultural

activities could readily be incorporated in the kind of indicators of
"satisfaction" and "Happiness" that he has spent much of his career collecting
and collating. Popular culture is "not quite there" in surveys which dwell more
on questions like housing, health, family relationships; and "high culture" does
not show; "by and large we've found people prefer McDonald's in culture too".
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on’ théfothet(hand""Therev1suho>tr1ck tO'runthg-surveyS‘tb'find‘out;whaﬁfpeopTé-

want, ( ... ) With statistical regressions you can find the re]at1ve importance
of each preference."

‘Michalos said that at the peak of the social-indicators movement in the
early seventies, the Organization for Economic Cooperation and Development had

six people working on them. Now there .was. onlyone,

MTch&]os.sajd;thatAin theladvisoﬁy.stru;@urevof goyennment,;the;Economic

Council and the:Science.Council both déanéd.their»mandatemnahrOWJy. ’Socia1‘and;

cultural concerns tended to fall into a pit between them. He felt the "envelope
system" under PEMS (Policy and Expénditure Management System) "has made it more
difficult to get money for culture -- it is weighing-in against social welfare-
concerns". He held that strategic research into cultural concerns "is a
responsible way of spending taxpayers' money. There is no reason not to have
one eye on what the public believes important."

Iﬁ;théreafsaa:senseztoday:thatisociaT‘andacultunaisindicaiorszcannot'1Tve>up

to. the: earlier hopes: of thew'scientific ‘economists: and: systems.analysts with:
social conscience, this. is 1itt%e~different.from,the."mushyzreaiity" that
Lester C.. Thurow: says:has™overtaken economics- itself:16*

In the 1950s, when econometrics first emerged, the discipline
was seen in America as an icebreaker that would lead the
economics profession through the ice pack of conflicting

theories. Econometric techniques would, it was presumed,

. conclusively prove or disprove economic hypotheses,
accurately quahtify economic relationships, and successfully

- predict. the, economic. future,. Unfortunately,. the icebreéaker::
fadled. to work and- the. econometric passage-to Utopia has not
been found:, :

ThexhubriSyofﬁthe{eConometricjans;egnfbe_seen-mQre.generarlyjin'thé[
scientism of “the modern century" described by Frye:l7

Culturally, the primary fact about the modern world, or at
Teast about our 'Western' and 'democratic' part of it, is
‘that it is probably the first civilization in history that
has attempted to study itself objectively, to become aware of
thexpresupp031t1ons under]yang its behavior, to' understand.
its: relation. to, prev1ous ‘history and to see. whether its:
future could in some measure be controlled by its own will.
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Thurow, explaining the limitations of econometrics, observes:18

Most economic relationships lack the good instrumental
variables that allow econometricans to find the underlying
structural relations that are being sought. Because nothing
causes major movements in either the supply or demand curve
without affecting the other, it is imposible to separate or
identify either the supply or demand curve.

Given this mushy reality, it becomes possible to build models
that are equally good statistically from a number of quite
different perspectives. Theories could not be accepted or
rejected based on the data because economic history did not
happen to generate the data that might allow economists to
conclusively choose which theory is right.

With suitable variations, Thurow's comments on the limits of econometrics
could be applied to the kind of socio-econometrics earlier imagined.
“Unfortunately," he says, "the random component in economic events is much
larger relative to the deterministic component than most confident economists
thought earlier." And, "It is not possible to deliver robustness in many areas

where society wants answers." Finally, "Any discipline moves away from a

deterministic view of the world with great reluctance."

So there is a 1imit to which the most scientific treatment of social
indicators can go in determining voters' preference and translating it into sure
guides to cultural economic policy. At the same time, however, it could be said
that the grab-bag of indicators available to the Arts and Culture sector of DOC
has never been so robustly conceived, collated, and expressed as to run any risk
of reaching, let alone exceeding, practical Timitations.

~ Economic impact of cultural activities

The picture of cultural economic policy as collective payment of opportunity
cost, a public "sacrifice of doing something else", may tend to reinforce the

idea that culture is some sort of add-on to the régu]ar economy, money down the

drain as far as the everyday dollars and cents economy is concerned.
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The arts, commun1ty, with the- a1d of econom1sts like W.J. Baumol, has'
naturally sought to counter this view by pointing to the considerable income and
~employment generated by cultural activities. Government cultural. departments
“and agencies have to some extent picked up the argument. In riposte, other
economists, and other parts of government concerned with the control of taxing
and spendihg, have tritici;ed'the extent of economic activity attributed to
culture in-a number of studies. There is.still  tittering over the coffee urns.
about a-study claiming the government recaptured in cu1ture-generated taxes four
tdmeggtheuamOUnt;ofrits.cu]tUraltsubSidies.A The: Canadian. Conference of the.
Arts' estimate that: the cultural sector accounts for-about a fifth of GNP,
mentioned in Chapter II, makes them giggle at StatsCan. But the remedy lies at
hand in more realistic and conservative assessment, and has been app]iedqin more
recent studies.

Another criticism of such studies brings us full circle by saying they fail
to measure opportunity costs. Applebaum-Hébert says:19

Money. spent=on” culture clearly. can' create: employment;. it~ can:
result in Canadian. goods and services that will displace
imported .goods’ and. services; and. as” the monéy works its way
through the economy, it will be reflected in Gross National
Expenditure-and. generate tax- revenues.. Whatg1$~owenlooked3
however, is that when resources are applied in one direction
they cannot be applied in others which might have yielded
even greater benefits to employment, the balance of payments,
and productivity.

To App1ebaum Hebert the effects cultural programs may have on the economy
should be. regarded as "necessarily incidental™. In reply, it could be observed
that opportunity costs are only overlooked if they are overlooked; there is no
reason why we would. not' keep in-mind the vistas of foregone boutiques, wheat
prodUCxiOn,msawmi1Tsh\roaQSg.neWzrefrigerators;,and,expansions of Treasury Board
that. we: may.. be- foregoing. through our hankering:for cﬂ]iﬁreuoﬂ‘onexsopthr
another.

"I don't agree with the Applebaum-Hébert dictum the more the industrial
component the Tess the cultural," said our interviewee in the Special Cultural
Initiatives..Program. "The.economic. considerations. are a.mobilizing
factor. ( ... ) The profit motive is there, or at least the breakeven motive."
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But an interviewee at the Canada Council argued, "There's a contradiction
between culture and industry. There are implications in the word industry: one
is that the principal motivation is profit; another is that there's a prospect
of self-sufficiency, the hope of 'take-off' is involved. In our view cultural
activities are really services, they can't be judged by the number of jobs they
produce, and they never will reach self-sufficiency." He also said, "It is very
easy to say that the arts stimulate tourism, but then if you judge cultural

- policy by whether tourism is stimulated you can end up with something like

Hawaii: Hawaii'destroys culture by adapting it to make it accessible to
tourists.”

The argument is perhaps one for making sure that economics is seen as "the
second essential", not the first, rather than an argument against measuring
economic impact.

In any cdse, the Canada Council is the source of a paper on economic impact
of the performing arts, suggesting conservative multipliers that can be used to
estimate local and national impacts.20 '

The City of Vancouver's social planning department recently used multipliers
approved by a number of sources (the B.C. Cultural Services Branch, the Canadian
Conference for Business and the Arts, Metropolitan Toronto) in producing an
economic impact survey of the city's "non-profit cultural industry".2l The
report was used to argue that "corporate support for the arts in the city does
not reflect the considerable impact of the cultural industry on the economy".
The authors were careful to include not one but two caveats against viewing

- economic benefits as the primary reason for supporting the arts. The second was

a quotation from the Canadian Conference of the Arts:

To substitute the economic value of the arts for their
creative and spiritual value would be a severe distortion.
However, to ignore their economic importance, and especially .
their usefulness in promoting balanced economic growth, would
also be a serious mistake,.
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In the federal service, the;mostAextenéive:economic'impaCt;sybvey.appeabﬁ*to
be the four-volume study in relation to national hebitage locations produced
this year by Parks Canada.22 To be updated each year, the report uses a
model which gives the value added to the Canadian economy through visitor
spending, the value of labor income generated, the number of jobs created in
relation to spending, It estimates that for every dollar of Parks Canada -
expenditure: on heritage~locations, "98 cents.is. recovered, at one time or
another, by.th6~varioUS:Teveis*of‘government*; Finally, the survey indicates

Canada, $1.36 is-attributable: to’their visits to these Tocations."

An interviewee connected with the study said, "The Auditor-General says we
do not have information sufficient to back our evaluation -- that if the
visitors weren't going to the heritage sites they might be going elsewhere and
only the incremental should be counted."

Our djscussjonrdjdrnot'éxtendito tracking-down this:objection, except: for'a.
phone" call- to-an- appropriate’ of ficial in the:Auditor-Generall's.Office. who said,-
"He.must be. thinking: of the.Comptrolier=General,"

, Whatever “the truthsincthis: particular c&se;_oprxgehepai’discussion'ppoquced:
the.-following 1mpre55iQn: '

1. The'Depaﬁtment of Communications in its policy papers speaks with some
enthusiasm of the economic impact of cultural activities in contributing to
national income and employment.

2., Pepple’ in the-cultural sector speak with varying, degrees. of " skepticism
of ‘economic-impact studies and cultural agencies have.tended: to -eschew them..-

3y PéopTean.theucontbol”agencTes oft government view-the claims of. the
DOC, and such studies as they have received, with skepticism. "I haven't ever
seen a good sound analysis of the claim that the cultural sector produces the
most jobs for the least cost," said an interviewee at Treasury Board, referring

- to one aspect of economic impact touched upon, albeit in less dramatic terms, in
some” documents.
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The time has come, then, to bring the interested parties in the cultural and
governmenta]isectors together to see if some agreed approaches to "economic
impact" can be reached. The Canada Council paper makes the point that, "In
Tight of the high costs and methodological problems, the cost-effectiveness of
sophisticated economic impact studies is seriously questioned by many
professional economists." But, drawing on Baumol, the Council paper argues that

there are short-hand methods for measuring the cultural contribution to the
dollars and cents economy.

In these times of high unemployment, and the prospect of continued technolo-
gical displacement in the labor market, a subject to which we will return in the
next chapter, a quite inadequate amount of attention has been paid by government
to employment in the cultural sector. As the Canadian Conference of the Arts
has pointed out, culture was not considered an 1ndustr§a1 sector in the sector
studies of the late seventies. Nor did it receive attention in either the
report of the Parliamentary Task Force on Employment Opportunities for the
'80s23 or the report of the Task Force on Labor Market Development24,

One of the early advocates of such attention, even before he joined the

Canada Council, was Harry Chartrand. In a.1979 monograph,25 he drew

attention to U.S. and British reports showing the important role of job training
and job creation programs in the cultural sectors of those countries. He urged
a study be undertaken on national economic objectives and the arts, covering not
only the creative but also the communicating arts.

The Canada Council, in its most recent publication of research statistics,
reports:26

While in the past employment opportunities for artists were
limited, according to a forecast by Employment and
Immigration, Occupational. Requirements to 1985, occupations
in the arts and recreation are now the second fastest growing
occupational category after skilled construction workers.

The table used to illustrate the statement is given here as Table 11
(Exhibit 14 in the original). In interpreting the table it must be remembered
that we are dealing with only one one-hundredth of the total for all occupations
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in 1979, and. that percentages look better fhbm a lTow. base, than a high one:, But~

while cultural occupations constitute a small work community, culture-related

occupations -- that is, those which are émp1oyed by cultural enterprises -- are
a much larger group. For eXamp]e, the Kent Commission's researchers found that
only about a fifth of the people in a newspaper firm belonged to the "cultural"

component, that is, the editorial department, the remainder being in production,.

advertising, circulation, and administration.2/ The Canada Council document-
lists 279 arts-related occupations, drawn from the Canadian Classification of
Occupations Dictionary.published by Eﬁp]oyment and. Immigration.. '

Some interviewees in our discussion held that since the main contribution of
cultural activities is not to the GNP or to employment, and since so 1arge a
proportion of culture-related occupations-are counted in other sectors, it did
not make sense to consider culture as a sector in terms of production and em-
ployment. This brings us back to some of the points made by interviewees in the
previous chapter. They were skeptical about the value of seeing culture as part

of” the naﬁfoan accounts. But where an enterprise in the private, voluntary, or

public sector:ofi the-economy edetsiprimarilngOn;cu]t&h&iﬂreaspns,wandqwhere
cultural entEnpriseg.ané,tﬁth1y;iﬁtéraétiVezaﬁd,inferdéﬁendént;:it_1S-sufe1y a
denial of common sense, to say nothing of economic sense, to study their
eqonomicvchafacterTStics=unreﬂated;to~their cultural characteristics..

If the pubiic is denied a clear and accurate picture of the economic
contribution of cultural activities, it will undoubtedly have an adverse effect
on voters' preference for cultural opportunities.

An: interview with officiaﬂs*at'Emp1oyment.andﬁImngnatTon3Canada produced-an
T]Tustnatioh'ofvtheailT effécts:offwidespﬁead“ignoh&nﬁ@jabbgt,the;egonbmic
cdntributtcm'of‘qutura]-activitiesg'at.an~0ttawaaconference'on-the;training-
program, aﬁrepresentativezof'thefCanadanCounci1 had -run. into resistance:from
business -groups, partfcuTarly the Retail Council of Canada, in putting forward
the case for special trafning programs for the performing arts and other
cultural groups. "They just didn't see this as a Tabor market problem.”
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~
Exhibit {4
OCCUPATICNAL CPPORTUNITIES IN THE ARTS
{979 to 1985
" CODE Employment 0 Withdrawls Requirements Requirernents
1979 1985 @) - () Deaths BTJJ) + (8} as % 1979
n 2) 3 (») () e ()
(3}
HAJOR GRCUPS
3 Arts & Recreation 110,765 138,255 28,500 10,533 39,055 35.3
MENOR GROUPS ,
n Fine & Commercial Art - Photo X,540 755 7,820 3,820 {1,630 3.2
.33 3. Performirg & Audlovisual Artists 26,825 33,370 X 3,120 9,270 35.4
333 Priting - 22,310 26,170 3,760 2,550 6,300 284
ARTS OCCUPATIONS - 85,210 35,913 10,710 4,335 15,083 333
33 11 Painters, Sculptecs 2460 3115 655 250 903 6.3
)3 1Y, Fine & Commercial Artists 1,323 2,010 185 193 330 20.3
33 Y Petforming Arts Directors 5,813 7,110 1,295 N5 1,280 3.6
3 N Musicians 12,495 16,625 8,130 975 5,105 §0.9
33 .8 Choreographers, Dancers 335 670 {35 33 190 35.5
33 35 Actors 975 1,350 380 60 0 45.1
N » Occupations in Performing Arts n.ec. 2,980 3,773 795 250 1,085 35.1
3} 52 Vriters & Editors Publishing 17,305 ’ 20,390 3,035 1,963 5,050 23.8
33 -39 Occupations in Writirg, n.e.c. 320 370 30 %0 90 28,1
ALL OCCUPATIONS 10,374,565 12,032,810 l.2§9.890 2,987,755 28.8

Sourcetr OCCUPATIONAL REQUIREMENTS TO 1985, Canadian Occupational Forecasting Program
Labour Market Supply & Demand Analysis Division, Department of Employment & Immigration,

Source: Canada Council
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ThevCahédafEmpToymént_ahdHImMigrationnCommiséibn 1s.atipresght,undgntaking;
measures to "respond more effectively to the current needs" of the performing
arts. In general terms the Commission thinks of greater availability of
training combined with its policy that "Jobs in Canada belong to Canadians
first"., The Department has already had a high profile in its policy toward
"high profi]e appointments”, seeking to end the Catch-22 situation under which
Canadians are untrained in arts management and therefore éeewfhe'high profile
jobs being offered to foreigners.

At the same:timey the .near-free.labor mohility. that used to be &
characteristic of the Canada-U.S. Neighborhood has been sharply curtailed by the
U.S., as well as Canada. The "nationals first" policy in both countries is the
constant subject of negotiation in the cultural area to see who will be allowed
to enter, who not, Canada won't allow the entry of American pop musical gfoups
to establishments that don't pay union wages; that field is reserved for -
Canadjan‘groups on the: way up (or stationary). The United States won't. allow.
Canadian. bands. to.play-more. than 50'miles south of the-American border.
ImmigrathnfCanagagcannotlru1etonzquality, so” 1t copsults- with: the upions: ands
the agencies as’ to,whether perforiiing. groups. should. e alTowed. to enter or not,
depending on whether they are adversely affecting Canadian opportunities.. In
the~U. Sy, puléSxaEe dFQppgﬁ?f0p perfbrmers:off“intEpn@vana}-stature”; which. -
allows plenty of leaway fOr-deéiding who gets-to play the big marketé'and'who
doesn't, and what bands can get beyond the)50—m11e_cu]tura1 buffer zone. Canada
will make exceptions if the incoming performer or group will purchase goods and
services in Canada. |

"We try’ to,maintain equity of treatment," said one of. the officials.

Fhomfthe»pointwofWVJewqoﬁ economic, impact, our discussion did not! deal
extensfve]y with tourism. and trade,, with- the questions: of- the-contribution of:
cultural aCtivities~to;keeping'thévcénadian tourist: dollar at- home and-
attratting fdreigh exchange, and the question of import substitution and
cultural exports. But the trade issues, particularly in-the U.S.-Canada
Neighborhood, are a major theme of other parts of the discussion.




Matching voters' preference and governmental "supply"

So far in this discussion, an opening chapter was devoted to broad questions of
the place of economics in Canadian cultural policy. Chapter II brought the

- discussion to the problems of measuring the cultural economy. In this chapter

we have been talking about the various ways of measuring voter demand and the
important, if secondary, place that dollars-and-cents benefits from cultural
activities may have in stimulating demand. Before broadening the discussion
again in Chapter IV to consider cultural policy in light of the present
transition of cultural enterprise, we will look here at the money question, the
matching of the "supply" votes in Parliament to the preferences expressed by
voters, with a small diversion into the supply .side of the "ways and means"
votes -- that is, support of culture through tax-expenditure, better known to
the public simply as tax concessions.

A Dutch economist, Berend J. Langenberg, director of the Association of

~ Dutch Theatre Companies, noted at the-1979 Edinburgh conference on cultural

economics, that:28

The 'boom' in methods initiated by some countries during the
1960s to rationalize public expenditures in one way or
another (performance budgets; cost-effectiveness analysis;
planning, programming, budgeting, and. systems; and so forth)
has been to rationalize government expenditures on the arts.
For example, in 1973 Holland started to construct a total
program (in terms of planning, programming, budgeting, and
systems) of, among other things, the cultural policy of
central government. This large job, especially the whole
semantic and local fieldwork, entailed a complete and
consistent compilation of objectives. The general objectives
are (1) development and preservation of cultural values (that
is, supply); (2) public accessibility to cultural objects and
events (that is, distribution); and (3) participation of the

“whole population in cultural activities (that is, demand).
These objectives are subdivided into more specific, concrete
objectives to which one can attach a policy instrument, for
example, subsidy or information. This work was finished in
1979... .

In a general.way, the view of our interviewees was that Canadian cultural
policy has tended to focus on the supply side, perhaps too much on bricks and
mortar and not enough on supporting creativity, and has been proportionally too
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1ight,onfaﬁdingldisthbutjonJand'thetdémand,sjde;; Applebaum-Hébert  roughly.
reflected this kind of consensus, stressing that "federal cultural policy has
1arge1y favored physical plant and organizational development over artistic
creativity and achievement".29 The Report urged new initiatives in

promotion and marketing of the arts.

An interviewee who gave arn overview. of- Arts and: Culture policy said, "Most
of the problems now aﬁefat.thé,distribution,.exhibitTOn,stage. Wé have focused:
effprtrfor_thevpast,10¢yEars“oh%the,prdduptioh,ehd;“now we're shifting to the
distribution. end, .and that's: changing rapidly."” He said, "I used to_have the
assumption that- as we got the infrastructure and developed our capacity to make
good Canadian product, then the selling of it would follow. But the issue is
more difficult." His remark recalls Keynes' early confidence, mentioned in
Chapter I, that with an initial boost in capital spending from government, the
performing arts, save opera, could Took after themselves.

An. interviewee at- the Canada. Council félt that supply-side policies had not’

kept- up- with changing’ patterns: of-demand.. An- interviewee’.at, the National’
Muséums. Corporation,. commenting: on’ the: Bricks-and~mgrtar. emphasis,. said,.
"Politicians. aren't much: .interested in dperating things; the: bang. comes fhom~
creation.. That's what's 'killing-cultural. organizations in Canada--Taek: of*
'operating,dol1érs~~ but it's just not sexy as a subject of political concern,™
(In an article in Saturday Night - June 1983 - Robert Fulford called the
political bias toward bricks and mortar “the edifice complex".)

The interviewee said the NMC would in the next few years triple or quadruple
its display and® warehouse space through the addition of the new Natidnal
" ‘Gallery, new Museum of.-'Man, new.Aviation museum, the taking over: of all of the .
Victoria building.by the Natural Science museum, the new.curatorial centre,:. and
expansion of ‘the Science,and,Techno1ogy:muséum;' But there ‘had.been all too
1ﬁtt1efatténtioh'tb”therOperating-costs‘that would be required to give the
public high quality access to the facilities. In the case of the Gallery and
Museum of Man, "Boggs has the mandate to put up two buildings in five years.
Our corporation will be forced to live with the results thereafter. ( ... )
We're going to get whatever $185 million- buys, we don't know if it's too much or
too.-Tittle." ' |
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When asked what the NMC had done to determine demand, he said, "We have done
some market research, but very little. Now we have the ex-vice-president
marketing from Seagram's to analyze what we have done, what we're doing, and
what we should do. We've done a lot of data gathering but not till now the
testing of any hypothesis."

In making one's way around the cultural agencies and the administrative
parts of government concerned with cultural programs, one comes across a large

number of projects, a good deal of "strategy" for achieving them, and much

concern with what Applebaum-Hébert called "organizational development" and one
of our interviewees called "pride of ownership". But one does not find much
policy, in the sense of a general plan explicating objectives in terms of the
demand for them and establishing the link between the objectives and the courses
of action being proposed or undertaken. And to the extent that there may be
policy expressed in the operation of various agency and departmental programs,
we find again, as we did in the case of economic measurement and cultural
accounting, that the intellectual coordination of the various parts of
governmental cultural policy is rather feeble. Nothing like the careful policy
rationale outlined by Langenberg for Holland is'undertaken. Applebaum-Hébert

~could neither find, nor recommend, coherent cultural policy. At the focal point

of government. for cultural policy, the Arts and Culture sector of DOC, an
interviewee observed: "What we're doing here is firefighting, It's paralysis
from the policy point of view."

By way of 111u§tration, he cited the sector's “1ncapac1ty" to prepare policy
documents. following the Applebaum-Hébert Report so that the federal government
could prepare "a framework reference on federal cultural policy".

"Until the Applebaum-Hébert Committee came out we didn't have anything; that
is, we had no internal position from which to look at the Report. And-what was
eventua]iy sent to the Austin committee of cabinet was just a rechewing of the
old strategic overyiews of the past. Essentially, there is no planning, we're
just reactive, not‘proactive. The Arts and Culture sector isn't even using its
own studies to develop policy options for the cultural agencies."
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This ‘type of comméntﬁcan;ﬁgwsgeh‘aganst:the;emphaﬁﬁsﬁthatfeconpmis;suput[onl

clarity of ‘objectives in formulating and evaluating policy proposals.
Mark Blaug, the British economist, whom we quoted earlier, says :30

Even if we succeeded in drawing up a Tist of aims --
objectives) goals, ends, the reason why--we still face: the
task of somehow- measur1ng the effectiveness. of various
spending patterns in achieving these aims. Sihce the
answers--one for-each objective--are quite Tikely to go in
opposite :directions, we- need -a scale- of~ pr1or1t1es between-
objectives to:arrive at-.a comprehens1ve evaluation. We Tabel
this evaluation technique 'cost-effectiveness. analysis' and
in principle it is as applicable to the Arts as it is to any

~ other area of government activity, although in practice it
may be particularly difficult to apply to the Arts.

Be this as it may, we must clearly begin with a statement of

objectives.. Unless we get this right, evaluation is
impossible on anybody}s theory of evaluation.

Steven Globerman, writing in the Journal of Cultural Economics, says that

effect1ve po]1cy—mak1ng requires; a.clear” statement’ oft objectives®, But policy~-

makers "don't. Tike objectives since-they: could: berheld: accountabler for failing
to ‘achieve them or spending excessively to-achieve them". In his View,
"Obscurity of cultural objectives is apparently. a problem. in the United. States
and it is, .in my opinion, an enormous ‘problem in Canada."3l

If a collecting of wits is ever brought to bear on the mattervof coherent
cultural spending, particular attention will need to be given the neglected area
of tax expenditure. The opportunity cost to all taxpayers of the concessions
made tosome has become a-subject of increasingly sophisticated annual becord;in
thejUhiteagStatéﬁgandﬁmoqeffitﬁuI attenftbn‘iﬁ?@anadaq, Taxes foregone” in onet
place-mean-the :burdén is borneielsewhere.,, This:may-bevas:thé'taxpayers;wanth
1t,,but‘theyﬁaré'eﬁtit]edfto:knbw'whbmﬂthéy'aréjhelpihg;,and'whom:théx-are'
helping to be generous, and by how much. |
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In commercial culture, chiefly the communicating arts, tax expenditure means
concessions to cultural enterprises. Audley has suggested a number of ways in
which he believes tax expenditures of this kind-~the newspapers' exemption from
excise tax, for example--could be altered and made more relevant to particular
cultural objectives. '

In non-commercial culture, in the sense of not-for-profit cultural activi-
ties, tax expenditure means concessions to individual and corporate taxpayers
who make donations to cultural activities that have status as "charities". That
is, tax expenditure, along with any direct grants or regulatory preference that
may be offered, represents the state's support of the cultural part of the
voluntary sector of the economy. The ordinary taxpayer is a paying partner of
the donor, collectively matching that portion of his donation which would
otherwise have been collected in taxes.

A study of tax expenditure was nearing comp]et1on in the Arts and Cu]ture
sector at the time of our discussion.

Conclusions

Voters' preference for cultural opportunities outstrips what the private sector,
unaided, is able to offer.

There are many guides to gauging votefs' preference, starting with the -
objectives: of cultural rights and freedoms in the Constitution, and the specific
objectives set out in cultural ]egis]ation'and subsequent regulations- and
programs. Parliamentary process, the views of the. cultural constituencies,
audience response, public opinion surveys, and expert opinion are all indicators
of the degree of satisfaction with present cultural services and of the
directions in which voters' preference is moving.

Cultural policy to meet public demand also requires leadership in the form
of providing opportunities for creativity to be tested, for trial and error, for
market research and educational programs. In public opinion surveys, Canadians
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havehindiéated1an.ektfemely;high;degreéﬁofwbaCKing;fofggovérnmenta1vsuppprt of”
cultural activities. Even when réspondents are questioned more specifically
about particular cultural ihdustries or non-commercial activities, the degree of
support remains high, \

Western democratic governments have become less sanguine than they once were
about the possibility-of-establishing exact measures .of social needs, such as
cultural services, through scientific‘éocial‘indicators; In the same way,
expectations of po]icy,ggjdahcé;from“ecbnomeﬁricslhaveahad.to_beLtempered,. But
extensive: research and reasoned weighing of information remain no Tess |
important.

In considering the benefits of cultural activities that influence voters'
preference, the impact on the dollars and cents economy should not be over-
looked. The primary spending of cultural enterprises, and the spending of
audiences which may properly- be attributed to attendance or visits; have direct
and‘multiplier effécts. on the economy. Cultural employment, culture-related

empﬂoyment;land*empﬂoymént;attnibhtab]egtomeJtipdier~effécts;are¢be1ngfregardédx

‘as. increasingly important. by Employment. and. Immigration Canadas .

Ways-of measuring-cultural ecqnomibsimbgg;»h§Veibeen?afgybjept.oﬁz
éohtrqvebsy among economists énd wfthin'fhe‘%éderaT government. Some believe
the mere Uéelof them misdirects public attention away from the primahy“purpose ’
of cultural -activities. But if the primary purpose of cultural policy is
properly established, agreement should be possible on acceptable ways of
measuring economic impact.

AAnumberaoﬁ‘couﬁtries;havegbeedutryinglto,rationaliie*cUﬂtUFaT;expendityreu,
thrOUgh‘maré"riQOrOUSfsystémsfof»relatﬁngAprogram structure and funding to
policy objectTVes{ In Canada; there.is.a good deal of opinion-.to the effect
that infrastructure and organizafiona] development- have had undue emphasis over
creativity on the supply side, and that the distribution and demand side of.
cultural policy has received inadequate attention. Cultural economists tend to
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see clarity of objectives as essential to policy-making but to picture
politicians as interested in obscuring objectives. The political process,
however, is one of mediation and conciliation; some obscurity in output is no
excuse for obscurity in input.

In considering cultural expenditures in relation to cultural objectives,
tax-expenditures are now starting to be seen in proper perspective as part of
the mix. This is particularly important in developing the voluntary sector and
encouraging participation in the provision of not-for-profit cultural products
and services.

Today the whole picture of the cultural economy is changing rapidly, owing
to the microelectronic revolution and the new computer-communications technolo-

gies‘of production, transmission, and exhibition. We turn to these subjects in
the next chapter.
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Iv. CULTURAL ENTERPRISE IN TRANSITION

Convergence and proliferation

Owing to new technology, things are coming together and coming apart along the
whole continuum of cultural enterprise, from the most purely creative arts to
the most commercial of the communicating arts.

An executive at the National Film Board in Montré&al reminds himself of the
convergence of the media with the following message pinned on his office wall:

Programming is no longer an industry.

Television is no longer an industry.

Cable is no longer an industry.

Cable,

radio,

television,

programming--

they're all part of the electronic media industry.

He could have added as a postscript that publishing, too; is partly -in the
electronic media industry and edging further into it every day.

By contrast with these convergences, the literature on the communicating
arts is littered with words like fragmentation, segmentation, splintering,
balkanization, and so on., What microelectronics brings together it scatters,
if not to the winds, to more and more selective audiences., There is a
proliferation of cultural goods and services.

For the price of an automobile, a householder can put together a home
audio-~-visual centre of reasonable quality that will make him not just a
recipient, but a participant, in an increasingly interactive world of cultural
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activities and- performances.. Anthony;Smith,fchhrtihg;the,reVoTutfbn;in}thé;
newspaper industry, notes that on a broader front "changes are occurring within
all of the information media--aural, verbal, visual--and it is in the interac-
tion of these that the real revolution will occur". He sees a "“completely new
relationship between man and knowledge".l

- Peter Desbarats, reviewing technological change in computer-communications:
for the Royal Commission on.Newspapers, said, "The:technology has outstripped
our abi1fty tq{comprehehd,it.“Z That view,w§s%ref]egted“byAaniintervjéWe9}in
the Arts. and. CuTture Sector of DOC whosaid, "We_are:not’ using technological
capacity to the extent possible to foster the arts in various ways. “The-
artistic community is not equipped to understand and come to grips with the
possibilities of the new technologies."

He also observed, "There is no resolution yet of the relationship between
arts and technology in DOC policy or onganﬁzationa1 terms." In other words,:
the?venyfréasonzfor'brﬁhgingAfhe'Aptsaand.CU]tuﬁe;Séctoh~ihtb the.départment
hasfnemajhedﬁsometpingaoffa;deada1ettérﬁ. Thisg,cpmbjnedywithuthe,1hhtténtibnl
to. the economics: of  clilture which olur discussion-has: outlined: in prévious..
-chapters,. has seriously Timited the effectiveness of the sectori. At the same:
time;. however; ourinterviews-brought to Tight strong:awareness -of: the.tech-
nological cha]lehges, bdfﬁ“fh the Sector and the cultural agencies with which
it deals. Some outstanding research surveys, such as the Videodisc Study,3
have been done, and among documents of policy analysis and recommendation, the
National Film Board's Cable Television and the Public Interest? was a striking
contribution to the debate.

BUt‘thé?eiiS;aiWide2diVergenCé;of‘vﬁews“ab0ut what is happening. and what
otght to:happen in:the cultural: industries: Views about what ought to happen
influencesviews about-whati is’ happening. An interviewee.at the-National Film
Board 'saw cable as. central, and Direct Broadcast Satellites as peripheral, in
the new cultural c0mmunicatjons networks. An interviewee at the Canadian Film
Development Corporation had the reverse view. The NFB enthusiast for cable
networks had, however, a very conservative estimate of the future for “
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interactive media. In fact, on the cultural side as opposed to the hardware
side, the government and its agencies are preoccupied with production and
diffusion rather than interaction, except for the use.of interactive services in
administration, management, research, and public relations.

Some interviewees see the new technology creating a more distinct division
between the creative arts and the communicating arts, between non-commercial and
commercial culture. But others see all “cultural enterprises", for profit or
not for profit, along a continuum, with no sharp dividing lines. Every art.is a
medium. Dance, song, acting, painting, writing are all media of expression, and
to some extent each is a medium for the other. The replicative media become
arts in themselves -- printing, photography, film -- as well as media for the

_other media. Whether a medium “sells" or not is hardly the most important .thing

about it in the whole galaxy of culture.

“The interrelationship between the arts is a provocative but baffling prob-
lem," wrote Pelham Edgar before the days of television, let alone videotex.®

Surface judgements are readily enough made, and bear their
modicum of truth., It is a safe assumption that each art
occupies its own inviolable citadel, but that each art may
suffer impacts from the others, and translate these impulses
in terms of its own idiom. Thus poetry may be pictorial,
programme music strain for literary effects, and painting
seek to tell a story. That the interplay is more profound
than this is certain, but the subtleties of the reactions
defy precise statement,

Northrop Frye called the communicating arts "a mixture of things":6

Some of them are arts in their own right, 1ike the film.
Some are or include different techniques of presenting the
arts we already have, like television. Some are not arts,
but present analogies to techniques in the arts which the
arts may enrich themselves by employing, as the newspaper
may influence collage in painting or the field theory of
composition in poetry. Some are applied arts, where the
appeal is no longer disinterested, as it normally is in the
creative arts proper.
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Frye's thesis was.that“the communicating arts.tend’ to féster a. passive’and’
negative attitude, "responding to the daily news and similar stimuli, aware of

what is going on but making no effort to understand either the-underlying causes

or the future possibilities". The creative arts, on the other hand, tend to
appeal to people who "struggle for an active and conscious relation to their
time, who study what is happening in the world, survey the conditions of life
that seem most Tikely to occur, and try to-acquire some sense.of .what can be:

‘done to build up from those conditions a way of 1ife that is at least self-
respecting.,”

The prophets of the new communications imagine the de-massification of the
media, the trahsformation of Frye's passive onlooker, who is now caught up in
"the general sense, in our society, of the panic of change", into a selective, -
questing, cultural activist in the new age of interactive communications. They
fmagine a greater extension of the creative arts into the communicating arts,
with people drawn from one to another in Smith's- "completely new relationship
between man and knowledge!. But. the dark vision, of' the new. communications: is.

- that everyone'will- be simply-pligged into:a politico-commercial: cultural system
that'éggbégaféénaUdﬁéntés,_éfédésﬂiﬁdivﬁduﬁ]ftyfandlcTéétiVity,,heTghten§*
passivity and panic, and in the.Canadian case subsumes Canadian culture to
American .

Peter Lyman, writing on Canada's Video Revolution, says "The driving
economic force behind the introduction of a new cultural industry has been the
need for large corporations to develop new consumer markets."7 As an example,
he gives RCA, which began radio programming in order to sell radio sets (as
Roy.-Thomson- was: to do: later in northern Ontario) and is. now promoting the launch
of’highrdéfinitﬁonfteﬂeyisfohfvia;direct.broadgaSt satei1ite;tgf0pen up.. d. mass:.
market. for high-resolution.color television sets.

Like-a number of other writers, Lyman believes- the multiplication of new
cultural services from the convergence of technologies will produce a more
direct relationship between the producer and the consumer. That is, the
consumer will be able to buy "programming" discretely the way he now buys books
or records, or buyé a particd]ar film by attending the cinema or, increasingly,
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renting a videocassette or videodisc. Robert Fulford, writing in

Saturday Night, pictures pay-TV as the first step toward a direct-exchange
economy in culture, in which newspapers, magazines, and commercial radio and -
television will be less dependent on ‘advertising, less a byproduct of the
merchandizing process, and more a consumer item, with people paying only for
what they want.8 At present, people have to pay for a whole schedule. of
programming on a pay-TV channel -- if you pay for Star Wars on First Choice, you
are willy-nilly paying for the Playboy Bunnies too. But on the truly
interactive networks of the future words like channel and frequency would be of

only technical interest; the customer would order the particular programs or
series of programs he wanted.

From the telecommunications point of view it is the electronic highway that
is of interest. But from the consumer's point of view, the electronic emporium,
or marketplace, in which he can both ask and offer, is the important concept.

It is with the freedom and diversity of the cultural emporium that government

must ultimately be concerned.

"Unfortunately for Canada," writes Lyman, “technology has always been the
ally of the foreign content producer." We reproduce as Table 12 Lyman's summary
of ~statistics on book publishing, audio recordings, film, periodical publishing,

‘and television which bear out this statement (Table 2-3 in the original). "The

issue," he continues, "is whether the domination of foreign culture in Canadian

: media will be sustained as cultural industries evolve, or whether Canadians will

seize new opportunities in these rapidly ‘changing industries to foster a
stronger indigenous presence."9 |

A similar note was struck earlier by Alphonse:Ouimet, the man who was making
experimental television sets in the 1920s and later became president of the CBC,
one-of the few Canadians in cultural leadership positions who have also had a
full. understanding of the technology with which they were dealing. Ouimet's
message of the Tlate seventies was that the association of all the new computer-
comminications technologies with Cable "represents a perfect opportunity to
reassert political and cultural sovereignty".l0 He said that cable "is




Table 12

Source:

TABLE 2-3
FOREIGN DOMINATION OF CANADIAN CULTURAL INDUSTRIES

Cultural Industry Foréign Content.
: (for English Canada only)

Book publishing! ® In 1979, over-75 ‘per-cent- of the Canadian book
market (estimated at $816.5 million) was! captured by

AJmponed books:* Canadlan .manufactured . books: ac-"
counted for 25 per cent. of total. n:venues of book sales .
in the Canadlan market. Included in this 25 per-cent.

are: (i) the sales of foreign books reprinted in Canada;
(i) sales of adaptations of foreign books; and (iii)
sales of books originated by Canadian publishers, the
majority of which are written by Canadians.

Audio recordings® ® The recording industry in Canada reported total
revenues of about 3370 million in 1978. Foreign-
controlled firms accounted for approximately 84 per
cent of these revenues.

OversT per cent of the recordmgs sold’ by the industry

int l978’were madé: from imported mas(cr tapes leased” .

from companies’ ‘outside Canada.

Film* ®.In.1976, 93. per cent of. all” Canadian, theatrical,
distribution - rentals . were.. paid. to’ the 'seven " major”

Hollywoqd studllos/dnstrxbptors

Periodical: publishing e.In. 1978; revenues: from the: sale. of; American..
' periodicals accounted: for73.4, per cent of: total”

mdusrry sales (esnmated at $327.6 ‘millién)’

Television® ® In 1980, 74 per cent of total viewing time was spent
watching foreign (primarily American) programming.

Notes: !
' Statistics Canada, Cultural Statistics: Book Publishing: An Industry Analysis, 1979
(Ottawa: Supply and Services Canada, 1982).

Canadian Conference of the Arts, A Strategy for Culture (Ottawa:’ Canadian
Conference ‘of the: Arts;.1980), pp.:185-90:

2

* Statisties Canada, Culture Statistics: Film Industry, 1978 (Ottawa:.Supply and’

Services Canada,. 1981).

4

~ Supply: and Services:Canada;- 1981).

- Canadjan'Radio-Teleyision and Telecommunications Comimission; Facts Digest on-;

Broadcasting-and-Telecommunications. in Canada (Ottawa: CRTC, 1982).

Lyman, Peter, Canada's Video Revolution

' Statistics Canada, Culfure. Statistic's: Newspapers and, Pertodtcals 1978 (Ottawa:,
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freeing television from what has been so far its two most important handicaps:
the extreme shortage of suitable hertzian frequencies and the 1nab111ty to
collect directly for its services".

Ouimet was aghast at the way in which the CRTC had permitted cable to
transplant whole U.S. stations, and networks, into Canada. He saw cable rather
as a service that should be extended, as a common carrier, to as many Canadians
as possible for the prime purpose of delivering the full range of Canadian-
content services that could be electronically transmitted. Since the user of
cable, unlike the user of broadcasting, can be readily identified and metered,
cable would at the same time serve as the basis of a new payments system for
Canadian programming. He said:1l1

It is no longer the crowding of the spectrum that will
determine the number of channels and the kind of television
.we can have, but economics and our own wisdom, .

If Cable is to be the key to future progress in television
and informatics, we have to stop thinking of it as an
appendix. of broadcasting and start getting rid of all its
hertzian limitations. Cable will not be television's second
chance it it is allowed to perpetuate and exaggerate the very
short-comings of television broadcasting jtself.

So, once and for all, let's cut Cable's broadcasting tether.
We will not fully realize this potential for public service

unless we abandon concepts of the past and recognize Cable,

Tike other carriers, for what it is today: a public utility
carriage monopoly, and restructure it accordingly.

The vision of cable as the centrepiece of a new universal system of cultural
communications in Canada has begun to find practical application in the early
stages of the Government's "broadcasting" strategy announced earlier this year.
But in thinking of the electronic emporium of culture, we also have to consider
the other modes that contribute to it: direct broadcasting to radio and
television sets, including by satellite; videotape cassettes and videodiscs,
bought or rented discretely as entertainment or informational programming; sound
recordings and the new compact aural videodiscs which use optical technology to
produce high fidelity sound; and so on. As Lyman notes, the broadcasting system
is bypassed by the modes which pass through the retail distribution system.




In-a.broader generalization.about.innovation. in:relation.to. technology,.
culture, and economics, Lyman says:12

It is clear that a -major effect of technology, from the
printing press onward, has been to further the economic
benefits accruing to the creators and their distributors., At

. a certain juncture of economics and technology the cultural
marketplace passes.through.a metamorphosis-that spawns a new.
or altered cultural industry.

Keeping in ‘mind Lyman's metamorphosis of the marketplace and Ouimet's tether
of broadcasting,: let us.look: at the question of the-institutional arrangements
and'rules—of—the—game governing the electronic cultural emporium. We will look
at the regu]aﬁony framework under the headings of broadcasting, copyright,

. structural diversity, and public intervention. The discussion then will move to
consideration of the creative arts and heritage in the new technological
_enyirpnment; and, finally, to some genéra] concepts of cultural enterprise in
transition.

The, regulatory framework:

1. Broadcasting

The onslaught of technological convergence and proliferation has made a vain
hope -out of Parliament's section 3.(j) of the 1968 Broadcasting Act: "The
‘regulation and supervision of the Canadian bhoadcasting system should be
flexible and readily adaptable to scientific and technical advances." For more.
than a decade -the Government has: recognized the-need for new. approaches to
cultural communicationsi. But the-political circumstances of the.1970s in
Canadian: federalism were.unpropitious: for- the:several attempts-that were made to
obtdin. federal-provincial” consénsus.. And:subsequent.changes in-the. communica-
tions environment may make it appear fortunate in retrospect that the attempt at
a new umbrella "Act respecting telecommunications in Canada", given first
reading in 1978, eventually died on the Order Paper.
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The:presenf step-by-step approach, placing telecommunications measures in' "a
conceptual framework" of general cultural policy, may be more appropriate. But
should this approach be put forward under the heading Towards a New National
Broadcasting Policy? Should it suggest that the Tegislative thrust will be to

"redefine broadcasting in light of the new technologies"?13 Bfoadcasting

has a specific meaning now, strained though that definition may have been by
earlier legislation and judicial interpretation, and we will continue to have
broadcasting fn that specific sense. That is, under section 2 of the
Broadcasting Act, "'broadcasting' means any radiocommunication in which the
transmissions are intended for direct reception by the general public," and
"'radiocommunication' means any transmission, emission or reception of signs,
signals, writing, images, sounds or intelligence of any nature by means of
electromagnetic waves of frequencies Tower than 3,000 Gigacycles per second
propagated in space without artificial guide". Thus we have a picture of
broadcasting as a limited-access medium, and from this characteristic certain
principles of allocation of frequencies in the Canadian public 1ntere§t,
together with regulation and supervision of the licensees, naturally flow. And
this will continue to be the case in over-the-air radio broadcasting, in the
more Timited future of over-the-air television, and in the expanding future of"
direct television broadcasting via satellite. But broadcasting in.this sense
will only be a part, and perhaps a small part, of electronic or photonic
cultural communications. In our discussion, in any case, we will try to see
broadcasting as part of cultural communﬁcationé, rather than try to fit cultural
communications into a redefinition of broadcasting.

Canadian broadcasting policy, designed to protect and promote Canadian radio
broadcasting in the circumstances of the early thirties, posits that radio
frequencies are public property. As-expressed in the. 1968 Act, the broadcasters
constitute a single broadcasting system. They are licensed and supervised by a
single independent public authority. They are Canadian owned and controlled so
as to “"safeguard, enrich and strengthen the cultural, political, social and

.economic fabric of Canada". While freedom of expression and the right to

reception is provided for, the single system should (under the eye of the
regulatory supervisor) provide programming that is varied and comprehensive,
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balanceduas:tduekpressibn~odeiffening»viewsﬁonspubiic»mattérs,hand!"thew
programming provided by each broadcaster should be of high standard, using
predominantly Canadian creative and other resources". A national broadcasting
service (the CBC) is to be paramount in the single system. '

As the years went by, an increasing variety of communicating arts, and an
increasing number of services of each variety, entered the:single system: AM:
radio was joined by FM radio, then-came_té1evisibn first in black and white then
color, and thenvcame'thét,part‘of'thenvideotex,and-1nteract1veiservices (in the-
shape: of "field trials" and ”markét‘trﬁaJS") that are:carried in the broadcast-
mode, In the meantime, an unappealed copyright decision of 1954 assimilated
cable to the reception, rather than the production; side of broadcasting,'
thereby enabling cable companies to engage in what otherwise might have been
piracy and bootlegging. The Supreme Court of Canada, which had earlier ruled
that broadcasting itself was in federal jurisdiction, later affirmed that cable

systems were "broadcasting. receiving undertakings" and.therefore undér the.aegis-

of the Broadcasting Act -- Ouimet's "appendix of broadcasting”. In the early
seventies, the?CaﬂadianﬂthipftéJévision!qndﬁTé]gcommunicatTonsfCOmmﬁ$siqn;
became the-authority: not only over the:limited-access, single- broadcasting

system, but also over the open-access: common carriers of the telecommunications

systen. Thé‘pegulatory system is 'sinkihg into obsolescence  for a number of
reasons:

1.  Radio frequencies "in space" remain public property but, thanks to
technological advance, far less scarce than in the 1930s. The scarce-airwaves
doctrine has weakened as a grounds for the degree of censorial intervention
enVisagedn1h«thej8hoadcast1ng.A¢t2= Toronto has about 18 radio. stations, five:
television. stations,. and. only three.daily, newspapers; but few would dare.
suggest--- not,Davey, not'Kent----that'. newspapers:-be: subject to the supervisory
regime: 'of- the -electronic communicating -arts. The extension:and.improvement of
cabTe is making scarce airwaves a thing>of’the past.

2. - The notion of a "singTe“ system under a single regulatory and
supervisory authority seems bizarre, even sinister, in light of the wide range
of highly differentiated services now tucked into the procrustean broadcasting
bed." '
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- 3. Canadian ownership and control has not been able, on its own, to
.safeguard, enrich and strengthen the Canadian fabric, Ouimet summed up the
situation as three elements of a "television crisis":14

First, watching American programs has already become by far
the most important cultural activity of English Canada.
Second, even for equal programming creativity, all the
economic and business realities are stacked against reversing
that trend. For Cable and the private TV broadcasting
industries, the more U.S. programs they.carry the more money
they make; but the greater the Canadian content the more they
lose. Third, with the annihilation of distance by satellite
and the dramatic multiplication of channels into the home by
Cable, all remaining obstacles which have remained in the
path of the American TV tidal wave have now been removed.

4, The CRTC's ability to requiré program standards and Canadian content
has been severely limited by financial constraints on the broadcasters, the
recalcitrance of broadcasters, reluctance to push people around, and the hope
springing eternal that some day the right mixture of carrot and stick will do
the impossible trick. ’

5. The Canadian Broadcasting Corporation, never given the funding to
produce competitive alternatives to the cheaply available American dramatic and
entertainment programming on television, has slid into aping the big U.S.

- commercial networks and piggybacking its own programmfng on theirs in order to

slow the diminution of its Canadian audience share for much of the schedule.

6. . The CRTC, on the grounds of protecting the ability of the private

- stations to perform better, has sought to protect their revenue base by 1imiting

alternative services, thereby delaying the introduction of services in Canada
and giving the United States a greater head-start than it would normally have.

/. The CRTC fostered the growth of cable as a copyright-free underminer of
markets for Canadian content, in effect legalizing piracy and bootlegging of
foreign cultural content and seeing a part of the profits drained away to build
cable systems in the United States.

8. As a_ regulator of common-carrier monopolies bound to provide open
access at non-discriminatory rates, on the one hand, and a regular of limited-
access broadcasting (including cable), on the other hand, the CRTC found itself
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inthe -position .of "licensing,and-supervising.videotex~type.services.in.broad-

casting that were free of supervision or regulation if carried by‘telephone
companies. - ‘ '

9.  As the telephone system develops digital and optical-fibre capacity to

the home, it will make cable redundant and broadcasting regulation irrelevant so

10hg'as:programming'1s fed'.into the closed circuit directly rather than from
radio frequencies "in space". Surely broadcasting cannot be redefined to make
the.whole.telecommunications system-into- a "broadecasting receiving undertaking"
under- CRTC content. control. - | '

10.  The virtually unlimited availability of cultural content on the tele-
communications networks is a few years down the road, awaiting the arrival of a
fu11y-switched, full-service network such as is now being built in Saskétchewan.
But there is something ominous about heading into such a future under the
"tether of broadcasting” -- the economic and cultural dirigisme that was.
embodied in  regulation for other days and other technologies.

2 'Copyright 

If we think of moving from limited-access to open-access technology, and from a
restrictive regime to a more liberal regime, it is as natural in 20th

century Canada as it was in early 18th century Britain to turn first to the
question of copyright. The authors of Copyright in Canada: Proposals for a
Revision of the Law note that "In England, the Copyright Act, 1710, established

Titerary property- after nearly. two centuries of various attempts to control and.
regilate printing; the’ presentation-of plays; and-the book trade."15

We hasten to-add that' we do” not”draw any extensive parallel between:the
Tifting of press licensing, with the transfer of control over intellectual
property from the Crown to the authors at the turn of the 17th century in
Britain, and the regulatory reform that is impending in Canada. Nor do we want
to be subject to the criticism made of the App]ebaum—Hébeﬁt Report, unfairly, by
Paterson and Rosenbluth that it indulged in "the single-minded pursuit of the
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notion that the artist should make his 1iving by the exercise of property. rights
in his creations".16 ' ‘ ‘

Actually, Applebaum-Hébert said that copyright --17

cannot solve the social and economic problems of those
authors whose works, although they may have greater aesthetic
or academic value, will earn very little because they appeal
to relatively small numbers of users. .The value to a society
of its poets, composers of classical music, writers of :
essays, historians, philosophers and their 1ike must be
measured and paid for through means found outside the realm
of copyright.’

Just as physical property rights establish the basis for exchange-value in
trade, so copyright is the foundation for exchange-value in the commerce of
culture, though as earlier chapters of the discussion have pointed out, it is

often not a sufficient foundation to satisfy voters' preference. More than a

basis for trade, copyright is, especially in the French tradition, an
underpinning of a creator's moral right to prevent distortion or mutilation of
his work. ’ ‘

Harry Chartrand sees topyright as the "unifying principle" that ties all
cultural enterprises together.18 He calls these enterprises the "quaternary
sector" of the economy, embracing "creation, productidn, distribution,
consumption and conservation of abstract Qoods and services. These include
scientific and technical inventiveness, excellence in the arts, quality of life,
community development, national unity, natural rights of the environment and
other abstract, but highly valued aspects of contemporary life."

The notion of copyright as central to the cultural market, and to the
electronic communications emporium, is supported by the studies leading to the

- long-awaited revision of the 1924 Copyright Act. These studies go back to the

I1sley Royal Commission Report of 1957, and include an Economic Council of
Canada report of 1971, the Keyes-Brunet report of 1977 quoted at the beginning
of this section, and the Task Force report nearing completion at the time of
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this . study. - Wh11evApp1ebaUmeHébert¢calls.thétdelaywinhahniving.at apceptablé'u
revisions "shocking", it at least has had the advantage of providing more time
to incorporate consideration of the new communications technologies.,

Thus it may be expected that Canada, like the United States, will 1nc1ude
the content of cable te]ev1s1on in the copyright payments system. An
interyiewee in the Department of Communications, describing copyright as “the
fUndamenta] legal basis of the cultural industries", said of cable: "The. CRTC
licenses- these -guys: and : takes. the 11ne -that.-copyright. is. not our bag, we're:
regu]atory So riow we-have Cancom pump1ng it north." He added, "The big fear
is that if you're going to pay the Yankees, all the money is going to go out of
the country." '

New copyright legislation, or the incorporation of the copyright principle
in other legislation and regulation, should protect the creator's right in
éverything from computer sbftWare”prbgrams~to;vfdeofape'ﬁécarding,ffrom'bookQ
lending by public libraries to public exhibition of privately-owned works of
art.. It should:rid-us’ of the.notion that thetartisti and:creator; rather. than-
the public, should-subsidize the: public purpose..

It s often argued: that the mihuteness~of payments for; say, the borrowing:
of a book make it administratively impractical to think in terms of copyright.
But volume, intricacy, and detail are nothing to computers. While malign
computer-control of the world makes better fiction, the benign use of computers
to preserve individualism and individual rights and freedoms, to prevent the

horror of the global village and the homogenization of human personality, makes
better policy.

Copyright, identifying creators. and, providing for their payment and moral

protection, must  often' be implemented collectively and brings” us- to the question

of protecting the public from gang-ups in the cultural emporium; that is, from
the artificial creation of scarcity to unduly fayor the producer over the
consumer.




3. Structural diversity

Much of our law and public attitude on cultural freedom derives from public
policy on the press, which was the first of the major replicative media and,
later, the first of the mass media. At the beginning, cultural freedom

and property rights in the printing press were seen as much the same thing.

Real freedom of expression, in terms of pushing back the interpretation of
seditious 1ibel and gaining access to parliamentary debate, were long in coming.
It is only in comparatively recent times that a difference has been argued
between freedom of a cultural production company and freedom of expression, a
distinction between property rights and cultural rights. And it is only in
recent times that it has been argued that the public interest in free enterprise
may require a different approach for cultural industries than for ordinary
industries under anti-trust or anti-combines legislation. |

H;A. Innis was one of those who argued that constitutional freedom of - the
press in .the United States "has provided bulwarks for monopolies which have
emphasized control over space".19 That is, freedom of the press had meant
something very different in the days when 400 was a good circulation from modern
times, when press magnates might control many millions in circulation to the
exclusion of other voices. A.J. Liebling summed it up in his aphorism that
freedom of the press belongs to those that own one, |

In the United States, a landmark decision written by Justice Hugo Black,
upholding an earlier one by Justice Learned Hand, sought to restore the cultural
sense of the First Amendment. Delivering the majority opinion of the U,S.
Supreme Court in the Associated Press case of 1945, Black wrote:

That Amendment rests on the assumption that the widest
possible dissemination of information from diverse and
antagonistic sources is essential to the welfare of the
public, that a free press is a condition of a free
society., ( ... ) Freedom of the press from governmental
~interference under the First Amendment does not sanction
repression of that freedom by private interest.
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The-ability.of the.U.S..to-build on that:.precedent under-anti-trust.
legislation was largely thwarted by Congress's Newspaper Preservation Act of
1970, which provided for local combines in order to save‘"failing" newspapers.
Black's princip]e_eventua11y became, however, an important one in the rules of
the U,S. Federal Communications Commission, serving as the basis . for preventing
cross ownership of radio, television, and newspaper outlets in the same market.
THat principle has now been adopted, with provision for exceptions; in 'the
Canadian Government's 1982 Direction on cross-media ownership to the CRTC, 20 -
whichfwas:anvadaptationxofﬂaernt‘Gommissioh~recomméndaffonn

Another problem of concentration of ownership arises when cultural

enterprises are seen to be too influenced by the other business interests of the

proprietor. One approach to this problem, again in the case of newspapers, 1is
the Government's proposal that a planned purchase of a newspaper by a "non-media
corporation” be referred to the Restrictive Trade Practices. Commission for
inquiry and..recomiiendation. ThHe inquiry would be to find.out if thé newspaper:
was. "Tikely to maintain its editorial independence" from the proprietor's other
interests and, if not, whether "the non-media corporation will. unduly- interfere
with-théfdivéfsity oﬁ~Viewé»being exﬁfessed'and communicated publicly. in-
Canada". 21

Whatever the upshot of the two. initiatives -~ the Direction to the CRTC and
the proposed newspaper legislation -- they areAimportant for being based on
Government recognition of the principle that "diversity of information sources
is a cornerstone of democracy".22 For the purposes of our discussion, it

- would appear quite consonant with the Constitution -- “freedom of thought,
belief, opinion-and expression, including freedom of the press:and other media
of comminicatjons® -- to’broaden: thes sense of. this.principle- by- writing -

"diversity oftsoUnceszf”cultuna1QexpfesSﬁOhLis a.cornerstone of democracy"”.

One of the problems of giving legislative expression to the cultural
diversity principle in provisions governing industrial structure, or
"institutional arrangements", is that it is confused with the economic
competition principle., Economic competition, to ensure that products reach the
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public at a reasonable price, may not ensure diversity of cultural expression.

As Edith Cody-Rice has written, dealing with newspapers, "While maintaining.

competition may be of assistance in protecting the dissemination of information,
the Combines Investigation Act is not designed to deal with the problem of a
diversified press; as is evident from the judicia]Adecisions, it is really
designed to protect the financial interest of the public."23

How do we protect the cultural interest of the public in diversity of
expression against, not only government 1ntrusioﬁ, but also undue- power of
concentrated private ownership? Would it be possible to incorporate in general
competition legislation proviéions based on the diversity principle that would
apply across the cultural emporium? If this were possible, then in conjunction
with other Taws of general app]icétion, such as copyright and libel, this would
remove the necessity of having special tribunals, such as the CRTC,.exercising a
“supervisory" role over cultural content. That is, we would bring culture into
the body of the economy, so to speak, rather than consigning it piecemeal to
various regulatory busybodies,

Whi]e.we have drawn extensively on the case of the press, the issue of
diversity rather than competition is of general application. The National Film
Board has noted, for example, that:24

The United States' experience indicates that the new delivery modes,
subjected to the traditional pressures of a market economy which have
created lowest common denominator programming, respond in much the

- manner of traditional delivery systems.

Where new channel choice has succeeded in fragmenting the monolithic
audience of the American networks, it has not succeeded in creating
specialized audiences for specialized programming. What is being
offered is largely the same old programming; only the delivery methods
have been changed. Diversification of delivery appears, in fact, to
increase homogeneity of programming in the same manner that it
increases centralization of exhibition:
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Alphonse Ouimet urges. that the.electronic communicating, arts. .should be.based.
on the principle of "complementarity" so that the "various segments of the taste

spectrum' would be served. But "the concept of serving all tastes is just the
opposite to thattof North American commercial philosophy".

With the convergence of technologies and the tendency to mebgér and conglo-
meration in industrial organization, people concerned.with diversity and choice
have tended to look to new'critekia to .secure. it. . Ouimet and others have
sthéSsedhthe:béSTt_pﬁinC1ﬁ]é§oﬁ_separating,carriagéiand:content: "A Carrier
should not detehminevwhattit carries and it should-not be in a position. to
compete with those who have to depend on its carriage."25 The CRTC followed
the recommendations of its own Thérrien Commi ttee26 by providing that the
distributors of pay-TV -- that- is, the licensees -- should be- separate as to
ownership and control from both the carriers (the cable companies), and the
production companies. Under anti-trust decisions in the U.S., the film
distributors may: not control exhibition in theatres, in the manner in which they

have been. allowed to’in Canadian theatres; and under the FCC, networks have. been’

limited" in- ther number: ofr stations: on:thewnetwork. they: may: own..

In Canada, given the smallness-of the French and English markets, their
fququngvcharactET; and their: propinquity to -U.S. culturalresources, we have
a]so had resort to public ownership to secure diversity and choice 1n_cu]tura1
fare, ‘

4, Public dintervention

The. Appelbaum-Hébert.Report was . criticaly of: both thé-"heavy: reliance. of the. past
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