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Culture-Biz
Introducing the Project and its Methodology!

Culture-Biz: Bridging the Priorities of the Lisbon Strategy and EU Social Agenda

Culture-Biz is the third in a series of reports produced by the European Institute
for Comparative Cultural Research (ERICarts) aimed at promoting diversity
through equality in European cultural labour markets.

The first ERICarts report, “Pyramid or Pillars”2 was published in the latter half
of the 90s when equal opportunities between men and women became a founding
principle of the Treaty of Amsterdam of the European Union (Articles 2, 3, 13 and
141) and one of the four main pillars of the European Employment Strategy (EES).
The second report, “Culture-Gates”® was published at the same time new
European Employment Guidelines (EEG) were established by the European
Council as a tool to implement the goals set out in the Lisbon Strategy. The concept
of “gender mainstreaming” was introduced into the guidelines as one of its main
principles calling on member states to take gender equality into account in all areas
of priority outlined in the EEG. Unfortunately, the EEG did not identify the
necessary instruments and tools which would ensure the implementation of the
gender mainstreaming approach as an integral part of Member States national
employment action plans. At the time, questions were raised as to whether the EES
guidelines could really be considered a success for gender equality following in the
foot steps of the gains achieved by the Amsterdam Treaty. This third report,
“Culture-Biz”, is being published in the context of the pending revisions to the
Directives on “equal opportunities” and on “working time” and in the wake of the
failed Lisbon Strategy.

In 2005, new key areas for action on employment and productivity were
identified as part of a “renewed Lisbon Strategy”‘. Emphasis was placed on
creating an environment for more and better jobs and on new measures to support

! This introduction was prepared by Danielle Cliche and Andreas Wiesand, ERICarts Institute.

2 D. Cliche, R. Mitchell, and A. Wiesand (eds). Pyramid or Pillars: Unveiling the Status of
Women Working in the Arts and Media in Europe. Bonn: 2000.

3 An ERICarts Report in partnership with FinnEkvit, Mediacult, the Observatorio das
Actividades Culturais. Culture-Gates: Exposing Gate-Keeping Processes in Classical Music
and New Media Arts. Bonn: 2003.

4 The “renewed” Lisbon strategy published in 2005 identified 8 key areas of action
including: effective internal market, free and fair trade, better regulations, improving
European infrastructure, investing in research and development, boosting innovation,
creating a strong industrial base, more and better jobs, adaptable workforce, better
education and skills. For more information see: http://europa.eu.int/growthandjobs/
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SME's including the removal of current legal and economic impediments to their
growth. Equal opportunities, one of the pillars of the EES, indirectly figures within
the areas of action but is not among the explicit priorities of the renewed strategy.
Linkages between gender diversity, economic growth and success in business® are
found in the review of the EU’'s Social Agenda® which coincided with the
publication of the renewed Lisbon Strategy.

While both documents pointed to the importance of economic and social sectors
highlighting, for example, research and innovation in the sciences, they failed to
recognise the contribution of the culture and media industries. Specific branches of
these industries have been characterised by some pioneering studies’” as highly
innovative, knowledge intensive and powerful from the point of view of:

e Economics: For example, book publishing, music production and the
audiovisual industries in Europe are estimated to generate a turnover of well
over 100 billion Euro;

e Employment: EU studies have shown that this sector has been expanding at a rate
near to or beyond the overall growth of some national economies and it is
expected that employment rates will double in the next ten years;

o Creativity: The culture industries provide a platform for the distribution of a
diversity of ideas, expressions and content — as well as a fertile ground for the
production and reproduction of stereotypes. Those in decision-making
positions have the power to influence content development; in other words,
the printed and visual messages, images and products we consume everyday;

e European cultural identity and cohesion: For example, renewing Europeans
interest in Europe through the production and distribution of its stories and
raising awareness of its traditions, heritage and contemporary societies. EU
studies report that the European film market, for example, is acquiring more
strategic importance and that there is renewed interest by the general public in
viewing domestic/European productions.

5 f. Catalyst, The Bottom Line: Connecting Corporate Performance and Gender Diversity, New
York, 2004. Data collected by Catalyst showed that the number of female top managers
in the FTSE 100 companies increased by 20% in the last few years and an amazing 90%
of the top 20 companies have women directors; this figure drastically decreases among
companies which are not in the “top 20”.

¢ European Commission, Communication from the Commission on the Social Agenda, COM
(2005) 33 final, Brussels, 9.2.2005. The Commission also announced 2007 as the Year of
Equal Opportunities.

7 For example, Culture Industries in Europe: A Report from the German EU Presidency
Conference, Essen, Germany 1999 or comparative chapters prepared by ERICarts as
contributions to a series of culture industries reports published by the government of
North-Rhine Westphalia.
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The dots between these sectors and the potential for women working in related
SME's had not yet been connected. The results of “Culture-Biz” help to bridge the
the economic focus of the Lisbon Strategy (culture industries) with the
Commission’s Social Agenda (to promote gender equality) by examining the
potential for women to achieve decision-making positions at different stages of the
culture industries value chain and by comparing their status in large, medium and
small sized companies making up the film production and book publishing sectors.

Creating the Methodological Framework

Figure 1 below provides an overview of the main actors involved in and influences

effecting the development of the culture industries in Europe, not only on the

national but also on the international/global level. Quantitative and qualitative

indicators were developed on the basis of this scheme (see Annexes 1 and 2).

The Culture-Biz research teams assembled information from existing sector

studies, collected primary gendered data and conducted interviews with relevant

actors making up this complex landscape in order to determine:

e the potential changes or developments in the internal structure of the two
sectors and how this may or may not effect the position of women;

e the professional career paths of men and women working in the film
production and book publishing sectors?;

¢ what "success" means to professionals working in both sectors; and

e the location of glass-ceilings preventing womens advancement into top
positions in these sectors.

8 Definitions: Book publishing companies specialising in fiction were included in Culture-
Biz including large sized companies, medium sized companies (publishing 50-200 titles)
and small sized companies (under 50 titles per year). Film companies which produce
feature films, documentaries, short films intended for theatrical release e.g. cinemas,
festivals. Films produced exclusively for television were excluded from this study.
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Figure 1: Main Actors and other Influences Examined by “Culture-Biz”
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Mapping the Contents of the Culture-Biz Book

This report is organised in two parts - Part I (book publishing) and Part II (film-biz)
- and present the results from Culture-Biz Austria, Finland, Germany and Portugal
which are organised in their own chapters and are preceded by a comparison of
the main results.

Each of the national studies provide an overview of the ownership and
structure of large, medium, small sized companies and the main developments and
trends in both industries over a ten year period. “Voices from the Field” and case
studies which present examples of “good and bad practice” in the Culture-Biz
countries are found throughout the individual chapters. Below is an overview of
more sector specific information collected by the Culture-Biz teams.

Part I - Women in Book Publishing

The national studies contain gendered labour market data derived from national
statistical offices to determine the share of women working in the publishing
sector. The original intent was to cross check this data with members of their
respective professional associations. However, given the fact that companies rather
than individuals form the membership of professional publishing associations, it
was not possible to rely on this “typical” source of information. Data was collected
on those studying relevant literature/publishing/business courses as a means to
project the composition of the labour market in the next five years.

The focus of attention then turned to examine the internal composition of
company staff. In which positions are women working? The national teams
examined key positions in the 5 largest/most important book publishing
companies in their country for fiction (or those which include fiction as a main
component of their programme). The share of women in the following positions
were examined: owners, CEO's, executive directors, head of fiction departments,
directors of production (technical), distribution and marketing and editors-in-chief.
A sample was also taken of small and medium sized publishing companies.

Referring to the model above, information was collected on the share of female
“gate-keepers” such as book critics in newspapers, magazines, radio/TV, jury
members issuing major book prizes and selection committee members giving
grants to writers. This data was compared to the share of women as “prize
winners”.
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Part II - Women in the Film Business

The national studies contain gendered labour market data derived from national
statistical offices to determine the share of women working in the film business.
This information was cross checked with data on the share of female members of
professional associations for directors, producers, screenwriters, editors and
directors of photography. Data was collected on those studying at the main film
academies in the different countries as a means to project the composition of the
labour market in the next five years.

Similar to the field of book publishing, the national teams examined the internal
composition of staff in mainly small to medium sized film production companies.
In order to gain more insight into the creative positions held by women, the
Culture-Biz teams examined the share of women working on publicly funded
feature, short and documentary film productions as directors, producers, editors,
screenwriters and directors of photography over a ten year period. They also
examined the film programmes of national broadcasting companies.

Three different types of gate-keepers operating in the film business were
examined - individuals (critics), groups (e.g. evaluation committees) or platforms
(e.g. film festivals) — to determine the share of female gate-keepers on the one hand
and the effects of their decisions on the recognition of women as creative
professionals (artists) on the other.

European Comparisons

Each of the two main parts of this book are preceded by a comparative overview of
the main findings. These are set in a wider framework which takes into
consideration developments throughout Europe as a whole. The comparative
chapters are based on information provided in the national studies and include an
assessment of relevant Europe wide programmes, data/information from
companies dominating the European landscape as well as platforms which serve as
meeting points in Europe for both book publishers and film makers such as the
Frankfurt Book Fair or the Cannes Film Festival.

The ERICarts team turned to EUROSTAT for comparative labour market data.
Table 1 below shows interesting results as well as the limitations of the
EUROSTAT data to determine the share of women working as entrepreneurs in the
specific sectors covered by Culture-Biz because:

e there is no comprehensive labour market data available from all 25 EU
countries specifically focusing on either the film or the book publishing sectors;

e the data provided is only a signpost as it is congested with information from,
for example, video stores or printing companies — both outside the scope of our
study;
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e the classification of cultural occupations combine, for example, writers and
performing artists (ISCO 245) which have entirely different career paths,
employment conditions and opportunities; and

e the figures combine data on employers (with staff) with self-employed
(individual freelance workers which may not employ staff).

Data provided in the national studies complement and help to explain the data
provided in Table 1. One clear message coming from the reports is that the share of
women in various occupations in both the film and publishing business does not
generally meet their overall share in the labour market and that there are fewer
work places available for the amount of male and female students graduating in
either artistic or business related programmes. This means that many graduates
find work outside of their field of study and can not be located within these
statistics.
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A Sneak Preview of Results

Each of the chapters conclude with sector and country specific observations and
recommendations which are relevant for private companies, national broadcasting
organisations, professionals working on both the “biz” and “creative” side of the
industries, professional associations, university professors and students. Here we
provide a sneak preview for the more curious.

Do women hold decision-making positions in book publishing and film production
companies?

Yes. There is an increasing number of women with a business and marketing
background who are entering the cultural labour market and who are moving at
greater speed up the corporate ladder from lower to middle management positions.

Do women still face glass ceilings in their pursuit of a career in larger companies?

Yes. While there are more women working in middle management positions, they
face glass ceilings on their way up to the executive level. In cases where women have
successfully broken through the glass ceilings, they face glass walls which divide men
and women on the top executive floors of large companies; many of which are
family owned enterprises®. This means that women more often occupy executive
positions related to communication, marketing, PR, sales, human resources,
administration, financing, while men remain in the most powerful and prestigious
executive positions of President, CEO, Chairman etc.

Are there more opportunities for women in small to medium sized companies?

Yes. There are more and more women entrepreneurs setting up their own
businesses in response to a stagnant career path in larger companies and to give
themselves the opportunity to advance their own ideas and projects, have more
flexible work schedules and to try and achieve a work-life-balance!®. Women who
run their own companies tend to employ more women than male owned companies.

°  Women have little chance of penetrating the closed power circles of top management
due in part to nepotism in many family owned media conglomerates and are leaving
these traditional company structures to set up their own businesses.

10 Despite advancements made in political documents to recognise the need to develop
measures enabling a work-life-balance, there are many more men than women in
executive positions with families and children. Some examples of good practice were
found in the Culture-Biz study, such as in-house kindergartens or flexible working
programmes, however, they are more the exception than the rule.
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Do digital technologies provide new opportunities?

Yes. New technologies enable a greater number of persons — especially women - to
become entrepreneurs and to set up low investment and risk companies which rely
less on intermediaries. Advancements in digital technologies, for example, enable
individual writers to publish their own books or film makers to produce and edit
their own (mainly documentary) films at lower costs.

Are there more women gate-keepers'* and do they open doors for other women?

Yes and No. While the number of women on, for example, selection committees of
grant giving bodies has increased, the results show that this does not necessarily lead
to an increase in the number of women receiving grants. The same is true for award

juries giving important prizes at, for example, film festivals.

Do women have equal access to public funding for their projects?

Yes, But.... While competitions do not restrict women from applying, the fact
remains that there is a lower share of women submitting their projects for funding
than men. When they do, they receive less money than their male colleagues. Figures
from the most prestigious institutions with the largest budgets show the lowest share
of women among funding recipients — support institutions with the lowest budgets
show the highest share of women among funding recipients.

Do women occupy positions as “career facilitators”?

Not necessarily. Professors and other mentors or role models providing, for
example, students with contacts to companies, networks or funding institutions, are
predominately men. There are very few examples of mentoring programmes within
the industries designed specifically to encourage women at the beginning or middle
of the career path. Male professors can help to change this situation by making their
own efforts to involve more female colleagues as guest lecturers or to show their
works as part of an awareness raising strategy.

Are there “boys networks” which present obstacles to the advancement of women’s careers?

Yes. The upper ranks of the main media corporations are controlled by “boys
networks” which are increasingly hiring top management staff from other
economic/business sectors whose emphasis is more on the “biz” bottom line than on

11 Gate-keepers are those which set professional standards and have the power to determine
or define a “successful work”; the latter has implications for what content e.g. a book or
film is published, financed or produced.
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content development. Male cartels also found among the circles of critics for the
leading literary and film press and in some professional organisations, e.g. film
directors and producers, literary societies etc., which demotivate women from
becoming members. There is, however, an increasing number of women who are
setting up their own professional networks (e.g. women in publishing) or personal
(informal) networks with other women.

Do gender stereotypes persist?

Yes, especially in certain fields of study (e.g. literature) and occupational fields
(producers of children’s films). One of the main obstacles to overcome is the
perpetuating male image or perception of an artist (film side), an intellectual (book
publishing) or a top executive. This continues to be an impenetrable barrier for many

women.

The results of Culture-Biz show that the work started by the ERICarts Institute and
its partners in the 90s on the status of women in the cultural labour market in Europe
needs to continue. While progress is reported in different occupational fields, gender
balance in the sector as a whole has not been achieved and there are strong
feminisation processes in certain occupations with low status and low pay. Greater
transparency is needed through the constant monitoring of developments to combat
stereotypes and a lack of awareness about the contribution of female professionals
on both the “biz” and especially on the “creative side” of the culture industries. The
newly announced European Gender Equality Institute of the EU needs to also
remember the culture sector when designing its programme to regularly collect data
and information and monitor gender equality in Europe.



