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This volume deals with entertainment offered by theatre, opera and
concert organisers, record and film companies and sports organisations as
commercial activities. Over time traditionally dominant suppliers of such
entertainments such as courts, churches, the nobility, political parties and
urban authorities lost their influence and in the longer term had to content
themselves with exerting only a marginal influence on what was on offer
in the field of culture. Today, professional bodies arrange cultural events
on a profit-making basis. The suppliers of such events work in close co-
operation with the media and the advertising and consumer-goods
industries. As a concomitant of the commercialisation of modern societies,
these 'cultural industries' serve a growing proportion of the demand for
cultural events, which they, in turn, actively seek to increase.

The social and economic impact of the cultural industries on the service
economy is obvious, and without exaggeration we might say that because
of their ubiquitous presence in everyday life they present a central theme
for historians of modern societies. However, up until recently historians
have left this broad field of study almost entirely to neighbouring
disciplines such as economics, the social sciences and geography.! Apart
from some pioneer studies by musicologists? cultural industries have at
best been regarded from an outside perspective by historical scholarship —
say in relation to studies on political propaganda as an aspect of media
history, or to gain a general insight into urban culture and city marketing.?
By contrast, the aim of this volume is to deal with the theme for its own
sake.

! For a representative survey see the Creative Industries Journal (2008 ff.).

2 See for example William ]. Baumol, “On the Economics of the Theatre in Renaissance
London,” Swedish Journal of Economics 74 (1972), 136-160; Cyril Ehrlich, The Music
Profession in Britain since the Eighteenth Century (Oxford: Clarendon Press, 1985); Julia
Moore, “Mozart in the Market Place,” Journal of the Royal Musical Association 114, 1 (1989),
18-42; Simon McVeigh, “A Free Trade in Music: London during the Long 19t Century in a
European Perspective,” Journal of Modern European History 5 (2007), 67-94.

3 See Clemens Zimmermann, “From Propaganda to Modernization: Media Policy and
Media Audiences under National Socialism,” German History 24, 3 (2006), 431-454; Corey
Ross, Media and the Making of Modern Germany. Mass Communications, Society, and Politics
from the Empire to the Third Reich (Oxford: Oxford University Press, 2008); Ute Daniel, Axel
Schildt (eds), Massenmedien im Europa des 20. Jahrhunderts (Koln: Bohlau, 2010). Martina
HegBler, Clemens Zimmermann (eds), Creative Urban Milieus. Historical Perspectives on
Culture, Economy and the City (Frankfurt/M: Campus, 2008).
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Cultural Industries as a Research Theme

From the perspective of its theoretical and methodological framework, the
concept of 'cultural industries' is both a modest and a challenging one. It is
modest because the word is a neutral technical term that simply means
culture as business. In contrast to the German term Kulturindustrie as used
by Max Horkheimer and Theodor W. Adorno in their Dialektik der
Aufklirung (1947)* the concept of cultural industries neither confers any
value judgements, nor does it express an unease with modern capitalism
and its alleged capacity to lure and manipulate people. Passions and value
judgements come into play at best when contemporary cultural industries
are glorified as 'creative industries' by interested parties who point to the
current above-average growth in the number of people they employ, and
their simultaneously disproportionate contribution to the gross national
product, as is the case of recent government papers in Britain. Unlike the
term Kulturindustrie, however, these value judgements have thoroughly
positive connotations.’

In addition Kulturindustrie, as used by Horkheimer and Adorno,
implies a distinction between idealistic high culture and commercial mass
culture. The English term 'cultural industries’, by contrast, takes for
granted that both areas of culture are dependent on the market, and that it
therefore applies to both classical and pop music, good books and cheap
literature, educationally valuable sporting events and dubious computer
killer games alike. Scholars are primarily interested in the interaction
between supply and demand on cultural markets. They want to find out
how cultural commodities are produced and disseminated in modern
economies and societies, under which circumstances they flourish and
how they contribute to the development of modern economies and
societies.

Admittedly, this is a restricted interest. Questions of cultural semantics
which have been discussed so intensely in the course of the 'cultural turn'
in the humanities, must of necessity be neglected because cultural
industries scholars have no special instruments to deal with them. For this
reason the authors of this volume do not claim to cover culture as a whole
when they work on cultural industries. Their approach merely opens up a
specific perspective — one of several possibilities.

However, the concept of cultural industries is also an extraordinarily
challenging one; for an adequate objective approach to cultural industries
demands a systematic examination of viewpoints that are mostly ignored
in other approaches to cultural history. Most important of these is the
tendency for social relations to be somewhat transitory in the sphere of the

¢ Max Horkheimer, Theodor W. Adorno, “Dialektik der Aufklarung. Philosophische
Fragmente,” in: Max Horkheimer, Gesammelte Schriften (Frankfurt/M.: Fischer, 1987
[1947]), vol. 5, 11-290.

5  See the article by Franz Briiggemeier in this volume.
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cultural industries. This is irritating for historians since it frustrates their
habitual search for continuity and discontinuity. This characteristic
transitoriness is, on the one hand, a concomitant of the central role of the
market and money in the cultural industries, an unspecific and extremely
flexible medium. On the other hand it is a result of the event-character that
entertainment and diversion assume as soon as they are offered as
commodities. The English word 'pastime’ and the German 'Zeitvertreib' (to
pass time away) refer to this difficulty, even incapacity of cultural
commodities to support the rise of more than loose and transitory
solidarities and to permanently bind their customers.

This specific feature of the cultural industries also means that they are
difficult to assess from the point of view of demand. Although the demand
for cultural goods is, in principle, 'insatiable’, because they do not serve to
satisfy elemental needs, but dispel boredom, provide stimulus, sometimes
even fascinate their supporters, the customers react to them individually
and, if dissatisfied, vote with their feet.! Sources on the motives for
consumption are therefore rare. It seems to be more useful to approach the
cultural industries from the perspective of the producers since their
motives and considerations seem more 'tangible." What is more, some of
them - artists, managers, sponsors — simultaneously appear as entre-
preneurs, exchange opinions with each other in this capacity and some-
times join together in order to improve their chances on the market.

However, in the sphere of culture the market behaviour of the
producers is also not always easy to understand; for an adequate objective
approach to cultural enterprises it is necessary to address a tricky problem:
the specific 'cultural economics' of the cultural industries. Thus a new
albeit broad field of economic research emerges which, beyond neo-
classical economics, has developed from the notion that in some respects
cultural markets function in a quite different way from markets for
commercially produced commodities.” Three specific features of cultural
commodities should suffice here to characterise this field of research:

> See Tibor Scitovsky, Psychologie des Wohlstands. Die Bediirfnisse des Menschen und der Bedarf
des Verbrauchers (Frankfurt/New York: Campus, 1989), 34ff.; Chris Gratton, Peter Taylor,
Sport and Recreation: An Economic Analysis (London and New York: E. & F.N. Spon, 1985),
58ff.

7 Seminal studies are: Alan Peacock, Ilde Rizzo (eds), Cultural Economics and Cultural
Policies (Dordrecht: Kluwer, 1994); Richard Caves, Creative Industries. Contracts between Art
and Commerce (Cambridge/Mass.: Harvard University Press, 2001); David Throsby,
Economics and Culture (Cambridge: Cambridge University Press, 2001); for a full account
see the contributions to Ruth Towse (ed.), A Handbook of Cultural Economics (Cheltenham:
Edward Elgar, 2003). On the different manifestations of specific types of cultural
industries (broadcasting, written information, live entertainment: Bernard Miege, “The
Logics at Work in the New Cultural Industries,” Media, Culture and Society 9 (1987), 273-
289, and the entertaining book by Tyler Cowan, In Praise of Commercial Culture
(Cambridge: Mass.: Harvard University Press, 1998). On sport: Wladimir Andreff, Stefan
Szymanski (eds), Handbook on the Economics of Sport (Cheltenham: Edward Elgar, 2006)
and the article by Wray Vamplew in this volume.
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First, many commercial and cultural offers are services which have to
be performed in the presence of consumers. In live performances this so-
called uno-actu principle means that consumers must also be active in the
course of the production in order to ensure that the quality of the offer is
satisfactory. Good examples here are rock and pop concerts, or football
matches. The fact that the audiences sing and swing along with the actors
and fire them up constitute elements in the cultural production, and that is
why they are sometimes stimulated or even imitated in the technical
reproduction of cultural commodities. This feature that production and
consumption intermesh turns cultural industries research into a really
complex matter, particularly as the possibility of situational and rapid
change of immediate circumstances is very likely to produce ambiguities.

A second characteristic of cultural commodities, particularly in the
“Age of Mechanical Reproduction” (Walter Benjamin), results from the
specific structure of production costs. On the one hand they incur
relatively high costs, because each recording, each film, each book, and
each play is a kind of prototype, involving a considerable amount of
investment of time and resources. By contrast, reproduction costs are
usually very low, so that economies of scale pay off to a considerable
degree. This calculation is the basis of the elective affinities — Wahlver-
wandtschaften — between cultural industries and modern mass medié, and
for this reason historians of cultural industries have no choice but to
include the mass media in their work. However, the multi-faceted mutual
relations in this field are difficult to grasp. Another reason why general
assertions are difficult is because mass media have evolved in concrete
societies under very different political circumstances and traditions.

Third, cultural commodities differ considerably from material commo-
dities because they are not absorbed in the process of consumption. They
can be consumed by several consumers at the same time, or, if they are
recorded, consumed anew time and time again, and - apart from losing
the element of surprise — without any detriment to their quality. As this is
an invitation to free riders cultural commodities sometimes even take on
the character of a public good - a feature that creates particular problems
for cultural producers as to how to control the circulation of their
production. In this respect copyright law and the opportunity to profit
from licence fees are crucial. Thus it is no surprise that some scholars
regard the ability to copyright as the principal criterion for defining
cultural industries.?

Each of these specific features of cultural economics presents a
challenge to historians, and together they tend to disrupt historians'
routines of thinking and writing. For when they are researching this
subject in concrete societies they cannot simply restrict themselves to

8 This is the argument of Throsby, Economics and Culture, 4. See also Ruth Towse (ed.),
Copyright in the Cultural Industries (Cheltenham: Edward Elgar, 2002).
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running through the usual questions of 'when, where, who, under what
circumstances and to whose benefit?’ They are constantly compelled to
take account of the independent dynamics which cultural industries are
able to create. This is particularly true when historians wish to use the
theme as a magnifying glass for their research into business and modern
society. Even the precise pinpointing of periods and their definition with
regard to the 'synchronization of the asynchronous' (Ernst Bloch) can
throw up extremely complex research settings in concrete cases. So in the
historiography of the cultural industries it is very difficult to generalise.

Britain and Germany as Case Studies

In order to tackle these challenges and conceptualise this volume on the
history of the cultural industries in the nineteenth and twentieth centuries
the editors took three strategic decisions. They drew the criteria for
structuring their topic not from the cultural industries themselves, but
from the social, economic and political environment in which they were
embedded. They focused on Britain from the eighteenth to the twentieth
century, a period where both the cultural industries and the research on
this topic are particularly advanced, and asked authors to contribute case
studies. And they decided to stimulate comparisons with Germany,
because this would open up the possibility of defamiliarisation — and thus
control — of the British case. This concept seemed particularly promising
since research so far has shown that the patterns of development of
cultural industries in Britain seem to have been unique in several respects.

In modern Britain certain cultural industries could draw on a long
tradition going back as far as the early modern period. This was a 'natural’
concomitant of the extraordinarily early rise of the market economy and
the thoroughgoing modernisation of society, and it caused a rapid growth
of cultural industries at least from the eighteenth century on. An
increasing concentration of potential customers in the growing urban
centres meant a rise in demand for cultural consumption; and entre-
preneurs who dared to invest organised the supply. For this reason
cultural industries in late-eighteenth and nineteenth-century Britain were
just as natural a part of everyday life as industrial production and
commodity consumption for people of all classes and social levels.® By
contrast the relevant literature for Germany (and other European

9 Cf.]. H. Plumb, “The Commercialization of Leisure,” in: Neil McKendrick et al., The Birth
of a Consumer Society. The Commercialization of Eighteenth-Century England (London:
Hutchinson, 1982), 265~ 285; Peter Borsay, A History of Leisure. The British Experience since
1500 (Houndmills: Palgrave Macmillan, 2006), 18-23; idem, “Invention, Innovation, and
the 'Creative Milieu' in Urban Britain: The Long Eighteenth Century and the Birth of the
Modern Cultural Economy,” in: Hefller, Zimmermann, Milieus, 77-98. For a broader
contextualisation see Christiane Eisenberg, Englands Weg in die Marktgesellschaft (Got-
tingen: Vandenhoeck & Ruprecht, 2009), esp. 95-105.
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countries) gives us the impression that the cultural offers made by the
courts and the churches, later also by political parties, had such a dis-
proportionate influence on society that the shift of emphasis to com-
mercially interested entrepreneurs occurred with considerable delay: not
as early as the eighteenth century but only from the late nineteenth
century onwards.10

This is probably also a reason why the cultural industries in Britain — in
contrast to Germany — never lost their political independence throughout
the nineteenth and twentieth centuries. In order to avoid misunder-
standing: We are not saying that British music hall songs, for example,
were entirely devoid of political content in the later nineteenth century or
that official government bodies did not use mass observation techniques
during the Second World War. Nor are we claiming that there was no
political background philosophy to the recent upgrading of 'cultural
industries' to 'creative industries' by New Labour and the UK Department
for Culture, Media and Sport.!! We merely wish to point out that we have
little evidence to date of any direct political interference in the cultural
industries either by the state, political parties or political movements.:2 As
Ross McKibbin has argued, the mere existence of a market-based
commercial culture might possibly have discouraged any attempts at
manipulation and instrumentalisation right from the start. He is thinking
in particular of the failure of the Labour Party to establish an ideologically
organised cultural movement along the lines of those in either Germany or

10 See, from a comparative perspective, T.C.W. Blanning, The Culture of Power and the Power
of Culture: Old Regime Europe, 1660-1789 (Oxford: Oxford University Press, 2002); Peter
Mandler, “Art in a Cool Climate: The Cultural Policy of the British State in European
Context, c. 1780 to c. 1850,” in: Tim Blanning, Hagen Schulze (eds), Unity and Diversity in
European Culture c. 1800 (Oxford: Oxford University Press, 2006), 101-120; McVeigh, “A
Free Trade in Music”; Christiane Eisenberg, “Zum Spannungsverhiltnis von kommer-
zieller Massenkultur und Arbeiterkultur. England aus deutscher Perspektive,” in:
Hartmut Kaelble, Martin Kirsch (eds), Selbstverstindnis und Gesellschaft der Europder.
Aspekte der sozialen und kulturellen Europdisierung im spiten 19. und 20. Jahrhundert
(Frankfurt/M.: Peter Lang, 2007), 299-318.

11 For a discussion of this recent issue see Nicholas Garnham, “From Cultural to Creative
Industries. An analysis of the implications of the 'creative industries’ approach to arts and
media policy making in the United Kingdom,” International Journal of Cultural Policy 11, 1
(2005), 15-29. For an historically informed overview on the motives of state support see
Oliver Bennett, “Cultural Policy in the United Kingdom: Collapsing Rationales and the
End of a Tradition,” Cultural Policy 1, 2 (1995), 199-216. See also the comparative views in
Lisa Becker, Kulturfinanzierung in Grofbritannien und Deutschland — ein Vergleich. Gutachten
im Auftrag der Kulturstiftung der Linder (Miinchen: IFO-Institut fir Wirtschaftsforderung,
1996).

12 It was not until the 1990s that 'cultural policy' came a common concept in Britain, and the
influence of the EU played an important role here: see Thomas Hopel, “Geschichte der
Kulturpolitik in Europa: vom nationalen zum europaischen Modell,” in: Matthias
Middell (ed.), Dimensionen der Kultur- und Gesellschaftsgeschichte. Festschrift fiir Hannes
Siegrist zum 60. Geburtstag (Leipzig: Leipziger Universitatsverlag, 2006), 187.
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Austria in the nineteenth and early twentieth centuries.’> However, one
could also refer to the British Conservative Party or the fascist movement
around Oswald Mosley, which had similar experiences. In all these cases
the cultural industries seem to have sucked in both the time and the
money of those interested in culture with the result that, on both a cultural
and a political level, British society has remained essentially indivi-
dualistic.4

As a consequence and by-product of its early commercialisation British
cultural life, from the start, was hardly ever about artistry, genius and
originality but also about business and profit: and there are several good
arguments that this was why conservative cultural criticism of commercial
culture appeared to be less marked in Britain.’® The concept of the 'doux
commerce' that emerged in the eighteenth century even gave expression to
the expectation that the market and the commercialisation of everyday life
would have a generally civilising impact on the way people behaved.!6 In
Germany, by contrast, it was not just the above-mentioned scholars, Max
Horkheimer and Theodor W. Adorno, who gave explicit expression to the
negative connotations of commercialisation. Benevolent observers of this
development, such as the sociologist Georg Simmel, author of “Philo-
sophie des Geldes” (1900), also expressed severe criticism.”” So it was not
just due to the conflict-laden nature of Anglo-German relations that the
German cultural discourse around the turn of the century took on a
decidedly anti-British slant.

Another specific feature of the cultural industries in Britain arose from
its marked tendency to over-step boundaries and to generate relations of
translational exchange. This can be explained partly by the numerous

13 Ross McKibbin, “Why was there no Marxism in Great Britain?,” in: idem, The Ideologies of
Class. Social Relations in Britain 1880-1950 (Oxford: Oxford University Press, 1991), 1-41.

14 See Martin Pugh, The Tories and the People, 1880-1935 (Oxford: Basil Blackwell, 1985);
idem, “Hurrah for the Blackshirts!" Fascists and Fascism in Britain Between the Wars (London:
Jonathan Cape, 2005); idem, “We Danced all Night“: A Social History of Britain Between the
Wars (London: The Bodley Head, 2008).

15 Cf. Brian Cowan, “An Open Elite: The Peculiarities of Connoisseurship in Early Modern
England,” in: Modern Intellectual History 1 (2004), 151-183.

16 See Albert O. Hirschman, Leidenschaften und Interessen. Politische Begriindungen des
Kapitalismus vor seinem Sieg (Frankfurt/M.: Suhrkamp, 1984), 69; J. G. A. Pocock, Virtue,
Commerce, and History. Essays on Political Thought and History, Chiefly in the Eighteenth
Century (Cambridge: Cambridge University Press, 1985); Istvan Hont, Michael Ignatieff
(eds), Wealth and Virtue: The Shaping of Political Economy in the Scottish Enlightenment
(Cambridge: Cambridge University Press, 1983).

7 Georg Simmel, “Infelices possidentes! (1893),” in: idem, Miszellen, Glossen, Stellung-
nahmen, Umfrageantworten, Leserbriefe, Diskussionsbeitrige 1889-1918. Anonyme und pseudo-
nyme Verdffentlichungen 1888-1920 (= Georg Simmel Gesamtausgabe, vol. 17), ed. Klaus
Christian Kohnke (Frankfurt/M.: Suhrkamp, 2004), 293-297; idem, “Europa und Amerika:
Eine weltgeschichtliche Betrachtung (1915),” in: idem, Aufsitze und Abhandlungen 1909-
1918, (= Georg Simmel Gesamtausgabe, vol. 13) (Frankfurt/M.: Suhrkamp, 2000), vol. 2,
138-142. See also Austin Harrington, “Introduction to Georg Simmel's Essay 'Europe and
America in World History',” European Journal of Social Theory 8, 1 (2005), 63-72.
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economic relations with countries of continental Europe, partly by the
British Empire which in the eighteenth and nineteenth centuries, parallel
to the emergence of the cultural industries in the British Isles, expanded
more and more. In this way cultural contents, artistic trends and ways of
conducting business were disseminated. For a time the British cultural
industries took on the role of initiator and were regarded as a model, but
on the other hand British expansionism - not least for reasons of
competition — was used by its neighbours as an excuse to cut themselves
off and to give their own commercial culture a specific national character.
Distancing phenomena such as 'American Football', 'Deutscher Sport' or 'le
cinéma frangais' are concomitants of such transnational interaction.

It goes without saying that this emphasis on Britain and the way it
diverged from other cases such as the German one is based on scattered
findings from the literature on the subject. In addition, the cultural
industries in Britain are far better researched than elsewhere and the focus
of historical research so far that takes this perspective is on the eighteenth
century. It is therefore an open question whether the findings outlined can
be extended into the nineteenth and twentieth centuries. The essays in this
volume cannot provide a definitive answer, but they present certain
findings that seem suited to inform and advance further research.

Cultural Industries in Britain and Germany:
Some Evidence from the Contributions

Timing and Patterns of Development

The common interest of those authors whose essays form the first part of
the volume is the timing and patterns of development of the cultural
industries in Britain and Germany. They want to know from which point
in time the cultural industries started to develop in Britain and Germany.
Was this a continuous development? Or was it disrupted or interrupted,
for instance by the First World War or the economic difficulties of the
inter-war period? Apart from that the authors also want to investigate
what inter-actions emerged with the surrounding societies during this
early phase and whether patterns of development emerged here that can
be classified as specially British or German.

One finding of this volume is not greatly surprising, namely
confirmation of the original supposition that the emergence of cultural
industries presumes market opportunities. How a differentiated culture
business could already develop in the British market economy of the
eighteenth century is demonstrated by Ruti Ungar’s essay on boxing as a
“Fashionable and Commercial Amusement”. During this period there was
accelerated population growth, there was a noticeable move towards
urbanisation and, supported by fruitful foreign trade relations, the modern
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consumer society took shape. Against this backdrop high-profile prize-
fights that had grown out of the gentlemen’s tradition of fencing and
duelling underwent a fast process of professionalisation and commer-
cialisation. This controversial sport saw the rise of sporting heroes from
the lower classes, some of them former slaves, often attracted thousands of
people, and managed to involve other leisure businesses such as the
transport industry, gastronomy, sports journalism or the merchandise
trade. 'Pugilism’, as boxing was called then, rapidly became one of the
most popular (male) amusements in eighteenth-century England,
supported particularly by the wealthy aristocracy which patronized it and
also contributed to the betting business, both as organizers and consumers.
Due to the fact that the betting industry needed clear, undisputable
outcomes of the fights and tried to avoid any suspicion of corruption, at a
very early stage boxing became regulated by printed rules and was
organized by licensed referees.

There is no parallel essay for the German side to Ungar’s case study —
and for good reason. Neither boxing nor other commercial sports
developed in Germany in the eighteenth century, though perhaps an essay
on gymnastics might have been included. Yet the roots of these bodily
exercises lay not in the market society that was open to all, but in the
hierarchical social relations of the noble and courtly culture, and at the
beginning of the nineteenth century they were transferred to the
institutional framework of schools and middle-class associations. In the
longer term too gymnastics in Germany developed outside the market and
the idea of sporting competition was eventually imported from Britain.1®

So links with the commercial world were not particularly marked in the
formative period of the cultural industries, also because commercial
relations in German everyday life generally developed noticeably slowly.
This other initial hypothesis of the volume is indirectly confirmed by
Tobias Becker and Anselm Heinrich, who deal with the theatre, another
cultural form with pre-industrial roots. Independently of one another both
authors remind us that it was not until 1869 that freedom of trade as a
crucial precondition for commercial culture was introduced in Prussia. It
was only this step that removed the restriction of corporate economy and
gave free rein to commercial initiatives that up to then had been blocked.
Now Germany, could catch up within a few decades with the advanced
position of the English theatre, which at the latest since Shakespeare’s time
had developed on a commercial basis, and despite their different starting
points, from this time on German and British theatres developed almost in
parallel.

Using the London Gaiety Theatre and the Berlin Metropolitan Theatre
as examples, Tobias Becker can trace their very similar trajectories through

8 Cf. Christiane Eisenberg, “English sports” und deutsche Biirger. Eine Gesellschaftsgeschichte

1800-1939 (Paderborn: Schoningh, 1999), 78-119.
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the late nineteenth and early twentieth centuries. From the 1860s these
theatres were characterised by increasing commercialisation and
industrialisation of their productions. Their profit-oriented shows relied
on the most advanced modern technical infrastructure as well as a
sophisticated division of labour and international, even global marketing,
a feature which contributed to the repertoire of both London and Berlin
theatres. Similarly, Anselm Heinrich reveals surprising parallels between
provincial theatres in Yorkshire and the Prussian Province of Westphalia
at the end of the nineteenth and the beginning of the twentieth centuries.
He can show that in this period playhouses both in Yorkshire and
Westphalia were primarily commercial enterprises. Therefore, they could
not afford to concentrate their repertoire on performing classics let alone
avant-garde theatre. Driven by the need to make a profit or at least survive
financially, programmes were dominated by the various genres of light
entertainment, particularly operettas, farces and comedies.

This is a notable finding because it shows that a pattern well-known
from general economic history - that of the British pioneer and the
German latecomer which was able to overcome its economic backward-
ness within a few decades' - is also discernible in the case of the cultural
industries. What is more, it is notable for German theatre history because it
is capable of correcting a widespread misconception: the specifically
German urban theatre that needed high subsidies and - connected with
this — its emphasis on plays from bourgeois high culture cannot be traced
back directly to the tradition of courtly theatre as one might assume.?
According to Heinrich it emerged far more as a concomitant of the
commercial decline after defeat in the First World War. The essays on the
history of the German theatre in this volume can be summed up as: 'Gay
Nineties' instead of 'Roaring Twenties'.

This periodisation implies that the relatively late commercialisation of
the theatre in Germany does not necessary mean a continuous upward
development as the authors observe for Britain. More exact reading shows,
in fact, that the First World War introduced a tendency towards renewed
divergence in the developmental paths of the two countries. In his essay
on the modernisation of Victorian music halls, Peter Bailey establishes for
Britain that during the inter-war period tendencies continued which had
already been set in motion before the First World War. Without devoting
one single sentence to the war, the author describes the processes of
growth and concentration in this branch in the late nineteenth and early
twentieth centuries that resulted in broad sections of the English market
being controlled by a few entertainment entrepreneurs. Some music hall
chains such as Moss Empire developed into shareholder companies with a

19 Alexander Gerschenkron, Economic Backwardness in Historical Perspective. A Book of Essays
(Cambridge/Mass.: The Belknap Press of Harvard University Press, 1962).

2 Cf. Ute Daniel, Hoftheater. Zur Geschichte des Theaters und der Hofe im 18. und 19.
Jahrhundert (Stuttgart: Klett-Cotta, 1995), 13, 464.
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high yield; working relations and forms of dependence became
increasingly complex. For one thing many artists were both producers and
employees at the same time, for another, they had numerous social and
personal relations with the Music Hall owners. The productions included
the latest technology and were planned on a grand scale; they emerged as
the product of a leisure industry that put together entertainment packages
and which, directly or indirectly, generated jobs for about 15-20% of
employees in London around 1900. This industrialisation of leisure meant
that older forms of public or communal sociability were lost — a
concomitant of success that also becomes obvious in other essays in the
volume and which, along with Bailey, can be looked at with regret. For the
development went hand in hand with a loss of public or communal
sociability and undermined the traditional “Economy of Regard” (Avner
Offer).2 From the perspective of economic history, however, the fact that
the trend towards new, capital-intensive forms of entertainment continued
during the war, must initially be booked as a success. It was this very
success that was missing in the case of the German theatre. This assess-
ment cannot only be deduced from Heinrich’s reference to the urban
theatres’ need for high subsidies in the 1920s, but also with Becker’s
observation that after the war the variety theatres in Berlin had to battle
with far greater economic difficulties that those in London, even though
there was a lively exchange between management, actors, artists and even
critics.

Klaus Nathaus’s chapter “Between Club and Commerce” compares the
development of British and German sport during the interwar period from
the perspective of the spectators and consumers, and confirms the
developmental pattern already outlined of pioneer and latecomer.
However Nathaus is sceptical. He compares the different modes in which
sport was organized in interwar Britain and Germany and analyses how it
was afflicted by commerce in different ways. The author can show that in
Britain the advertising activities of brewers and other commercially
interested entrepreneurs helped to maintain the public attraction of sports
against the intentions of middle-class reformers to bring sporting activities
under their control by transforming them into ‘rational recreation’ and
organising athletes in church-related or other clubs dominated by the
middle classes. By way of contrast, the commercialisation of sports in
Germany played a significantly lesser role than in Britain because most of
them were organised by political movements and the churches from the
beginning. As a direct consequence, in the late nineteenth and early
twentieth centuries they stayed very much under the influence of local
authorities rather than commercial enterprises. In this situation, according
to Nathaus, the effects of commerce were restricted to supporting the

2 Avner Offer, “Between the Gift and the Market: The Economy of Regard,” Economic
History Review 50 (1997), 450-476.
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small number of sports independent of political movements such as tennis
or motor racing rather than undermining the social activities of the clubs.

It was not until the 1930s that the clubs, in other spheres of culture as
well, lost their predominance. As Corey Ross shows in his chapter, this
was not only a result of the Nazi seizure of power and the subsequent
destruction of the cultural organisations of the labour movement, of
Catholicism and of the Jewish population. It was also part of the massive
impetus experienced by the cultural industries during the Third Reich.
Taking cinema, popular press and radio as examples, Ross explores the
specific ways technological innovation and international trends towards a
standardization and commodification of culture lifted the branch to a new
level of development. He sees as the reason for this the fact that at this
time the national cultural scene was tied in to international competition
and was heavily influenced by it. Of course, in the local, regional and
national contexts of pre-World War II Germany this development took on
a fundamentally different form from that in Britain, and if looked at in
greater detail it is clear that Britain remained more advanced, especially
since here the World War did not bring about any lasting interruption of
the pre-war trend. Advanced urbanisation, for example, resulted in much
higher cinema accessibility and attendance numbers here than in
Germany; the fact that a considerable proportion of the German
population lived in the countryside and were barely reachable as culture
consumers also played a role. Similar observations could be made with
respect to the successful dissemination of the press, and to a lesser extent
the radio.2 Nevertheless, according to Ross it was in the Nazi years that
popular culture on a commercial basis experienced a breakthrough in
Germany.

At the latest in the Third Reich something became apparent that had
already been experienced earlier in Britain, namely that political
authorities, social engineering and propaganda were now virtually unable
to restrain or steer the development of the cultural industries, indeed in
some respects were themselves driven by them. The citizens experienced
the same irritation when they sensed that commercial culture was
undermining their traditional forms of entertainment and reducing
cultural taste to a low common denominator. All the more so as it was not
always easy to identify who was behind these developments. For
Germany Ross introduces as an example the film industry that was highly
subsidized. Southern Germans found these subsidies particularly
unacceptable — not only because they made a new and disputed medium
exceptionally popular, and because it was a Nazi initiative; the reason had
far more to do with the fact that they identified film promotion with the

2 This finding is supported, also with respect to other pastimes, by Karl Ditt, Zweite Indust-
rialisierung und Konsum. Energieversorgung, Haushaltstechnik und Massenkultur am Beispiel
nordenglischer und westfilischer Stidte 1880-1939 (Paderborn: Schoningh, 2011), 509-750.
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metropolis Berlin. In this way the developmental thrust of the 1930 also set
limits to Nazi propaganda.z?

In general, the findings suggest that if modes of public behaviour are to
be manipulated 'from above', then it was better for this to be done
indirectly, as happened in Britain. In this respect Ross confirms what Peter
Bailey illustrated for the music halls around the turn of the century, that
measures taken by the authorities such as licensing and inspection
certainly did have a restraining effect from the perspective of the cultural
industries.

Driving Forces and Dynamics of Development

The tendency of the cultural industries to develop dynamics of their own
is also a topic common to the chapters in the second part of the book. They
all look at the specific interactions between cultural entrepreneurs and
their environment as the twentieth century advanced. What kind of
mechanisms were in place to deal with innovation, or to resist it?

Interestingly enough, almost all the authors feel the need to embed the
two countries under examination systematically into international
contexts, while the sphere of domestic politics is largely ignored. It is not
possible to explain whether this silent agreement is coincidence or gives
expression to a real dissociation between cultural industries and political
forces. But a further observation supports this second supposition: all
authors in the second part pay great attention to the legal aspects of access
to what the cultural industries offered, i.e. entry fees, license fees and
media rights. Since these generally did not flow top down but bottom up,
i.e. were hammered out by the producers themselves,? one can conclude
that this promoted the independence of the branch in all respects.

In the first part of this volume, dealing with the period from the
eighteenth century to the 1930s, access rights had not yet become a central
topic. Apart from the copyright for sheet music, during this period the
cultural industries were largely financed from other sources: from direct
investments by individual entrepreneurs, and from more or less 'selfless’
subsidies from patrons and sponsors on the one hand, and the state on the
other. Within this framework yields were produced by the cultural event
as such and from the profitable opportunities presented to various side-
businesses: betting, catering, merchandising and advertising. According to
Wray Vamplew, who analyses changes in the financing of sport, a mass
public paying user fees to rights-holders, thus putting the cultural
industries themselves on a viable financial basis, did not emerge until the
late nineteenth and early twentieth centuries when the large stadiums

2 For a similar argument on sport see Eisenberg, English sports, 437-441.

#  Cf. Hannes Siegrist, “Strategien und Prozesse der 'Propertisierung’ kultureller Bezie-
hungen. Die Rolle von Urheber- und geistigen Eigentumsrechten in der Institutiona-
lisierung moderner europdischer Kulturen,” in: Stefan Leible, Ansgar Ohly, Herbert Zech
(eds), Wissen, Mirkte, geistiges Eigentum (Tiibingen: Mohr Siebeck, 2010), 3-36.
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were built. But it was not until the 1960s that income from sport was really
boosted by the business of club sponsoring and then negotiating TV rights,
whereby within a very short space of time previously unimaginable sums
of money were now at stake. In the music and film business the “Age of
Mechanical Reproduction” (Walter Benjamin)® as the precondition for
lucrative use of mass demand for access had already set in some decades
earlier with the invention of records, wider availability of players and the
emergence of film rental.

Since the issue of rights set in at different times and, as regards the
social basis, very diversely in the two countries under examination, very
specific constellations emerged. Nonetheless, during the twentieth century
the rights economy played a significant part in the fact that the cultural
business developed certain common features and increasingly presented
itself as an independent economic sphere.

In this connection an important role was played by the native language,
which became an important economic resource for the cultural industries
because it formed the basis of the ownership of text copyright and as well
as the scope of the cultural market. This is immediately apparent in the
case of the print industry, but it can also be discerned in the performing
arts. Even in sport, where the essence of the business is largely based on
non-verbal communication, media communication is orientated towards a
larger public thus gearing the markets to linguistic boundaries. Two
chapters in this volume demonstrate the very different ways in which this
phenomenon manifested itself in the two countries being examined.

In the chapter “Trade Follows the Film: Europe versus Hollywood in
the Interwar Years” Gerben Bakker looks at the rise of the Hollywood film
industry and its dominance over European competitors. From the
perspective of an economic historian he explains why it paid to invest in
ever higher production costs and how these investments reshaped the
landscape of film making. One aspect carved out by Bakker is that
Hollywood was able to conquer the under under-capitalised British film
market in the decades after 1910 because there was no need to translate the
modern talkies. The American film firms could bring their products to the
British market without delay or additional costs, as this British market was
just an outpost. In this situation, English as a world language was a
disadvantage to the British film industry.

A similar mechanism, this time to the advantage of the British, is
outlined by Klaus Nathaus in his comparative essay on the production and
evaluation of pop music in Britain and Germany, 1950-80. He argues that it
was not only the quantitative increase of rock and pop music in live
concerts and the media that contributed to the music “revolution” in

25 Walter Benjamin, The Work of Art in the Age of Mechanical Reproduction (1935), transl. J.A.
Underwood (London: Penguin, 2008).
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Britain in this period. That this revolution happened in Britain and not in
Germany was rather due to the capacity of the music business to make
rock a recognised artistic genre, and this capacity was dependent on the
different role of sheet music in these two countries. German sheet music
publishers invested in the record business, and along with authors and
producers shared the royalties of copyrights which they mostly bought
from US firms. They translated the texts and adapted the music for the
established market that was geared up to sell live performances of dance
orchestras; the production system remained more or less unchanged. By
contrast, the British market for popular music was less dominated by sheet
music publishers, partly because there was no need to translate and adapt
American songs, so that American firms were able to sell their products
directly. The beneficiaries were a new generation of bands and producers
who were able to conquer the market with their own independent labels.
Another consequence was the early acceptance of rock as a serious artistic
genre with its own critics and quality control.

With the exception of the sport business, which, although a global
phenomenon at the turn of the century, was largely restricted in the media
to local and national markets until the breakthrough of the satellite age,
the capital-intensive American firms cannot be ignored in the history of
the cultural industries in Europe, at the least from the interwar period
onwards. The reason for the American expansion, as Bakker proves with
impressive figures in his chapter on the film industry, lies in the high
production costs, which could only be recouped if international markets
were served; in this respect Europe proved to be particularly profitable for
the Americans. So what needs explaining from a European perspective is
why the major corporations in the field of the cultural industries did not
manage to dominate the market and thus the cultural offer, at least not in
the two countries under examination in this volume. Several of the
chapters therefore address the question of why the business structure both
in Britain and Germany is still today characterised by the co-existence of a
few major corporations, some with global scope, and an unquantifiable
number of smaller independent firms, ranging from established firms with
household names to artists’ agents and other one-man businesses.

As the chapters illustrate in detail, the heterogeneous business
structure was based on the mutual exchange of professional personnel and
information, as well as numerous functional dependences. One function
for the major corporations, which the constant challenge from the so-called
'indies' fulfilled in this context, was that of a buffer to absorb the lack of
clarity and unpredictability of the market. Since the optimal size of a firm
was unknown, the outsourcing of professional expertise seemed a rational
decision, especially since this expertise is easy to obtain ad hoc via

% Cf. Christiane Eisenberg, “Medienfufiball. Entstehung und Entwicklung einer transnatio-
nalen Kultur,” Geschichte und Gesellschaft 31 (2005), 595-598.
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networks. Peter Bailey has already observed the emergence of “integrated
professions” around big firms in the case of the music hall business
around 1900. Authors such as Coopey and Nathaus look at them in greater
detail in their chapters on the music industry of the later twentieth
century. They discover that even though the big corporations still try to
swallow up the smaller ones, the development as a whole was not so
much a 'forward march of an army’, as a 'scramble of football players'.?”

This metaphor also explains why, despite the accumulation of capital
power, certain individuals were still able to shape the market. Thus the
focus of Richard Coopey’s chapter on the remarkable success of the British
popular music industry between the 1950s and the 1970s are various key
figures of some of the successful British record labels and their specific
business strategies. At the multi-division electronics company EMI it was
particularly leading manager Joseph Lockwood, lover of classical music
and shrewd businessman, who expanded the firm’s pop branch. A
producer such as George Martin gave the Beatles their first record
contract, but was also instrumental in the development of their specific
musical style and many revolutionary recording techniques. However, like
Martin who soon founded his own independent label, there were several
others such as Andrew Loog Oldham who shaped the industry by trying
to stay independent of the big firms in order to reap the financial benefits
of the success of the groups they managed. They groomed them musically
as well as in their performance style in order to place them on the
increasingly competitive market of pop music.

A further function of the numerous social and business relations
around the big firms consists in facilitating initial contact between the
actors and social and cultural changes in the social environment from
which the demand for their products grows. Vamplew gives a very
concrete description of this communication requirement in his chapter on
the economics of sport in Britain, which in the nineteenth and twentieth
centuries was crucially determined, amongst other things, by demographic
change, geographical mobility, the openness of target audiences to gender
stereotypes, the changing links to philanthropy, the custom of alcohol
consumption, the economic role of children and the cultural perception of
losing. He also mentions the trade unions’ successful struggle for the
Saturday half-day and technological innovations such as electricity
(floodlights) or new means of transportation and communication. All these
parameters had to be considered when formulating the four most
important business strategies: product improvement, product develop-
ment, commercial widening (e.g. expansion of stadium capacities) and
commercial deepening (e.g. development of new sources of revenue).

By absorbing and bundling up such developments, in order to draw
and steer demand, the cultural industries played their part in the cultural

¥ These metaphors were used at the conferences on which this volume is based.
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modernisation of modern societies. The price to be paid for this, it must be
said, was an acceleration de-traditionalisation of national cultures whose
links with long-standing community traditions were destroyed and
replaced by new relationships orientated towards the market mechanism;
therefore these societies gave more scope to individuality. Dilwyn Porter
gives a very concrete example of this sort of development by looking at
cricket, soccer and rugby football in Britain which were transformed
profoundly and completely cut back their traditional amateur basis from
the 1960s. He too is at pains to point out the negative side-effects of high-
revenue investment, not least for national radio, and particularly mentions
Rupert Murdoch's aggressive use of sport as a 'battering ram’, in order to
promote pay-TV. It is all the more worthy of note that Porter repeatedly
emphasises in his chapter that in Britain during the 1950s and early 1960s
this sort of cultural modernisation was regarded as inevitable by the
public, indeed was explicitly encouraged. The country was stagnating and
British sport served almost as a symbol of the general economic, social and
political stagnation. Elite and amateur dominance in cricket, caps on
salaries of football players in order to protect provincial clubs, and low
levels of television coverage were some of the features regarded as
remnants of Victorianism and a “fusty establishment” by many contem-
poraries. To put it in a nutshell: Britons welcomed commercialism as a
means to shake off their nineteenth-century legacy and to adapt their
country to the changing world in their environment.

Unlimited Growth? The Future of the Cultural Industries

The cultural industries as a demand-orientated agent of modernisation —
this finding could lead erroneously to a transfer of the escalation principle
faster, higher, further!" of modern sport, to other cultural industries. For
they also mediate between economy and society, thereby destroying
obsolete structures and practices and creating new ones. In contemporary
Britain, Germany and other modern societies there were indeed numerous
advocates of the cultural industries who want to advance the growth of
this branch for precisely this reason - in the UK they account for roughly
7% of GDP and employ the same percentage of the total workforce.
Among them are economically interested parties, governments and
scientists who have recognised that this is where an important potential
for further social development lies. They all anticipated a spill-over of
creativity from artistic work and human skills to postindustrial societies
and economies at large. In some of their statements the cultural industries
thus quietly advanced to become 'creative industries'. The chapters in this
volume that look at contemporary trends in cultural industries
development are less optimistic. Rather their authors demonstrate a
certain scepticism.
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Franz-Josef Briiggemeier recalls, for example, that the answer to the
question about the emergence of creative jobs or even creative classes
largely depends on what are considered to be part of the creative
industries. Whereas the American economist Richard Florida, who
established his reputation on very optimistic prognoses,?® says that the
creative classes comprise all those whose jobs are based on the ability to
solve complex problems independently, government sources in the UK,
Germany and the US take a narrower definition of creative industries.
They restrict the concept to mostly arts and IT-based sectors such as music,
design and software development. Obviously, both the contribution to
GDP and to general employment of these trades and industries grew
considerably between the 1990s and 2010, but, in comparison to the
economy as a whole, not as much as one might have expected, at least not
in all branches. Furthermore, the fastest growing sector between 1997 and
2007 was software development and computer games, a sector that was
classified in older statistics as part of other branches, whereas sectors such
as publishing shrank or stagnated, as did radio and TV.

Another interesting point induced by Briiggemeier is that “creative
industries”, irrespective of a narrow or a wide definition, used to thrive in
areas or cities where the social infrastructure is characterised by a specific
openness to cultural diversity. At first glance this seems to confirm
assumptions expressed, for example by Richard Florida. He says that since
creative and innovative people are an essential resource for business,
companies might be willing to follow potential employees instead of the
more established model of mobility that requires the workforce to follow
potential employers. The state can thus steer the economic development
by attracting the 'creative class' to selective regions, a policy that entails the
creation of a tolerant, open and multicultural climate. This climate is in
turn expected to be fostered by the arrival of the 'creative class', so that the
growth process eventually gains a dynamic of its own, making further
political involvement unnecessary. An alternative diagnosis taken into
consideration by Briiggemeier would be much more down to earth — and
probably more realistic: In the case of Britain the assumptions made can be
explained by reference to another factor, namely that migrants from the
Commonwealth countries had a considerable impact on society and
contributed to the cities' diversity. This factor, he argues, might also help
explain the comparatively great overall importance of the creative
industries for the British economy as a whole.

In the final paper of this volume Stephan Schwanke takes us to
Australia, a country where the cultural industries form the institutional
basis of the national culture. The nineteenth-century settlers from Britain

28 Cf. Richard Florida, The Rise of the Creative Class and How it's Transforming Work, Leisure,
Community and Everyday Life (New York: Basic Books, 2004); idem, Cities and the Creative
Class (New York: Routledge, 2005).
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had already brought ideas and initiatives in this field. At first the cultural
industries were supposed to imitate British culture, but in the longer term
they served the protagonists of a modern leisure culture as the basis for
forming a new, this time specifically Australian, identity. According to
Schwanke this movement was driven forward particularly successfully by
members of the so-called baby boomer generation, i.e. those born between
1945 and 1960, who embraced the idea of a leisure culture as an alternative
to the protestant work ethic, which they classified as 'British'. Their special
contribution to the formation of a specific Australian way of life was to
create a complex relationship between their subculture and commercial
culture in the field of surfing. The Australian surfing industry, which at
the beginning of the twenty-first century is still showing annual growth
rates of 10%, is therefore not just a leisure industry focusing on beach life
and water sport; rather the pursuits it uses are the most important link
between the economy and the re-definition of a national identity from the
1960s on.

According to Schwanke, who concentrates on the latest developments
since the mid-1980s, this model of success has today almost reached a
tipping-point. For the baby-boomers as the promoters of surf culture had
failed to combine their favourite occupation with social ideas and values,
so that today Australian surf culture represents nothing other than the
desire for hedonistic satisfaction is search of eternal leisure. According to
Schwanke this is precisely the reason for the specific lability of both this
culture and the Australian national identity. For as the baby boomers get
older, he says, they no longer have any great future ahead of them. And
once they have gone, they will leave behind a flourishing leisure industry,
but also, quite probably, a cultural vacuum.

Concluding Remarks

The chapters in this volume demonstrate again and again that in the
history of the cultural industries numerous factors overlap, which makes
general statements difficult. What is more, the number of case studies in
the volume is really small. This is another reason why our summary of
individual findings can only bring forth provisional conclusions. But it
would be a wasted opportunity not to sum up these finding systema-
tically, since they say enough to provoke contradiction and to encourage
other researchers to be more precise. At this point the editors would like to
thank all the contributors for their willingness to embrace the topic of the
cultural industries and to take up the questions put to them.

The editors would also like to thank all the participants of the two
conferences which provided the platform for discussion of the papers
assembled in this volume. The first conference was entitled “Cultural
Industries and Cultural Politics: Britain 1750-2000”. It was the 2008 annual
conference of the German Association for the Study of British History and
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Politics/Arbeitskreis Deutsche Englandforschung in Miilheim (Ruhr). The
second conference took place at the German Historical Institute London in
2009 and was devoted to “The Cultural Industries in the Late Nineteenth
and Twentieth Centuries: Britain and Germany Compared”.?® Both
conferences were jointly organized by the editors who are grateful to all
discussants of these conferences, particularly to Arndt Bauerkdamper, Axel
Schildt and Clemens Zimmermann who shared their expertise in the field
in substantial comments.

Both conferences were generously sponsored by the German
Association for the Study of British History and Politics/Arbeitskreis
Deutsche Englandforschung (ADEF), the Centre for British Studies/
GrofSbritannien-Zentrum (GBZ) at the Humboldt University Berlin, the
German Historical Institute London (GHIL) and the Thyssen Foundation.
In addition, ADEF and GHIL also subsidised the publication of this
volume. We would like to give our thanks to all these institutions for their
generous support. Special thanks go, last but not least, to Jane Rafferty
(GHIL) as well as to Corinna Radke and Dr Heather Ellis (GBZ) for their
invaluable editorial help.

2 Report by Stefan Schwanke, German Historical Institute London Bulletin 30, 2 (2008), 163-
170 (also available at http://hsozkult.geschichte.hu-berlin.de/tagungsberichte/id=2154&
count=33&recno=9&sort=datumé&order=up&geschichte=102), and by Sebastian Wehr-
stedt, Dominik Biischken, German Historical Institute London Bulletin 32, 2 (2010), 97-103.
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