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ARTISTIC LIVES : ATWO-CITY STUDY

This project, based on a study of artists in Londod Berlin, is an exploration of the
social conditions of cultural production. | am exrhg cultural production as an
activity which does not fit conventional definiti®of work, as it is self-directed,
frequently unpaid and takes place outside of paigleyment. It is precisely its
irregular character which makes cultural productramerable to barriers to free time,

such as the expensive rent and chronic overwonapert in London.

| explore the social conditions of cultural prodantas an intersection of several factors:
material conditions (particularly housing and tlestaof living) which can shape the
time and space artists have for their work, and #dality to survive on part-time and
freelance employment; the politics of the cultdrald, which shape the expectations
artists have for their work and lives; cultural aatial policies, which also impact on
artists' ability to support themselves; and subjedssues such as artists' sense of
themselves and their work, their sense of placetlagid relationship to other artists.
This project explores how these factors intersedtiater-relate, in the way that social
conditions can affect who can be an artist, whostestain an artistic career, and the
ways in which one can be an artist. In particuldocus on the relationship between
housing and professional identities, and how thifions differently in London and

Berlin.

In order to explore these intersections, the ptd)eags together policy analysis,
interviews, biographical narrative descriptionspfalyraphs and descriptions of my
travels through neighbourhoods in both citiess lm interdisciplinary project which

draws on analyses and methodologies from the figfldst, visual culture and sociology.
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INTRODUCTION

Is art losing its autonomy?

The motivations for beginning this project come oliny experiences as a freelance
artist, critic and organiser, and where | notideat factors normally seen to be external
to the field were directly affecting the productiand presentation of work. These
experiences led me to question whether culturebeadme less autonomous than | had
thought to be the case, and which | had certaiabnitrained to believe. | will now

describe these experiences and the questions thegked.

For several years, | volunteered as a board mefobarmedia arts organisation in
Canada, with a history in the Canadian equivaléfitro workshop movement. The
organisation presented public screenings, diseibwiorks to media festivals and other
events, and facilitated access to video, audiodagithl media equipment. Recent
changes to arts funding had led to introductioawfiting measures such as the keeping
of detailed records of audience attendance figwesgch inevitably, caused some arts
organisations to lie). Arts organisations were emaged to set their programming at
least two years in advance, and concentrate onrbotignised names and events which
took place within narrowly defined disciplinary balaries. This led to the exclusion of
spontaneously curated events (often the most stiagein my experience), events
featuring work by users of the facilities, or amatproduction (which was becoming
more common due to technological developments wimatle video production

cheaper and more accessible).

Fearful of losing funding, many organisations intised the demands of funding

agencies, and policed themselves accordingly. B&tame obvious when, at a meeting,
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| saw someone say without a trace of irony thatsleuld curate screenings that will

result in the Arts Council giving us more moneyi.ry experience, these kinds of
scenarios were common: aligning one’s interestsgarads with policy imperatives.
Ironically, because they let funding demands deitggrtheir mandate, arts organisations
often received negative feedback on applicatiomsigh lack of direction. However, in
my experience, these issues were rarely discussatbhdysed, as they were seen to be
outside the remit of proper aesthetic discussiohs.only response seemed to be a
generalised frustration at state interference atwkemed like rather hollow
declarations of artistic autonomy (an autonomy Wwhio many respects, no longer
existed). This experience led me to question weairged like the inability and, in some
cases, the unwillingness, within the art fieldat@lyse and discuss the issues which

directly affected the production and presentatibwark.

Simultaneous to these developments, it appeardtbagh contemporary art was
increasingly playing a significant role within axpanding global lifestyle industry.
This phenomenon included, for example, art gakeoie the ground floor of luxury
tower blocks; museum complexes (or ‘clusters’ hia lingo of the day) which also
included up-scale restaurants and wine bars (fleeofsuch developments within
gentrification processes seemed to be rarely dsscl)sThe last ten years also saw an
ever-expanding number of biennials which frequestigwcased the same artists in
different locations, in connection with what oftememed to be plays for legitimisation
for cities and local art scenes; these were orgdrspecifically for the international art
audience to hop from country to country (Wu, 200ANas becoming increasingly
obvious how art was being framed within hierarcluetaste and distinction; these
seemed similar to those theorised by Pierre Bourtfienty-five to thirty years earlier

(1984), but also reflected both the newly globatisnature of the art world and also its
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increasing integration into the lifestyle indussti®erhaps, in retrospect, this

phenomenon may have also been a reflection ofdhgpicuous affluence of a boom
economy, connected to the dot-com and property lesbAll this raised questigrabout
the function and purpose of culture, and the patareesuch developments created for

the production, presentation, experience and inééapon of art.

My motivation for this project also comes from egflions on the experience of working
as a freelancer in the arts (which | did for a nemiif years before beginning the
research). | began to notice an uncanny coincidbateeen certain aspects of my
experience as a freelancer, and conditions whiemed to exemplify both the
competitiveness and insecurity which seemed intrittsneoliberal society: the sense
that one could never turn down a contract (duéeédinancial instability of
freelancing); the requirement for a high level @aourcefulness and self-reliance (as
well as the sense of this requirement increasibglyoming the norm). This was also
reflected in the feeling of many artists that thegre only as good as their last
exhibition, their awareness of the shortness df then careers; and the tendency for
many to blame themselves when things did not gb W&turbingly, it seemed as
though these very qualities (particularly selfaake and resourcefulness) were being
championed at the time when the social safety astlveing dismantled. These issues
were also not being discussed within the cultuedlf for some of the reasons
mentioned earlier. There also seemed to be a daréretance amongst artists to
discuss issues that affected them directly (fdmalar reluctance amongst academics,
see Ross, 2000). Basic questions such as workimgjtcans seemed rather banal and
unfashionable; in retrospect, they may have als@dauncomfortable questions about

socio-economic privilege.
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These experiences led me to question my relatipristthe art discipline; it was as

though | no longer accepted what Pierre Bourdidis tzeillusio, or the taking for
granted of the principles of the field (Bourdie998, p.333). More generally, | also
began to realise that wider social and economiditioms had a much greater influence
on cultural production than those within the agtdiwanted to admit or were willing to
discuss. This led me to begin this project; | wdrtteexamine, in greater detail and
depth, the specific ways in which social conditiaffect cultural production. This
included questions such as who can become an artistcan sustain an art career, and

who can have the time and space to be creative.

These experiences led me to the question of whkimgiconditions in the arts tend to
be ignored, and the blind spots this might revatiliw both art and social research. |
have already mentioned the long-standing tenderttynithe art field to ignore the
social and economic conditions of cultural productibecause they are seen to be
irrelevant to aesthetic discussions. The workingditions of artists have also received
relatively little attention within social researdrhis may be because the irregular,
unpaid and often informal nature of artistic wodngresent many methodological
difficulties and complexities. It may also be a sequence of the cultural field situating
itself as autonomous, which might lead those witithrer fields to also perceive it as
such. The result is that working conditions in #éints remain understudied and many

long-standing myths around artists and art prodaatemain unchallenged.

The challenges of researching artistic labour
As must be clear, | am not trying to argue foréfteeptional nature of art (particularly
given the earlier discussion about the loss o$@ctautonomy). However, it is also

important to point out that artistic labour does fitoconventional definitions of
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employment. For example, it is frequently unpasdpfiten performed outside the

context of paid employment and in some cases isidisied by other income sources. It
is deeply imbricated with many aspects of everyjdayutside the workplace. Another
complication is that artistic labour has been mistdly defined in opposition to
conventional definitions of work, which | will disss in greater detail in the following
chapter. Because of both its irregular nature dswlits rejection of conventional
definitions of work, researching the working comalis of artists means exploring many
aspects of their everyday lives, beyond the timensm studio. In a wider sense, artistic
labour, and other irregular forms of labour of likgpossibly require developing a
broader theorisation of work which in fact extebdyond the workplace and engages

with many aspects of everyday life.

Examining artists’ working conditions has thus itweml drawing not only art history,
but also sociology, urban geography and aspegislady research; in this project |
attempt to map these analyses (from seemingly ateckdisciplines) onto culture. It is
thus an interdisciplinary project. It also involv@sploring a complex intersection of
many different factors: artists’ living conditiortbeir studios, their jobs, their
professional identities, their relationship to athdists, the neighbourhoods where they
live and work, and the wider social/economic fagtsinaping the urban environment
and housing in London and Berlin. In order to ergyaith this complexity, | develop a
methodology which combines analytical prose, bipgreal narrative descriptions, and
descriptions of my journeys through neighbourhaadsondon and Berlin. | am
drawing on my own background as an artist in dguatpthis methodology,

particularly in the use of images and text.
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Art and social conditions

The project is based in a study of two cities, Lamdnd Berlin, where | interviewed 41
artists, intermediaries and academics. | have chitesse two cities because they
represent very different social conditiohendon, with its high living costs,
deregulated property market and spatialised inéguahd Berlin, with its lower living
costs, larger quantities of empty commercial spand,its high levels of unemployment
(which, for artists, requires them to possess nessuand contacts, and in some cases
independence from the local economy). What kindsropractices, projects or ways of

working do these very different conditions makegpiole? What do they discourage?

Exploring these questions involves considering ngteonditions such as housing and
the cost of living, employment, and welfare, padicly in terms of how they might
exacerbate or limit the risks and insecuritiesreéfancing. It also means considering
the politics of space, and particularly who canehine and space for creative activities
(an issue in London where space is literally atearpum). Considering the politics of
space means engaging with very practical issuds asic¢he rent the artists paid for
their homes and their studios in both cities; themuting distance between home,
work and studio; the hours the artists had to wordrder to pay for living costs in both
cities, and the effects of this on the time and talegnergy to make art. It also involves
exploring the complexities of the relationship beén culture and gentrification, and

the effects on artists.

The project also explores the intersection betwierg costs and professional
identities. This includes: the types of jobs hejdlie artists (ranging from casual
service work to highly skilled employment, whichsame cases functions as a second

career), and the amount of time and energy spegaichwork. In addition to practical
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matters such as income, | also explore more subgeisisues, such as the artists’

identification with their art work or with their s (such as, for example, whether or not
they see themselves primarily as artists or asaatsagers or educators), and their
relationship to other artists and to local artistenmunities. This is a question not only
of work or income, but also field and discipline,shaping how the artists see
themselves and their work. | pay particular attmto the myth of the bohemian

lifestyle, and how it shapes the artists’ expeotatifor themselves.

As might be imagined, many aspects of this praetabout demystification. As
mentioned earlier, the starting point for the resleavas questioning the limits of
artistic autonomy. In exploring the social condisoof cultural production, this project
challenges certain assumptions intrinsic to thistarffield, and particularly its
exceptional nature. This includes the perceptian tihat ‘great art’ can flourish even in
times of adversity, because artists are so intrétilsi resourceful. | also consider the
specific needs that artists might share with okbeal residents of the cities | research,
such as affordable housing and decent wages, atidytarly those that would enable
one to survive on part-time or freelance employmeuntthermore, | suggest that the
possibilities of cultural production may at leaattty depend on these sorts of factors

(which are not conventionally seen as related e¢caifts).

Whilst this project questions certain aspects efdhltural field, it also does not take
demystification to the level of dismissal (as dmgoof the authors | discuss in the
following chapter), where the very decision to beeaan artist is seen as a form of false
consciousness, and artists are seen to be rafiverarad deluded individuals, with an
inflated idea of their own fame and talent, incdpaij critical reflection. Whilst | am

critical of many of the power relations and hiehaes of the art world, | also am
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arguingfor the time and space for creative activities, paldidy independent cultural

activities. As mentioned, these are frequently iohfas it is difficult for them to attract
funding either through the state or the market) selfldirected (unlike other types of
work, nobody is telling artists to make art) . Thr®ject is thus also motivated by
concerns about how recent social and economic derednts might make it
increasingly difficult for artists to engage in buactivities, particularly those who are

not independently wealthy.

An overview of the text
In the first chapter of this project (the first gitar of the review of literature), | will
examine theories which apply a sociological analysiculture, beginning with an
overview of the work of Pierre Bourdieu. | will thhenove on to analyses of the
relationship of culture to capitalism. This willdlude the work of Bernard Miege, as
well as examinations of how the freedom associaidtthe bohemian lifestyle became
incorporated into neoliberalism, drawing on the kvof Luc Boltanski and Eve
Chiapello, Maurizio Lazzarato, Paolo Virno and aoghén this chapter, | will begin to
explore what will become a recurring theme throudhbe project: the impasse
between certain concepts of freedom (freedom defasemeaningful and interesting
work and liberation from the conventional bureaticrar corporate hierarchy, and more
generally, from aspects of the post-war settlersanh as full-time stable employment)
and security (defined here as a stable incomeiaimg) lconditions). According to this
logic, it becomes inconceivable to hav@hfreedomandsecurity. | have already hinted
at this impasse in my description of the experiavfdeeelancing; in the following
chapter, | will explore the historical origins diig impasse in the 1960s rebellion, as
well as its present-day implications within neotddesociety. | will end with a critique

of the arguments made by Pierre-Michel Menger aadg-Abbing, particularly their
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argument that the problem is that there are sintggymany artists, and their proposals

to restrict entry to the field.

The second chapter of the literature review witliufe on questions of policy. As a
theoretical framework to consider these questibhegin the chapter by exploring
Michel Foucault's concepts of governmentality ampbwer, and his analysis of the
development of neoliberalism rhe Birth of Biopoliticg2008). | then examine George
Yudice and Toby Miller’s application of Foucaulttseories to cultural policy, and the
role played by cultural policy as a formmdpulation managemeritthen move on to a
historical overview of cultural policies in bothettuK and West Germany, beginning
with their post-war origins, moving through the 09%ultural democracy movements
in both countries, then the reforms of the 198@s E900s. | therxamine the role of
social welfare policies, considering their roleiit the post-war economies of both the
UK and West Germany. Next, | consider developmehthe 1980s, 1990s and 2000s,
including initiatives to reform the structure ame torganisation of the public sector, as
well as attempts to penalise the unemployed, sst¢halartz-1V reforms in Germany
and the adoption of ‘social exclusion’ policy discges in the UK and Europe (Levitas,
1998). I will explore how these reforms affect sitj and particularly their access to the

free time necessary for creative activities.

In the third chapter, | concentrate on the methogichl dimensions of the project. |
reflect on the interdisciplinary nature of the j@aijand explore, in greater detail, some
of the discussions around the disciplinary gapstioeed earlier. | reflect on the
process of conducting the fieldwork, including gwx@erience of contacting the
organisations, interviewing the artists and tramglto their studios, as well as my role

in the research as both an insider and an outgdée field. | then consider the
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disparate material generated by the fieldwork, Wwiiias involved interviewing

individuals with very different lives, circumstarscéackgrounds, art practices, etc. |
speculate on the fragmentary nature of this mdtehiawing on Beck’s

individualisation theories. | discuss the methodas | have developed to analyse and
write up such disparate and complex material, nespby the work of Annemarie Mol,

John Law and Vicky Singleton.

The fourth and fifth chapters consist of the Londietdwork. The fourth chapter
focuses on spatial politics, and explores housimgwaban policies through research by
GLA Economics and others. | also examine spatedjuality in London through the
work of Saskia Sassen, Chris Hamnett and Dorees@&ja¥he chapter also includes
descriptions and images of my journeys through looni visit the artists’ studios,
which give a sense of the geography of London oexgeriential level. In the fifth
chapter, | concentrate on the question of profesdimentities, focusing on the
relationship between the artists’ paid employmenat their artwork. | also examine the
politics of the art market and arts funding. Takingpiration from Beck and Beck-
Gernsheim’s concept of the ‘do-it-yourself biogrg2002), the chapters also makes
use of biographical narrative descriptions, in Whiexamine each individual artist’s

life, considering their work, their art, and theiwreryday experience.

The sixth chapter is based on the Berlin fieldwaikg explores the activities, identities
and ways of living that are made possible by thedd@mns in Berlin (particularly cheap
rent and the availability of commercial space) vahace currently not possible in
London. | examine Berlin’s unique historical circstainces (particularly the period
immediately following unification), and the conditis that led to its cheap rent and

availability of space, and which shaped certaireatspof the city’s sub-cultural history
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(particularly the club scene). | also examine hbese very qualities are being

incorporated into city-branding processes, whichl@éotentially have the result of
undermining Berlin’s unique conditions and reputatas a cultural centre. | then
explore how artists in Berlin live and work withimese circumstances: how they
support themselves, how they see themselves amdibuk, etc. As with the two
previous chapters, | also make use of descriptdmBerlin neighbourhoods,
biographical narrative descriptions and photographsvell as analysis of cultural

policies and urban politics in Berlin.

I end with a summary of the project’s findings dhd major issues which were
explored, and reflect on my relationship to théststl interviewed (in terms of

methodological issues and field politics).

Conclusion

I have discussed my initial motivations for devetapthis project; its interdisciplinary
nature, and the importance of considering the $ooiaditions of cultural production.
In the following chapter, which is an examinatidrsociological theories of culture, |
will examine the nature of the cultural field: fainding principles (particularly that of
artistic autonomy), its hierarchies and power stnes, and, in a wider sense, its

relationship to capitalism and the changing natdineork.
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CHAPTER 1
1.1 Introduction
This project examines the social conditions ofumalt production. As | have suggested,
thinking about these issues is not conventionghécart field and may seem counter-
intuitive. Because of this, it is first necessarptepare the ground, providing a
framework for these issues to be considered. Thian® thinking about the cultural
field as asite of power relationgrather than, as it is conventionally thoughtpace that
is largely free of them); it also means mappingtbetspecific relationships between
culture, capitalism and wider social developmefsswe will see later on in the
chapter, this is not only a question of the spedaiiuation of artists or the politics of the
cultural field. This is also about how artists pe¥ceived within society in general: the
ideals, values and ways of living the figure of #rgst has come to represent, or what
Luc Boltanski and Eve Chiapello have called ‘this#ic critique’ (Boltanski and

Chiapello, 2005), and the developments it has radpi

| will begin with Bourdieu’s analysis of the poweslations and hierarchies within the
cultural field, and will also consider the hist@i¢endency within the cultural field to
ignore social and economic conditions, particul#énly principles of disinterest and
distance from economic realities, which Bourdieun ‘the economic world reversed’
(Bourdieu, 1993). Following this, | will explore Beard Miége’s exploration of the
‘capitalisation of culture’, particularly his argemt that the integration of culture into
capitalism does not lead to its democratisationjiéact perpetuates the genius myth.
In the next section, | will then focus on the rofeculture within society in a more
general sense. | will focus on what artistic wdhe figure of the artist and the artists’

lifestyle have come to represent within neolibe@iety, drawing on the work of the
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Italian Post-Operaismohinkers, as well as Boltanski and Chiapelldsw Spirit of
Capitalism(2005). | will pay particular attention to 196@bellion, particularly what
Mario Tronti has termed ‘the refusal of work’, aitglincorporation into capitalism. |
will end the chapter with a critique of Hans Abbiagd Pierre-Michel Menger’s
argument about the ‘oversupply’ of artists, andrtheoposals for restricting entry to the

cultural field.

1.2 Culture as a Site of Power Relations

Pierre Bourdieu offers some important models toswer power relations in the

cultural field. | feel these models continue torblevant despite recent changes to the
nature of the art field, which | will discuss later developing the concept of ‘field’,
Bourdieu attempts to apply the ‘relational’ modetadught to cultural production: an
element is defined though its relationship to o#lements, which also determine its
meaning and function (Bourdieu,1993, p.6). FietwlsBourdieu are historically
constructed and contingent, but also involve funelatal laws, which he ternmomos:
principles of ‘vision and division’ that separate®e field from another (Bourdieu, 1997,
p.96). Thenomospermits the division between art and non-art, lagitveen legitimate
and non-legitimate artists (Bourdieu, 1996, p.230)s tension between historical
construction and fundamental laws, | would argaéects the influence of
structuralism on Bourdieu’s thinking (in this catige rules shift according to particular
situations but the process is more like shufflimtpak of cards, rather than a complete
rule change).The literary or artistic field candedined by the ‘manifestations of the
social agents involved-literary or artistic work$,course, but also political acts or
pronouncements, manifestos or polemics, etc. (Beurd 993, p.30). Fields are sites of

power struggles, which Bourdieu terms ‘strugglespsition’: individual authors
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seeking recognition, and particular forms and geseeking validation; at stake are
reputations, sales, funding and jobs. Using a watiwn diagram which evokes both
game-play and magnetic fields, Bourdieu represietselative autonomy’ of the

literary field—though this could equally apply teetart field (1993, p.37).

Figure 1.The Field of Cultural Production and the Field abwer

(Bourdieu, 1993, p.38)

The literary field holds a dominated position itat®n to the field of power (in other
words, the ruling classes or the dominant cultuya),a dominant position in society as
a whole, through associations with the dominargscl# is affected by two principles of
hierarchisation. The first is tHeeteronomousrinciple, whereby artists and writers are
subject to the same laws as other fields, and ssdsaneasured by conventional
economic indicators such as book sales. The sasdhdautonomougrinciple,

whereby artists and writers are validated onlyhmirtpeers; particularly within the
‘restricted field of production’ of specialisti{d), which Bourdieu also characterises as

‘producers who produce for other producers’ (Boewctl 993, p.51). The more
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autonomous the field becomes, the more it opetatéts own codes and criteria.

Related to this, in the most autonomous fieldsahegr ‘systematic inversion of the
fundamental principles of all ordinary economidsttof business..., that of power... and
even that of institutionalised cultural authoritgourdieu, 1993, p.39). This is also what
Bourdieu terms the ‘economic world in reverse’. S principle should not be confused
with an anti-capitalist politics, as it fits withean economic logic: amvestmenin one’s
reputation and visibility, or a trade-off of immatk sacrifice for future gain. For
example, early economic success can be a carkeasideing labelled ‘crassly
commercial’ can damage one’s chances at futureesacélowever, the field can never
be entirely independent from the demands of the siiad the market. The capitalisation
of the cultural field may have also lessened tekls autonomy or perhaps

reconfigured its relation to the state and martkas; will be discussed in detail later on.

Bourdieu traces the development of the principlartittic autonomy beginning with
the Renaissance. He focuses on the Romantic radotibe Industrial Revolution
(Bourdieu, 1993, p.113). The autonomy of the actig¢ld is used both in class
domination (to produce distinction and prestiget)Wwas historically also a site of class
struggle. InThe Rules of Art1996), Bourdieu describes how artistic autonomy a
related to this, the bohemian lifestyle, bore amiamient relationship to class: 19
century bohemia encompassed both the ‘delinquetidwngraded bourgeois
possessing all the properties of the dominant®pxfor money, and also ‘destitute
young people’ from working class or provincial ong, who were ‘often obliged to live
off a second skill (sometimes with no direct redatto literature) in order to live an art

cannot make a living’ (Bourdieu, 1996, p.57). Baawwas writing about the 19
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century, when bohemia was still an emergent sptiahomenon. Bohemia’s ambiguous
and contradictory relationship to class, it coudddogued, still persists, but again has

been reconfigured in relation to bohemia’s ‘indiadisation’ (Ross, 2004).

Bourdieu argues that to be successful in the leng,tan artist must forgo the need for
immediate financial rewards long enough to accutewaough ‘symbolic capital’ (or
accumulated prestige) which can then be transfoinmtedconcrete rewards such as
sales, awards, etc. enabling the artist to livéhdfher art. As suggested earlier, this
raises the question of how artists survive whijenty to accumulate symbolic capital,
whether it be through paid employment, arts grdatsjly support, etc. Who can afford
to take these risks, and who cannot, and whatdod#s socio-economic privilege play
(such as, for example, access to family suppant),vehat is the role of the state? This is
both a question of material conditions and alsaciatly the knowledge of how to

further one’s artistic career, as well as the axtesontacts that would allow one to

develop opportunities.

This sort of knowledge is characteristic of whauBbeu termsdhabitus(which

Bourdieu defines as both a ‘feel for the game’ as@ system of ‘durable, transposable
dispositions, structured structures predisposddriction as structuring structures’
(Bourdieu, 1993, p.53Habitusis the product of social conditioning and defineg’s
ease and confidence in negotiating the field. In, parequires ‘cultural capital’ which
Bourdieu defines as competencies, forms of knovdetdyl dispositions that would
allow one to appreciate and interpret artworkst@al capital can be acquired through
both formal education, but more importantly, inf@neducation through family, friends

and social networks (Bourdieu, 1984, p.2). It igwm these informal settings where
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socio-economic privilege plays a stronger roleheathan in formal settings.

A related concept thabitusisiillusio: ‘the acceptance of the fundamental premise that
the game, literary or scientific, is worth beingea seriously’ (Bourdieu, 1996, p.333)
which marks one as a member of a given field. Bati¢heillusio of the artistic field
means identifying with its fundamental principlegernalising and naturalising them as
part of one’habitusso they become ‘second nature’. The tdhasio does suggest
‘illusion’, and there are similarities with ‘fals®nsciousness’ (although, according to
Bourdieu, every field has altusio, and there is not an obvious ‘true consciousriess’
can be opposed to the false one). Interestinglyrdeu feels that one cannot found a
‘genuine science of the work of art without tearovge’s self out of thélusio, and
suspending the relationship of complicity and ceance which ties every cultivated
person to the cultural game’ (Bourdieu, 1996, p)2B0other words, one cannot
critically examine the art field and still belonmit, because to belong to it is to believe
in its autonomy and other related principles. Hoarethis raises methodological
guestions: must one stand outside a field in ai@study it, or can one occupy a
position of insider/outsider (where one might pesdeoth specialised disciplinary
knowledge and also some critical distance)? Igiffiarent than other fields, because
such a strong emphasis is placed on autonomy? & ttics reflect a traditional view of
the artist as mute creator (who is incapable dfredlexivity)? Bourdieu’s

collaborations with the artists Hans Haacke andréadrraser (both who develop a kind

of sociological analysis through their artwork) imign fact contradict this perspective.
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1.3 Artistic Autonomy and the Capitalisation of Cukure
I will now discuss changes in the relationshipha art field to the market and the state,
and how this has reconfigured artistic autonomig iportant to understand that
certain principles of the art field, such as aitigutonomy and the ‘economic world in
reverse’, in fact serve an important role in theremmy. For example, when businesses
sponsor the arts, they come to be associated wdlitigs connected to the arts, such as
innovation — and thus distinguishing themselvemfather businesses:

...sponsors do not in fact threaten the autononayrtedtic production, but

rather demand it, to the detriment of the reasguaimosphere of a business

held together by ‘corporate culture’, because thamye grasped that it is

essential to the image of the philanthropists—ateatisinterested and

avant-gardist—that they want to construct for thelwves. (Bourdieu, 2005,

p.XiV-XV).
Bourdieu terms this relationship between artistibaomy and business the
‘charismatic ideology’... which directs attentiamtheapparent producerthe painter,
writer or composer’, allowing the ‘cultural busiisesan’ to ‘consecrate a product which
he has “discovered” and which would otherwise renzamere natural resource’

(Bourdieu, 1993, p.76). In other words, the autivggtof the unique genius is

necessary in order for it to be ‘discovered’ andkated.

Perhaps more than Bourdieu, Bernard Miege’s woebtises the centrality of cultural
production to changes in the management of laboWastern capitalist societies,
which he characterises as ‘the promotion of culbyeommerce and the promotion of
commerce by culture’ (Miege,1989, p. 3the Capitalisation of Cultural Production
(1989) focuses on the television, music and pulnigsmdustries, but Miége’s analysis
can equally be applied to visual art. Miége seedithure of the artist as a

representation of authenticity as intrinsic to thdevelopments, which is why the
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capitalisation of cultural production does not teguits democratisation. Using the
music industry as an example, he talks about teedrito maintain the aura of artistic
activity’; reproducible cultural products such asards ‘must continue to bear the
stamp of genius and unigueness, and not appearémbanating from research
laboratories, but to be exclusively produced bistrtaccountable to no one but
themselves’ (Miége, 1989, p.46). Cultural internaeigis (who Miége termgditeurs)
come to play an increasingly important role in ¢heative process, but the ‘stamp of
genius’ must remain intact for these distributigatems to function: ‘the star system
and the industrial organisation of Hollywood ardigsolubly linked’ (Miege,1989,
p.29). Miege argues that as cultural productidinither capitalised, it will also become
further individualised, both reinforcing and alsg@iting pre-existing contradictions
within artistic professions, namely, the confliettlveen artists of a similar success
level, between stars and less successful artsisel as between artists and members
of other professions (Miége,1989, pp.87-93). THeucal industries, as a risky market,
spreads risk through continual access to a supply of artists; uncertainty for artists stems
from their difficulty in controlling the valorisation processes (Miege,1989, p.34),
which results in enormous waste (as many cultwadlycts never reach audiences).
Miége points out that:
except for a small minority, artists do not defendheir interests very
well against the industries. As they define themseats in relation to art
and its trends, they neglect the very conditions drtistic production
(my emphasis)As long as artists lack the necessary organisatiapable
of defending them, the industries will continuéhttve the upper hand and
pay for only a small part of the cost of conceptibhege, 1989, p.46).

He also is not very hopeful about existing artistganisations, as he sees them as

defending the autonomy of artists, but not funda@agnchallenging the principles or

structures of the star system (Miege, 1989, pp28-Qverall, | agree with Miege’s
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analysis of the integral role of the genius mytHd #re capitalisation of culture. In
certain ways, the charisma of the artist has mewngddaspects of celebrity culture (as
in the Young British Artists or YBA phenomenon b&t1990s). The genius myth also
remains intact in recent cultural policy, throubke emphasis on the generation and
protection of intellectual property (seen to be pheduct of unique, exemplary

individuals).

1.4 Cultural Intermediaries and the Professional Ientity of Artists

Arecent development in the art field has beerteéndency of artists to occupy multiple
roles. This has some relationship to artists’ nialteonditions; as we will see, this is
more common in situations in which artists needi¢ok at secondary jobs in order to
survive, and particularly when these second jolggnbi® function as second careers.
This shift in occupational identities may reflectly the expansion of the art field, and
also wider social developments such as the expaigioniversity education and the
development of cultural industries occupations. f8@u offers an interesting figure to
consider this phenomenon, the ‘new cultural intetiaug’ (Bourdieu, 1984, pp.357-
365). The ‘new cultural intermediaries’ were a fopfipetty bourgeoisie that developed
in connection with both Post-Fordism, and with sleeial and economic changes
following the 1960s. It was a broad, amorphousgmtewhich included ‘all the
occupations involving presentation and represeaiggales, marketing, advertising,
public relations, fashion, decoration and so foahl in all the institutions providing
symbolic goods and services’ (Bourdieu,1984, p.3B@) also jobs in ‘medical and
social assistance (marriage guidance, sex thedggdgtics, vocational advice, pediatric
guidance) and in cultural production and organsafyouth leaders, play leaders,

tutors and monitors, TV producers and presenteagazine journalists)1ifid).
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Bourdieu suggests that these occupations (whigdaheas emergent at the time of
writing) were less codified than other fields, dmnerarchies were less entrenched.
Because of this, they attract ‘upwardly mobile indiials who seek in marginal, less
strictly defined positions a way of escaping desinncompatible with the promises
implied in their scholastic careers’ (Bolieu, 1984, p.365). The class origins of the new
cultural intermediaries include both the aspiratiomorking classes and the
downwardly mobile middle classes. Without beinglexp Bourdieu implies a link
with mass university education and its devaluati@o that qualifications no longer

guarantee particular jobs.

The broadness of the category of the ‘culturalrmeiary’ has led some to question its
usefulness (Hesmondhalgh, 2006, p.227). Howeveeglithat it is useful for
considering the multiple occupations held by thests; particularly those living in
London and who held secondary jobs. These ara@st$eid to work in arts education,
arts administration, or the service industry. Thgye thus involved both in producing
culture and also mediating it. Another issue i¢ tharder to survive, artists,
particularly those in the non-profit sector, mustdiate and market their own work; in
an increasingly competitive cultural economy, tineetand effort required to secure

opportunities can often exceed that required fodpcing work.

It is important to see this development not onlyeinms of economic necessity, but also
as part of the legacy of the expansion of theield fn the 1960s and 1970s. This period
saw the emergence of forms such as film, videopmntbrmance; women and minority
artists also began to assert a greater presertioe art world. Film workshops and

independent arts spaces played a crucial rolesigetidevelopments, as they allowed
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artists working in experimental forms and othenisrand genres marginalised by the
art world, greater control in producing and presgntvork. Because artists were
involved in the management of these organisatithiey, took on some of the functions

of arts administration.

However, for the reasons | have discussed eattiergenius myth still persists, as does
the view that art works are the product of exempiiadividuals and that artists should
dedicate themselves entirely to their work, in eoaly defined sense. As | will discuss
later on, this viewpoint is particularly prevalewithin the art market, where divisions
of labour are conventionally stronger, and tradsiof self-organisatiohave been less
influential. It is less present within publicly fded contexts, where artists tend to be
responsible for marketing their work. As might bgected, this opens up tensions
between the figures of the artist as intermediay multi-tasker and the artist as
bohemian romantic (who concentrates on his/healarte, leaving the ‘business’ to

someone else).

1.5 Freedom and Security

Moving on from the discussion of artists’ professbidentities, | will turn to the
perceptions of artists within society in generalitigularly the ideals represented by the
figure of the artist and the bohemian lifestyled &me role they have played within
wider social and economic transformations. By thdsals | generally mean the
promise of a life that is personally meaningfuthaligh less predictable and stable; |
also mean a rejection of permanent, full-time emplent (which has become
associated with tedium and drudgery), as welladitional family and community

structures. By wider social and economic transfaiona | mean the demands for
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freedom and autonomy which were made during th@4,9%s well as the incorporation
of these demands into both the state and capitaliime effects of which we are still
living with today. Central to these changes wagwgrasse arounfiteedom and security
—where freedom becomes associated with entrepreheisii-taking and adaptation to
change, and security with routine drudgery anda@cnformity. Another crucial
aspect of these changes was that culture camededrenot only as the experience of
the arts or even a ‘whole way of life’, butigelihood (as Angela McRobbie has written
about from 1998 to 2008): both a means of finarguglport, and a way of maintaining
a life in culture (connected to the earlier diseussbout full-time dedication to the

arts).

The tradition of ItaliarPost-Operaismas useful in theorising the 1960s rejection of
full-time employment and social norms, as well @s€ as a central axis of social
struggle. It was based in what Sergio Bologna ddhew social subjects’ (Bologna,
1980), who no longer fit the description of thelptariat championed by orthodox
Marxism: students, the unemployed, etc. The conakpiew social subjects’ may open
up interesting ways to consider the situation Gt (particularly in terms of the
decision to pursuelavelihood in cultureinstead of more conventional forms of
employment). However, it is also important to rerbenthat there are many different
types of artists, from many different backgrounélartists may be difficult to

categorise in terms of traditional categories aéslor employment, this also does not
mean that inequalities do not exist in the art®gre are also in fact many different types
of artistic careers. For these reasons, it is @ much of a generalisation to simply

equate artists with new social subjects.

Post-Operaismavas also based in a critique of conventional tiaten demands for
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full-time employment and higher wages as the radodif life to work. Mario Tronti’s
The Strategy of the RefugdP65) played a pivotal role in articulating thesatiments,
theorising this reaction as the refusal of workthe. platform of demands which
workers have for decades, presented to the catstddave had—and could only have
had—one result: the improvement of exploitationtt&econditions of life for the
workers were not separable from greater economieldpment of capitalism’ (Tronti,
1965). It is also important to remember that attitme, in Italy and elsewhere, the
demands for meaningful work were in many cases ragdest trade unions. In ‘The
Refusal of Work as Demand and Perspective’, Kathek® describes refusal of work as
based in critiques of productivism within the Matdradition, or in other words, the
belief in the inherent value of work, and ‘allegiarto the values of worldly asceticism
in which the richness, spontaneity, and pluralitgacial interactions and relations are
subordinated to the instrumental and rationaligidof productivity...” (2005, p.111).
She also argues that the post-autonomist tradanophasised liberatidinom work,
rather than liberatioof work or unalienated labour (Weeks, 2005, p.128)s Tefusal is
both a rejection of the present system, but alsatbpening up spaces (which would

otherwise be taken up by work) to construct altevea (Weeks, 2005, p.122).

The refusal of work provides an interesting condeptonsidering cultural activity. It
suggests the rejection of conventional work rogjrseich as the fixed workplace, the
corporate structure or the 9 to 5 schedule. Ilss about finding alternative ways of
earning a living which are seen to be more pledderand personally satisfying, such
as self-employment, contract and freelance word,@articularly employment in
culture. However, these developments coincided agtimomic shifts in relation to

Post-Fordism (such as the growth of the culturedienand service industries). This
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creates new forms of exploitation, including théeesion of work into personal life
(and the consequent loss of personal free tim#)egploitation and self-blame
(because of the lack of clear line management respiity). | will now turn to the
theories of Maurizio Lazzarato and Paolo Virno, Wiawe theorised these implications.
Their work captures important aspects of experieriaultural work, connecting
ephemeral phenomena as emotional states to a potiecal condition (Virno) and

providing some compelling images and metaphors.

Maurizio Lazzarato has theorised cultural workiasmaterial labour’, which he defines
as ‘the informational and cultural content of tleenenodity’(1996). He is concerned
with paradigmatic post-Fordist industries suchaagliovisual production, advertising,
fashion, the production of software, photograplwtural activities, and so forthilfid).
He uses the concept of ‘interface’ to define theagion: the interface between
production and consumption, between various lesefgoduction, etc. This definition
bears certain similarities with Bourdieu’s ‘new tcubl intermediaries’, although
Lazzarato does not mention the concept. Lazzargteea that the Taylorist model of
‘scientific management’, closely associated with Bordist assembly line, meant that
the worker was meant to perform the job as effityess possible as a ‘cog in the
machine’, but not to think for him/herself, meanthgt his/her mind did not belong to
the company, nor did his/her spare time. In cottthe immaterial labourer is
encouraged, and in some cases even obligatedhtoftiti him/herself, but his/her
ingenuity and creativity are then used to produselss value. Lazzarato characterises
the current situation, or ‘cycle of production’a@s even more oppressive form of
capitalism than industrialism, because it integrater thoughts, feelings, desires and

creativity into capitalist production. Because lukt and the increasingly contract- and



35
project-based nature of work, ‘precariousness, reypaoitation, mobility, and
hierarchy are the most obvious characteristics efopolitan immaterial labourll§id).
Another related aspect of immaterial labour isklthering between work and leisure,
and production and consumption (including, | woaittl, the capitalisation on sub-
cultural and informal activities). The result iatleverything becomes work. | should
mention that Lazzarato is drawing on the concephefsocial factory’, where all of
life, including leisure time, interpersonal relatsthips and the family, are integrated into
capitalism; where, in other words, of all of lifedomes a ‘factory’ (Tronti, 1973). He is
also working with Foucault’s concept of biopowetheorise the conditions of

immaterial labour as a form of social management.

This concept of ‘immateriality’, of course, is rattmisleading, as work in the media,
cultural and service industries is not really ‘intaréal’, and has real physical effects
(Dyer-Witheford, 2005; Wright 2005). One could atggue that, contrary to Lazzarato,
the cultural industries are in fact becoming rostd and standardised (superficially
taking on Fordist characteristics) due to the ipooation of cultural work into

capitalism.

1.6 Emotional Tonalities: Cynicism, Opportunism andidle Chatter

In Grammar of the MultitudeRaolo Virno speculates on the ‘emotional tonalifythe
present political climate (2004, p.76), which ipexenced as a kind of collective

mood. The emotional states that characterize thgept moment according to Virno,

are cynicism, opportunism and the ‘idle chattere. tdferences Heidegger’s concepts of
fear and anguish (fear being linked to a specHigse, such as the loss of a job, anguish

being a more general existential condition). Viemgues that it is no longer possible to
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distinguish between fear and anguish, and becdubéspno stable or reliable place
where one can definitively feel safe. The most cammesponse to the situation is to
desperately search for security; obvious examgdlé@si®being authoritarian thinking,
careerism, or racism and xenophobia (Virno, 20084 Workplaces require adaptation
to constant change, switching between differers setules and criteria, and choosing
between possible alternatives. The possessionlibicpbor ethical principles becomes
a liability, as the dominant ethical consensusa@ange at any moment. These sorts of
conditions produce nihilism, cynicism and opporsimi—which then become
professional requirements within the Post-Fordistikplace. Virno defines nihilism as a
praxis with no solid foundation in any principlegnicism as an awareness and
experience of the arbitrariness of rules, and ttimate acceptance of inequalities with
the knowledge that one can benefit from them. Viletines opportunism in structural
rather than moral terms, as originating:
in an outside-of-the-workplace socialisation markgdinexpected turns,
perceptible shocks, permanent innovation, chrarstability. Opportunists
are those who confront a flow of ever-interchand¢gabssibilities, making
themselves available to the greater number of thésleling to the nearest
one, and then quickly swerving from one to anotfiérno, 2004, p.86).

Opportunism becomes integral to the Post-Fordiskplace, as:
the cognitive and behavioural reaction [is duehwfact] that routine
practices are no longer organised along uniformslimnstead, they present a
high level of unpredictability. Now, it is precigethis ability to manoeuvre
among abstract and interchangeable opportunitieshwdonstitutes
professional qualityn certain sectors of Post-Fordist productioniec
where the labour process is not regulated by desjpayticular goal, but by a
class ofequivalenipossibilitiesto be specified one at a timdbid).

Virno argues that that cynicism, opportunism arid ahatter originate from the

incorporation into management theory of everydaykpiace rebellions (as well as

more generally intellectual and creative capaditiesving little time or mental energy
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left to be creative outside the workplace, let altmbe politically active.

Virno also uses the concept of ‘virtuosity’ to thise the incorporation of creative and
intellectual capacities into capitalism. He definetuosity as an activity which finds its
own fulfilment in itself, taking place in contingesituations, and requiring the presence
of others (audience). Virno discusses Marx’s anslgsthe work of dancers, orators
and musicians in the appendixQapital, Vol.] entitled ‘Results of the Immediate
Process of Production’; Marx describes them as@edjan activities in which ‘the
product is not separable from the act of producfhgrx, 1990, cited in Virno, 2004,
p.53). If organised in a capitalist fashion, vigogerformances can ultimately be a
source of profit. Virno sees a great deal of thekwaithin the cultural and service
industries as a series of performances: betweesgason and customer, between
employer and employee, or between employees (hane ¥ describing similar
phenomena as those studied by feminist sociolggisessHochschild, 2003). The result
is that everyone is a ‘virtuoso’; this does notes=arily mean that everyone has
specialised skills in public speaking or performaraut that everyone has to

communicate (which is the link here between virityosnd ‘idle chatter’).

This raises the question of the extent to whiclryewe is a virtuoso, or whether some
people exemplify this quality more than others.tkheirmore, Virno oscillates between
claiming cynicism, opportunism and idle chatteb&universal conditions, and arguing
that the cultural industries specifically exemplifiese qualities, and that, furthermore,
the conditions in the cultural industries are atfibrefront of social transformations.
This is where Virno risks the accusation of vandisan (the assumption that those who

are the most productive for capitalism are alsontiost revolutionary).
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Virno concentrates on the workplace as a site wtierge emotional tonalities play out.
This raises the question of whether or not theyeaperienced by artists, particularly
those who work as freelancers have a less convaitielationship to work. As | have
suggested earlier, artists who worked in the pulnlicoluntary sectors are more likely
to work as freelancers, and must also mediate emdgte their own work. This sort of
activity — of chasing after contracts and writinmpdling proposals — can be much less
common for artists who work in the commercial sedttowever, does the very fact of
engaging in these activities — such as chasingactstand funding — intrinsically make
artists cynical or opportunistic individuals? Thigy not necessarily be the case. This
means that we should not interpret Virno’s analifssally, or at least acknowledge the

complexities and nuances of freelancing and selfleyment.

1.7 Free Labour

Drawing on the work of the above theorists, Tizidearanova discusses the unpaid
work involved in ‘the digital economy’: the buildirand maintenance of websites and
email lists, the altering of software charactetisti Open Source and Free Software,
and, | would also add, social media. Terranovaesdhat people often are involved in
these sorts of online activities for their own gheiee and self-fashioning, but in doing
so, essentially perform site maintenance and ‘ctardevelopment’ for free (2000, p.36-
39). Connected to the concept of the ‘social faciscussed earlier, Terranova points
out the fact that users draw on knowledge gainedfgrmal contexts (such as
subcultures), and that this collective knowledge stuffed the pockets of multinational
capitalism for decades’ (Terranova, 2000, p.3%moftith the voluntary participation of
members of subcultures. Terranova also arguesthadader analysis can be made of

the structural dependency of the cultural economthe free labour of consumers and
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amateur producers.

Another issue is the reliance of arts organisat{@igere many artists work) on
internships and other forms of unpaid volunteerkaein this case the exploitation of
the desire to have a job in the arts and/or to nemioeigh contacts to further one’s art
career. As organisations and businesses (not ortheiarts, but also in other ‘desirable’
fields such as the media and politics) come to oalynpaid work, this becomes a

workplace norm.

It would be useful here to return to Bourdieu'sderomic world reversed’, and the
deferral of immediate financial gain for the podgiypof future fame and reward.
Although less about bohemian asceticism or a deltbecommitment to ‘pure’
definitions of art, it could be argued that unpaigrnships involve a similar type of
waiting game, as symbolic capital is accumulatadHis case, lines on the CV) until it
can be eventually transformed into an actual incajeb in arts management, or
enough art world connections to be able to pursiud-&ime art career). Although not
entirely synonymous with the conditions discussg@burdieu, socio-economic
privilege plays an important role in these situasioparticularly in terms of the financial
support that will make it possible for people torkwéor free, and especially in
expensive cities such as London. Specific to tke(@articularly their most
institutionalised forms), specific traditions ofil@mthropic support for culture as a
‘worthy cause’ and the involvement of independemtgalthy may have led to the
perception, within certain contexts, that a livimgge is not an important concern.
These factors can exacerbate social inequalitigseimrts. However, the particular crux

Terranova identifies is also significant: whereggigrable or personally meaningful
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activities double as unpaid voluntary work and fiemtent generation’. This reflects a
wider condition in which activities which are trdnally seen outside the sphere of
work become economically productive. This is coneédo cultural and economic

shifts where having one’s finger on the pulse bez®mcreasingly lucrative.

In a general sensBpst-Operaismaould be seen as the attempt to reinvent Marxist
theory for post-Fordism; its popularity, particijaHardt and Negri’Empire,coincided
with the anti-globalisation movement and the p&&9.revisiting of Marxism (which
also included texts such as Derrida’s 19p#ctres of Malx Their theories also reveal
the influence of poststructuralism; for exampleréhcould be certain similarities
between Tronti’s ‘refusal of work’, which Virno dal'exodus’, and the Deleuzian ‘line
of flight’. Their analysis of the present momenténms of the deep and sophisticated
penetration of capitalism into everyday life dravesy heavily Foucauldian concepts of
biopower and governmentality, as well as Deleuzs®siety of control’ (Deleuze,
1992). InEmpire’s New Clothegjimothy Brennan has described these theories mster
of the combining of Marxist with non-Marxist or evanti-Marxist demands (Brennan,
2003). He cautions that these theories are braogkther in a way that creates a
totalising system; in some cases subjectivity bexothe only place where resistance
can take placdlgid). It is beyond the scope of this text to fully agg in a critique of
these theories; | should point out that | do irt fare théost-Operaismaheorists’
interest in subjectivity, but this project is algery much about material conditions,

policy discourses and field politics — and wheteofthese intersect.

1.8 The Artistic Critique and the Social Critique

Luc Boltanski and Eve Chiapellolhe New Spirit of Capitalisis a play on Max
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Weber’s concept of the ‘spirit of capitalism’ by ppang out the ideologies that motivate
the participation of individuals and maintain tleeigl order, or as they define ithé
ideology that justifies engagement in capitaligBoltanski and Chiapello, 2005, p.8).
If the Protestant work ethic (the subject of Webéamous analysis) served an earlier
phase of capitalism, and the large firm and thgdarsation man’ served the post-war
years until the sixties, then the ‘new spirit opitalism’ is based in capitalism’s
response to, and absorption of, the struggles of B It coincided with the 1960’s
generation’s entry into the government and busiestablishment. This ‘new spirit’ is
‘the city of projects’, requiring flexibility in with autonomous persons pursue multiple
projects’ (Turner, 2007). This is connected to wBaltanski and Chiapello also term
‘the connexionist world’, where business is stroetlin terms of relationships and
interdependencies between firms and between supaliel customers (2005, pp.129-
132).The New Spirit of Capitalisms thus another analysis of the Post-Fordist
transformation through the 1960s, based on chagbe world of work and the
incorporation of the 1960s rebellion into the eaogpparticularly through new

management theory (particularly in the French odte

The New Spirit of Capitalisfimcuses on the traditions emerging out of pardctdrms
of ‘indignation towards capitalism’:

1) capitalism as a source of disenchantment andheaticity

2) capitalism as a source of oppression, oppos#tetdreedom, autonomy and
creativity of human beings’

3) capitalism as a source of poverty and inequality

4) capitalism as a source of opportunism and egoism

(Boltanski and Chiapello, 2005, p.37).

The authors see these forms of indignation as produwo essentially incompatible

traditions, which they term ‘the artistic critiquend ‘the social critique’. The artistic
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critique is ‘rooted in the invention of a bohemldastyle’, and the critiques of
bourgeois society, and is based in the indignatarapitalism’s ‘disenchantment and
inauthenticity’ and ‘foregrounds the loss of meapiand in particular, the loss of the
sense of what is beautiful and valuable’ (Boltareskd Chiapello, 2005, p.38). It
stresses the tendency of capitalism to dominateahuseings, subjecting them to the
profit motive, while ‘hypocritically invoking mordl’ (1bid). Against these forces, the
artistic critique presents ‘the freedom of artist®ir rejection of any contamination of
aesthetics by ethics, their refusal of any fornsudfjection in time and space and, in its
extreme forms, their refusal of workb{d). The model for the artistic critique is the
mid-nineteenth century dandy, who ‘made the absefpeoduction (unless it was self-
production) and a culture of uncertainty into ungeendable idealdlid). It was
specifically the ‘artistic critique’, according tbe authors, which was taken up by new
management in the 1980s and 1990s. Artists thees@lhay no role in their analysis,

which is really more about representations of ttists lifestyle.

The other general tendency, which Boltanski anca@ddio term ‘the social critique’, is
based in the indignation at the ‘egoism of priviaterests in bourgeois society and the
growing poverty of the popular classes in a soaétynprecedented wealth’ (Ibid).
They locate the social critique within the Marxtistdition, which they argue rejects
both the individualism and also the political andrai neutrality of artists—and is thus
incompatible with the artistic critique. Lazzar&i@s argued that the artistic and social
critique are not in fact separate, and that thists critique’ is based on outdated
models of cultural production (Lazzarato, 2007)ci8bomovements (such as feminism)
which do not fit easily into the ‘artistic critiquer the Marxist-inspired ‘social critique’

are also largely absent, as Bryan Turner has pbmuiein his review of the book
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(2007). However, it is also important to rememib@ttas discussed earlier, the
fundamental disciplinary principles of the art fighrtistic autonomy, the figure of the
artist as an exceptional individual) have not cleahglespite numerous challenges
(including those posed by feminism). This raisessfjions as to whether the definition
of cultural production which serves as the basiBatanski and Chiapello’s concept is

in fact outdated.

Boltanski and Chiapello’s analysis is based arahedcentral argument that capitalism
is strengthened by incorporating critiques. Thegukon May ‘68 and the early
seventies as a pivotal moment, marked by strikdso#mer forms of unofficial
workplace disruption, which reflected a desiresoage from the routine drudgery of
work. The authors also mention the quintupling ifvarsity enrolment between 1946
and 1971, which essentially meant a much broadstioseof the population attended
university. The experience of university educatiomated a desire for work involving
creativity and independent judgement. Howevellsid @oincided with a period of both
high unemployment and also a lack of professioraiagerial positions, which meant
that many young people with university training e/@rorking at low-skilled jobs.
Combined with the anti-authoritarianism of the 19@0unter-culture, this produced a
widespread questioning of workplace hierarchiesrantines. Many young people
preferred odd jobs to stable, permanent but ulehgatnsatisfying employment for
which they were over-qualified. Boltanski and Clatp dedicate the rest of the book to
examining how this desire for autonomy and flexipibbecame incorporated into
capitalism in the 1980s and 1990s, particularlthasl960s generation entered positions
of power in government and business; they als@ttiae rise of new management

theory and the increasingly important role playgdrtanagement consultants. In other
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words, the incorporation into capitalism of thasdit critique (including the demands
for flexibility, autonomy and personally meaningfubrk) produced the current climate

of insecurity and deregulation.

Boltanski and Chiapello’s proposals seem to cemoend tighter regulations and the
formalising of informal networks (which, they argyerpetuate existing inequalities),
and as such are not relevant to this project. Hewekey point out a key contradiction:
of how freedom and security are seen to be muteaityusive. For example, they argue
that ‘the premium based on mobility leads to assggseople according to a mode of
existence, which, in addition to being far fromuerisally desired, presupposes access
to resources that are very unequally distributBdltanski and Chiapello, 2005, p.468).
In other words, one of the reasons why mobilitgashighly prized is precisely because
it is so difficult to manage, particularly for tregvithout access to private means.
Boltanski and Chiapello argue that to prevent ferttxploitation, it becomes necessary
to redefine the concept of freedom so that it isomger opposed to security.
Conversely, | would argue, it is also necessamgtiefine security so it is no longer

opposed to freedom.

1.9 Artists and the Risk Society

I will now discuss Ulrich Beck’s analysis of thevddopments | have just described,
which he theorises in terms of risk, the disappeseaf stable social structures, and
contradictions between the ‘first’ and ‘second modyg’. Beck is describing
developments in society in general, rather tharspgeeific situation of artists. However,
his analysis of the instability of work, place awatial structures has implications for

artists.
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According to Beck, the ‘first modernity’ was markbg the national welfare state, full
employment, clearly defined social hierarchies bodndaries, geographically fixed
production, and secure and standardised forms df.Wte ‘second modernity’ is
defined by the collapse of these structures, exggseople to uncertainties: there is
rising inequality, but it is not easily translatalmhto class structures; both the welfare
state and the model of full-time, paid employmenteeinto crisis; the experience of
global risks calls into question the authority gperts; intergenerational hierarchies are
no longer ‘naturalised’ but are questioned, andsdlife biography is no longer a given
but something one must invent for oneself. The ptetathat Beck uses for exposure to
risk is ‘dancing on the edge of a volcano’ (BedB0@, p.71). For Beck, unlike for
authors such as Zygmunt Bauman or Richard Serhitis not a narrative of loss or
decline or a call for the return of traditional sbstructures and collective
identifications. There is a sense of no going bawclernisation must come to terms

with its own limits, or become ‘reflexive’.

From a certain perspective, the lives artists [Eadd be seen to exemplify these
developments: in terms of self-made biographiaa@mpatibility with stable, full-

time employment, conventional family structures, étowever, this is problematic as it
could be interpreted as a vanguardist statememio@dion the arts at the forefront of
social transformations), and it is important to eenber that many people are in fact
affected by these shifts, not only artists. If Wik of artists as a heterogeneous groups,
with varying degrees of socio-economic priviledesrt some artists may even be
affected by these shifts more than others. Anagiestion comes up if we consider

Beck’s analysis (particularly in relation to selfde biographies) in relation to the
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previous discussion on changes to the nature ddrthfeeld. As the arts become more
integrated into the economy and policy imperatikges the cultural field in fact
become more codified, leading to the developmeneady-made templates for artistic
success (studying at certain schools, working dairejobs, occupying certain social
circles, or even making certain kinds of art)? Dites mean that, in some cases, artists’

biographies are in fact less self-made than we niighk?

Beck also examines the persistence of certain skilectures or institutions which have
outlived their relevance, which he calls ‘zombiéegaries’ (Beck and Beck-Gernsheim,
2002, p.203). ‘Zombie categories’ are ‘still dead &till alive’; they are simultaneously
being rejected but are still are valued, and comtito structure many institutions, as
well as social research (Ibid). The ‘zombie categgthat Beck describes include the
family, full employment, and, controversially, ckad his raises questions about the
criteria defining a zombie category, and the protdef making universal claims ( and
applying them outside Western metropolitan conjesisd whether or not people
actually experience social categories as livingead. Another question is about
whether in fact we are talking about an overallcess of ‘detraditionalisation’, which
Beck has discussed elsewhere (Beck, Giddens ang 1894). Lisa Adkins has argued
that neoliberalism actually exacerbates proceskestmaditionalisation’, where caring
responsibilities are shifted from the state ontogtlty female) family members,

entrenching traditional gender roles (2003).

Adkins’s argument has a wider significance in teohBow neoliberalism can entrench
social hierarchies, particularly in terms of thlEatenship between the state and the

family. The erosion of the social safety net cesativisions between those who can
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rely on family income and those who cannot (prola#sing Beck’s argument about the
family as a ‘zombie category’). Because, as mesetiogarlier, artistic labour can often
be precarious, self-directed and unpaid, it becopaescularly vulnerable to these sorts
of developments, as the decision to pursue artiart@reer becomes an even riskier
prospect for those without family support. The withwal of state support, particularly
benefits, thus could potentially affect the cultdi@d, in terms on who could

participate in the field and the types of experemthat are reflected.

However, the ‘zombie category’ is still a usefuhcept for understanding the particular
contradiction in which the artists (as well as mathers) find themselves. This
contradiction exists between the organisation ofexg around stable, full-time
employment, conventional family structures and kegn living arrangements (with
their origins in the post-war welfare state andaaarder), and on the present-day
instability of work, place, living arrangementsg.€in practice, this means that social
norms and policies remain structured around a véijeathat many people are no
longer living; this inflexibility produces a gredeal of exploitation. For example, if
certain rights and benefits are contingent on stélll-time employment at a time when
full-time employment is becoming increasingly rateen many fewer people are able to
enjoy these rights, falling through the cracks bseahey deliberately reject these
norms or are unable to conform to them. This isamby a question of policy but also of
identity and subjectivity: full-time employment @n would add, marriage and
property ownership) as normative expectation cad [geople to deny their own
situations, or worse, to personalise them and bll@mselves (Beck and Beck
Gernsheim, 2002, p.24). Beck asks some crucialtipussabout the role of the welfare

state:
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How can social safety nets continue after theante full-time
employment society?... ‘Living one’s life’ is theiging image of our times.
So how can the desire for self-fulfilment and sitermination be
harmonised with the need of democratic institutifmmgarticipation and
consent? (Beck, 2000, p.120).
What Beck proposes as a response to this conti@uliststate support along the lines of
a guaranteed income, whereby other forms of warkh{ss parental work or what he
terms ‘civil society work’) will be compensated,cawhere full employment will no
longer function as a normative ideal, or a requaetior rights and entitlements. As
mentioned earlier, Beck does not specifically dsscthe situation of artists, but this
raises the question of how civil society work viaé defined, and whether artistic
activity could be considered in these terms, ascaBy important activity which does
not fit conventional employment structures or imgocases social norms. The history

of avant-garde transgression and art’s rejectiocoaentional definitions of utility

means that terms such as ‘civil society’ work wolédcontroversial.

1.10 Too many artists?: The Issue of ‘Oversupply’iad the Exceptional Nature of

the Artistic Field

I will end by discussing the work of two authorsriag in the field of cultural
economics, Pierre-Michel Menger and Hans AbbinghBathors address the
conditions of ‘oversupply’ and extreme competitiarthe arts. They argue convincingly
that it is the cultural sector’s ‘exceptional’ cheter (that it does not behave like other
labour markets) that leads to structural inequeitiTheir prescriptions are more
problematic because of their basis in a ‘moral hdizagument (that state subsidy
encourages risky behaviour). They also call forrtbemalisation of the sector, and

(even more problematically) the restricting of wdam become an artist.
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Pierre-Michel Menger’s research is primarily foaties the social insurance scheme
for freelancers in film, television and live engenment, or intermittents du spectacle
Menger’s starting point is that the arts do notaasehaccording to normal economic
principles; instead of more opportunities leadiogteater employment, more jobs
actually lead to greater unemployment (Menger, 2@0&3). Menger also cites Eliot
Freidson, who argued that art by nature challetrgestional definitions of labour
(Freidson 1986, cited in Menger, 1999, p.19). Mersgggests that, in France, the
expansion of the film, television and live entertaent sectors (particularly the
development of small, independent production congsrare a direct result of the
deregulation of those industries. These employens, Menger terms ‘cultural
entrepreneurs’, hire and fire at will, without tagiresponsibility for the career
development of their staff. Job allocation is basedeputation as well as industry
contacts and networks (Menger, 1996, p.356). Asyiséeem expands, ‘it generates more
competition among a growing number of performeis &orkers for a less rapidly
increasing number of job hours’ (Ibid). The ressilgreater competition for shorter and
shorter contracts; the state, through the socsalrance scheme, absorbs the risks from
irresponsible employers (Menger, 2005, p.52). Mesges the social insurance scheme
itself as the source of the problem, as it encasaghighly competitive freelance
economy, which attracts increasing numbers of pedglis results in greater
competition for fewer opportunities, and longeripes of unemployment between
contracts (which are then covered by the socialrarsce scheme, which has run a
deficit for almost its entire existence). Mengesaatioes not understand why people
would pursue such a risky career choice:

we cannot simply assume that on average peopleiartistic freelance

labour market are true risk lovers; nor can we @&sthat they are mainly
moved by such a love for the arts that they coolavith even much less
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without quitting, provided that psychic income Iways secured. (Menger,

1996, p.354).
Menger argues that these conditions (of extremepetition and ‘oversupply) are
intrinsic to the artistic field in general. Refecamg Cesar Grafia’s analysis of 1830s
Paris novelists, Menger suggests these these aomsldf oversupply and skewed
income distribution are nothing new, after artisese no longer sponsored by the
church or aristocracy (Grafa,1964, cited in Men§)@89, p.566). The artistic field has
always been marked by a continual drive for noyelkyposing people to the whims of
fashion: an instability which must then be manalggdnsurance devices’ (Menger,
1999, p.31). Menger references Baumol and Bowed66 Study of the performing arts
(Baumol and Bowen 1966, cited in Menger,1999, p.@8jch found that artists often
improve their situation through private sourceg (financial support of a spouse, family
or friends) and public funding sources (such astgtasubsidies, sponsorship or
benefits). However, a more prevalent tendency ikiphe job holding (which may
reflect both difficulty in accessing state fundiagd also the entry of people without
family support into the field). Menger argues thatltiple job-holding makes artists
closer to entrepreneurs, as this allows them th 8ofersify the risk and facilitate
networking with others in the field. As a respots¢hese uncertain conditions, Menger
argues for more regular employment for artists,ddsh points out that this would
require the further regulation and normalisatiohef field, such as more clearly
defined professional criteria (which, as Bourdiemnd argue, would contradict one of
the field’s fundamental principles). In doing se, takes the opposite position from
Beck and some of the other authors mentioned easlie® would claim that the labour
market has irreversibly changed, and that callorgpErmanent, stable, full time jobs is

no longer possible (for artists or for anyone else)
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Menger’s argument is that artists have become ebaynfigures for neoliberalism;
contrary to the received wisdom that artists resagitalism by their adherenceltart
pour l'art, artists’ unquestioning belief in the star systamd the ‘talent economy’ are
very conducive to neoliberalism. Menger does netsjtally use the term ‘false
consciousness’, but it is implicit in his referemgiof Arthur Stinchcombe’s concept of
superstition as a way of dealing with uncertair@gir{chcombe, 1968, cited in Menger,
1999, p.1% for Menger, talent is exchangeable with supeostitHowever, as Yann
Moulier Boutang discusses in his review of Mengbosk, Prtrait de I'artiste comme
travailleur (Portrait of the Artist as WorkerMenger seems to have little concern or
sympathy for artists’ working conditions: ‘the aatlpresents an absence of empathy,
even an unconscious antipathy cloaked in “scientifijectivity” (Boutang, 2004,
p.265, my translation). Boutang points out that s critique of the cultural
economy is that ‘the division of labour that existgroject-based management, conflict
and cooperation does not take place in a direcoagahised hierarchy’ (Menger, 2003,
in Boutang, 2004, 268; my translation). This exmsahis prescription to normalise the
field and restore those hierarchies. This ‘antipatimy also be a result of Menger’s
methodologies, which seem to come from censusboulamarket statistics, but do not
contain interviews or other qualitative materialcB methodologies are useful for
mapping overall labour market tendencies but ledeissuch subjective questions such
as individual motivations to become artists, beythdattractions to fame and risk-

taking.

In Why Are Artists Poor: The Exceptional Economy efAnts(2002), Hans Abbing
expresses many similar observations. His argunsethiai state funding encourages too

many people to be artists and props up unsuccemsiubrks. Despite the policy
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implications of his argument, Abbing’s work has b&eell received in cultural policy
circles, perhaps because of his unique perspeasivmth an artist and an economist.
Why Are Artists Pooincludes numerous anecdotes of art world interastias
experienced by ‘Alex’ (a stand-in for the auth@tbing plays the roles of the
economist and the artist off each other and theetiomes contradictory perspectives
they reflect:

as an artist ... adhere to the this view that tnaelaes not pay and that

artists must suffer... As an economist, howevepgdose the notion that

there is no relationship or even a negative onedxt quality and market

value. | believe that market value and aesthetigevgenerally correspond

(Abbing,2002, p.56).
Like Menger, Abbing argues that the art field isexceptional economy, even a gift
economy, the gifts in this case being state subsijglirivate and corporate sponsorships,
and artists’ self-subsidisation. Because both aksvand artists are perceived as
possessing inherent authenticity, they are perdeagean alternative to the banality and
superficiality of the bourgeois lifestyle. As thrg/th of authenticity maintains the
exceptional status of the gift economy, the pusit@art must not be sullied with the dirt
of commerce. Abbing also draws attention to thenvsceincome distribution of the art
field, citing Frank and Cookvinner Take All Socieff1995)and Sherwin Rosen’s
discussion of competitive sports, where small ddifee in performance lead to large
differences in income (Rosen 1981, cited in AbbR@)2, p.108) . He argues that artists
deliberately choose this unfair situation becabeg ire more inclined to risk-taking
than most, and are also misinformed about theincbs of success. Similar to Menger,
Abbing feels that state subsidies contribute tdfigld’s exceptional nature, and thus its
unfairness. Instead of increasing artists’ incogrants encourage artists to ‘quit their

day jobs’, choosing instead to dedicate themselvéiseir work, or making

commercially unsuccessful art, and thus not imprgvtheir economic situations.
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Grants and other forms of state support (includiaegefits) make the situation worse by
encouraging people to pursue artistic careerssueiag them that the state will support
them if they are unsuccessful. This creates at®tuaf too many artists for too few
opportunities. Subsidising organisations (so ttutexample, museums, theatres and
concert halls can charge free or cheap admissma)so of limited public benefit as
only privileged people feel comfortable within susfivironments. The subsidisation of
high culture leads to a lack of support for popadrforms (Abbing, 2002, p.223).
Abbing’s proposal is to reduce state subsidieteaarts, which will reduce the number

of artists and because of this, the field’s exaeyal and hyper-competitive character.

Abbing’s critique of the ‘winner takes all’ econagsiof the arts are important, but his
analysis is quite reductive. For example, it isdobsn the assumption that all publicly
subsidised culture is defined as high culture, peed by and for the social elite; with
no difference, for example, between an opera handea community centre hosting
local bands. This is whek&hy are artists poorfeflects certain European and even
possibly Dutch assumptions about both state furcdédre and the ritualistic value
placed on high art. It also reflects the commorcggtion that all artists are (equally)
privileged, as though mass arts education hasmooght others into the field. If all
artists are all privileged, then they would notdfiected, on a material level, by
Abbing’s proposal to remove subsidies and therefestict entry to the field. In other
words, Abbing’s proposals would simply stop prigiéel butmediocreartists from
entering the field, rather than, for, example, thgprtionately impacting on low-
income or working-class artists. His perceptiomash@r surprising given Abbing’s
background as an artist) are also indicative obaengeneral blind spot around the

socio-economic conditions of artists. If all adistre seen to be privileged, then their
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material conditions effectively do not matter.

If, instead, we begin with the premise that mass @ducation has brought at least some
people into the field who do not necessarily consenfprivileged backgrounds, and

who may not have access to family support or atberces of private income, then the
guestion of who will be affected by withdrawing subes becomes more controversial,
as it may lead to the restriction of the fieldhoge with access to private sources of
income or high levels of symbolic, social and crdticapital. This raises the spectre of
the potential homogenisation of the cultural fieldot only in terms of taste cultures,
but in terms of who can be a cultural producer, @sygkcially who can survive the risks
and financial insecurities of an artistic carednnking along these lines means

considering material conditions, more so than Agladoes in his study.

1.11 Conclusion

This first chapter has examined the impasses dhdrstesolved contradictions around
the relationship between culture and capitalisns #lso an attempt to evaluate what
the figure of the artist and the bohemian lifestyd&e come to represent within Post-
Fordist society, and what purpose is served byethegresentations. There is a larger
debate as to whether the figure of the artist amnduic genius is in fact a ‘zombie
category’. As discussed earlier, there have beénques of this model of the artist since
the early twentieth century. However, the Romagénius could be seen as very much
alive and in fact surprisingly resilient, havingeatly merged with aspects of celebrity
culture and intellectual property regimes. As Baemcand Miege have argued in
different ways, the genius myth is in fact a neaggpart of the marketing of culture.

This might reveal how the fundamental disciplinprinciples that define art, and which
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distinguish it from other fields are surprisinghaiterable.

As we have seen, this brings up thorny questioosrat power, socio-economic
privilege and the role of the state. Who can becamartist? Does state subsidy for the
arts promote entrepreneurial risk-taking and erageitoo many people to enter the
field, producing extremely exploitative and compe#i conditions? Conversely, is state
subsidy actually a means of democratising the fi@ldwing artists to survive the risks
and contingencies of freelancing without family gap or other forms of private
income? How does the art field deal with the eonfrgnany more people? This requires
examining the role of the state in more detail:dgample, what are the differences
between arts grants and other forms of subsidy?Wlthe relationship between state
subsidy and state power? It is to the relationshigulture to the state that | will now

turn.
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CHAPTER 2
2.1 Introduction
In the previous chapter, | began with the prentisg tultural production should not be
seen as the activities of exemplary individualg, veithin the context of a much wider
set of conditions. | have also examined the figafréhe artist and the bohemian lifestyle
in relation to the ‘capitalisation of culture’ (Mjé) and the social transformations of the
1960s onward. Towards the end of the chapter, llestged the perception that the
material conditions of artists do not matter (beeathey are all assumed to be
privileged), and raised the question of who beaesrisks and insecurities of freelancing
in the arts. The roles of the state and the fab®glgome important. | will now
specifically focus on the role of the state, batharms of cultural policy, and also social
welfare policy. Social welfare policy may, at firseem unrelated to culture, but plays a
crucial role in terms of the conditions that englecarious cultural work, and irregular
types of employment such as freelancing, partitpfar those without access to private

income.

At the same time, we also need to see social veeffalicy within the wider context of
population managemerdnd in the maintenance of social norms. Supppgnecarious
cultural work may be one of the effects of theskcpes, but that does not mean it is the
intended outcome. Because many artists freelantenane generally occupy
unconventional income and employment situatiorsy tan be caught within the
contradictions of state support and social norrhss Brings to mind Beck’s concept of
'zombie categories’ in the previous chapter, ad agthe related discussion of those
who are caught in the contradictions between pedibased on older social norms, and

contemporary modes of work and life which do nb{dnd the resulting exploitation
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and inequality). The nature of artistic labour (@Hias previously mentioned, is often
unpaid and takes place during spare time) meamibe vulnerable to reforms which
result in a loss of free time, and which penalisese who do not occupy normative
situations (such as full-time employment). At tlaene time, because of their
resourcefulness, self-reliance and willingnesautusalise their own work, artists can be
positioned as entrepreneurial ideal types by neddilpolicy-makers. This chapter will
thus explore artists’ contradictory relationshigtdicy, and how social welfare policies

both enable and undermine creative activities.

The chapter will begin with Foucault’s conceptgiof’ernmentality and biopower,
followed by his writings on neoliberalism. This lle followed by a discussion of
cultural policy, focusing on the work of George Yaeland Toby Miller, as well as the
phenomenon of ‘managerialism’ in cultural polidyeh a brief history of cultural policy
in the UK and Germany (as the fieldwork takes pladeondon and Berlin). The
second part of the chapter will be concerned woitiad welfare policy. | will begin with
the history of social welfare policies in Germamygldhe UK. This will be followed by a
discussion of ‘social exclusion’ as an influenpalicy discourse in Europe, and its

implications for artists.

2.2 Governmentality and Biopower

A useful framework for thinking about policy can foeind in Michel Foucault's

concepts ofjovernmentalityandbiopower Roland Barthes had originally used the term
‘governmentality’ in the 1950s to mean ‘the Goveamtpresented by the national press
as the Essence of efficacy’ (Barthes, 1989, 15@)ckult adopted and developed the

concepts inrhe History of Sexuality Vol(1984), Governmentality (1991gndThe
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Birth of Biopolitics(2008). He used the term to mark a shift in thireaof governance
in the transition from rule by sovereign power titerby government. By definition,
sovereign power was embodied in the figure of therrand so did not need to be
justified according to any external logic, but gowveental rule must prove that it is
successfully managing the populatiaecording to rational principles (governmental
rationality). Foucault contrasts these definitiofsule in Machiavelli'sThe Princeand
Le Mothe Vayer’s educational writingSor Machiavelli, the prince’s power to rule
might have been established by violence, inherégamdreaty, but there is ‘no
fundamental, essential, natural and juridical catina between the prince and his
principality’ (Foucault, 1991, p.90). For Le Motkayer, the ‘art of government’ can be
characterised by ‘the introduction of economy iptditical practice’ (Foucault, 1991,
p.92). Le Vayer’s text outlined three related forofigovernance: governing one’s
personal behaviour (morality), governing one’s figr®conomy), and governing the
state (politics). There is continuity between thiee: governing the state requires
governing the self, goods and patrimony; converseien the state is run well, the
head of the family will know how to look after tfemily, goods and patrimony (Ibid).
The ‘art of government’ also involved forms of seillance and population
management, coinciding with the development offigtld of demographics (Foucault,

1991, pp.99-101).

Foucault defines governmentality as ‘the ensemiri@éd by the institutions,
procedures, analyses and reflections, the caloukstnd tactics that allow for the
exercise of this very specific albeit complex foofrpower, which has its target
population, as its principal form of knowledge pickl economy, and as its essential

technical means the apparatus of security’ (19903). It involves questions of ‘how
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to govern oneself, how to be governed, how to gowgners, by whom the people will
accept being governed, how to become the bestlpeggvernor’ (Foucault, 1991,
p.87). Itis an art and science of population manaent, with wealth and health as
social goals. Historically, the rise of governmditjavas connected to the
transformation of the juridical state into an adistirative state, and the growing pre-
eminence of this type of rule over other forms.sTled to the development of
governmental apparatuses, and ‘a whole compleawdirs (Foucault, 1991, pp.102-
103). However, there is no clean departure or éngrsition from one form of
governance to the other, as sovereign power ausbef force have not disappeared

from governmental rule.

Arelated concept that Foucault develop3 e History of Sexuality Vol(1.998) is
biopower, defined as power over life and deathabi&n focuses on the passage from
sovereign to governmental power, pointing out thigin feudal society, the sovereign
had the power to take the life of one of his sulsjewithin governmental society,
institutions which underpin the life and well-beiofycitizens (schools, hospitals, etc.)
are also used to manage and control populatiorespdtwver over life and death thus no
longer belongs to one sovereign individual, bugxercised through institutions of the

state and civil society (Foucault, 1998, p.140).

2.3 Biopower and Neoliberalism

In The Birth of Biopolitic2008), Foucault draws on these concepts throwginiy the
development of neoliberalism. One could possib/the very beginnings of these
tendencies within the idea of introducing the ecopanto political practice; however,

Foucault distinguishes neoliberalism from oldendsrof liberalism, stating that
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‘neoliberalism is not Adam Smith’ (Foucault, 20@3131). Foucault traces
neoliberalism through the development of the pplecthat thestate's legitimacy is
based on guaranteeing economic freedoamnected to the reaction to totalitarian
regimes such as Nazism and Stalinism, in both Euama the US (Foucault, 2008,
p.83). Foucault defines the central concern ofibeddlism the ways that ‘the overall
exercise of political power can be modelled ongheciples of a market economy’
(Ibid). Foucault characterises the neoliberal retesthip between social and economic
policy in three different ways. The first is thaicgl policy must not include any form
of income redistribution, as this is seen to danthgesconomy; this is different from
Keynesianism, which positioned social policy a®anterweight to unrestrained
economic processes (Foucault, 2008, pp.133-134) s€hond is that neoliberal social
policy does not guarantee individuals against risks

...society, or rather the economy, will merely Bkeal to see to it that every

individual has sufficient income to be able, eitdegectly and as an

individual, or through the collective means of maltbenefit organisations,

to insure himself against existing risks, or theksiof life, the inevitability

of old age or death, on the basis of his privasemees (Foucault, 2008,

p.144).
Thirdly, economic growth is seen as the ‘only one tand fundamental social policy’;
it is what enables individuals ‘to achieve a leskincome that will allow them the
individual insurance, access to private property iadividual or familiar capitalisation
to absorb risks’ (Ibid). Although it is caught ujithwalues and regimes of
individualisation and privatisation, neoliberalisitbes not necessarily involve a laissez-
faire approach to governance. In fact, ‘neolibg@lernment intervention is no less
dense, frequent, active and continuous than arer afystem’ (Foucault, 2008, p.145).

The goal of state intervention is so that ‘compeatimechanisms can play a regulatory

role at every moment and every point in societyid). Another way of characterising
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this is the *application of the economic grid tasb phenomena’ (Foucault, 2008,
p.239), interpreting social phenomena in econosmims, and intervening in society

based on economic criteria.

This is where the differences between neoliberaasih classical liberalism become
evident. For example, liberalisnt®mo economicusr economic man is a partner in a
process of exchange (Foucault, 2008, p.224). Howeeeliberalism’s ideal subject is
an ‘entrepreneur of himself, being for himself ovgn capital, being for himself his own
producer, being for himself the source of [his]réags’ (Foucault, 2008, p.226).
Foucault connects this shift with development ef tbncept of human capital
(Foucault, 2008, pp.226-228). He illustrates thimtigh the example of the family,
which, historically, both provided a model for govance (as in Le Mothe Vayer’s
instructions to manage the state like a houselarsid)also maintained the dominance of
heteronormativity. However, what is crucially diéat about the neoliberal family is
that ‘time spent, care given, as well as the parediucation—in short, the set of
cultural stimuli received by the child’ functions aninvestmeninto the child’s human

capital; the child is seen as an ‘abilities-mach{Reucault, 2008, p.229).

These concepts of govermentality and biopower seéulifor thinking about
developments in cultural and social policy in tewhpopulation managemerif.we

then think about artists, creativity and culturedguction in relation to population
management (particularly within a neoliberal cotethis raises a number of questions.
How is creativity itself defined? What kinds of atewe expression are seen as
conducive to the values of neoliberalism and therests it serves? Following this,

which forms of creativity are supported, or at tdakerated, and which ones are not?
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Who can become a creative practitioner and howissrole envisaged? How close is
the definition of the creative practitioner to #trepreneurial subject, or creativity to
‘human capital’? | will examine how these questipiesy out through cultural and

social policy.

2.4 The Origins of Cultural Policy: Governmentality and Taste

In Cultural Policy(2002),Yudice and Miller apply Foucault’s concept of
governmentality to the history of cultural poli&rawing on Michael Shapiro’s
Reading Adam Smith: Desire, History, Valtiee authors also point out that thé"18
century saw the emergence of modern capitalisntteatdhe state was required to
regulate and manage ‘flows of exchange within th@at domain’ (Shapiro, 1993, cited
in Miller and Yudice, 2002, p.4). They contextualtbe development of modern
cultural policy in terms of an increasing conceiithvdemographics, including
reproduction, ageing, migration, public health aedlogy. The goal was to deliver a
healthy and obedient population. ‘Cultural poli@cbhme part of this duty of care’,
using the example of the UK Education Act of 198Rjch mandated school-pupil
visits museums’ (Miller and Yudice, 2002, p.5). Vtadso argue that the concept of a
unified national artistic culture was the aesthetianterpart to linguistic nationalism
and imperialism, serving to ‘educate the citizeimtp a set of tastes’ (Miller and
Yudice, 2002, p.7). Kant's aesthetics marked thpbphical dimensions of this shift,
whereby knowledge began to have a human ratherahia@ological foundation, and
where the universal character of this foundatidiogated in the public sphere and
bourgeois modernity. Kant defines taste ag@sus commung public sense, a
‘conformity to law without the law’ (Kant, 1978,ted in Miller and Yudice, 2002, p.7).

An aesthetic of truth and beauty functions as atefnal monitor’, and the ‘vergthos
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of singular appreciation becomes, ironically, aremting chord of national harmony,
binding individual goals to an implied national yh{Miller and Yudice, 2002, p.10).
For Matthew Arnold, like Kant, culture was univdrsais ‘the best which can be
thought and said in the world’ (Arnold, 1994, pw)ich, embodied in the state,
transcends particular class interests. For Armmltture can be taught; he campaigned
for the merits of a liberal education against tarian training for industrial production;
however, he also believed that culture served gooitant purpose, namely to counter

the social disintegration or ‘anarchy’ of the Inttied Revolution.

Cultural policy thus brings together taste and gorentality, and plays a hegemonic
role through securing of the idea of #thical state through education, philosophy,
religion, and so on. The ethical state is also se¢ranscend class identifications and
class conflicts. National cultural policies ‘*hold the nation as an essence that
transcends particular interests’, an aesthetig/umith a ‘tight link between language
policy..., teaching, literature and the audiovismaldia..” (Miller and Yudice, 2002, p.8).
Social harmony was ‘bought at the expense of tixdsese tastes are not only ethically
unacceptable, but more importantly, potentiallytestatory’ (Miller and Yudice, 2002,
p.11). The tasteful citizen (imagined as white,ligeois and male), was seen as a kind
of unattainable ideal subject position; one cotives towards this ideal through
aesthetic education, but never completely embaodyg this contexts, subjects are
always ‘ethically incomplete’, and this indeternggas to be resolved through a unified
national identity (Ibid). The role of cultural poli furthering a national project has
existed since, albeit in contested form. The d#ffexe today is that ‘citizenship is no
longer based on soil, blood or culture’ (Miller aviddice, 2002, p.28); instead,

competition for international comparative advantaggin global capitalism provides
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the framework. At the same time, European states hso seen a renewed nationalism

and xenophobia, which appeal to essentialist defims of national culture.

2.5 UK Cultural Policy: ‘Moral Uplift’ vs. Extendin g Access

The histories of cultural policy in both the UK a@&rmany were shaped by these
imperatives of national identity and moral uplifhe Arts Council of Great Britain
(ACGB) was founded in 1946 with John Maynard Keyasgsts first chairman. It was a
descendent of the Committee for the Encouragenféviisic and the Arts (CEMA),
intended to boost wartime morale. CEMA was poputistature, supporting theatre,
concert tours, and painting exhibitions in restatsaThe term ‘fine arts’ was used by
the ACGB to specifically refer to canonical culturaditions, but more practically to
avoid the ACGB paying tax (Francis, 2005, p.45)e Period between 1964 and 1970
saw both increased funding and the developmerggibnal arts associations (which
were based on pre-existing, self-organised artmiives). The term ‘fine arts’ was
replaced with ‘the arts’in 1967 (Ibid) because#s seen to be more democratic.
During this period, cultural democracy initiativefsallenged the elitism of both arts
funding and the definition of culture. These wexeraplified by policies of the Greater
London Council and other metropolitan councils, ethiocused on community centres
and libraries, and which tried to reflect the dsargr of the UK’s inhabitants (rather than
taking the white bourgeois male as universal). Hetegensions always existed
between extending access and maintaining statusajues, reflecting much larger
tensions about the relationship between high ceiltund the elite (Williams,1989a). In
some cases, the term ‘access’ became code fonatitex theatre and community art,
which received marginal funding when compareddo gikample, the Royal

Shakespeare Company (McGuigan, 2004, p.40).
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2.6 Culture as Entrepreneurialism
In reaction to 1970s cultural democracy initiativé880s cultural policy returned to
conservative definitions of both culture and aushgr, exemplified by the ACGB
report by then-chair William Rees-Mogg, entitlEéde Glory of the Garde(1984), ‘the
work of the artist in all its aspects is, of itdure, individual and free, undisciplined,
unregimented, uncontrolled’ (Rees-Mogg, 1984, citeBirancis, 2005, p.148); it is
perhaps all too easy to point out the relationsleippveen this rhetoric championing
individual freedom and Thatcher’s economic prograanin 1994, the ACGB was
replaced by the Arts Council of England, the Artsu@cil of Wales, the Arts Council of
Northern Ireland and the Scottish Arts Council. Naional Lottery was also
announced in 1994 and arts councils were giverorespility for distributing lottery
funds. The Department of Culture, Media and SO@NIS) was established in 1997
under New Labour, responsible for policy on varietgectors including: ‘the arts,
broadcasting, creative industries, historic envinent, internet and international ICT
policy, licensing and gambling, libraries, musewngalleries’ (DCMS, n.d.). In 2002,
the Arts Council for England and the regional éxards were merged into a single
body, the Arts Council England (ACE); this centsall state control of arts funding

(Francis, 2005, pp.138-9).

2.7 German Cultural Policy: Traditions of Regionalsm

Cultural policy in Germany has been shaped byangttradition of regionalism,
reflecting its history as a collection of indepentstates and city republics with their
own cultural policies and institutions, which psted after the nation’s founding in
1871. The National Socialist regime attempted t ths diversity with forced

centralisation and the instrumentalisation of a@ltd a tendency which only increased
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the penchant for federalism during the post-wargge{Sievers and Wagner, 2009).
After the Second World War, the Federal RepubliGefmany (FRG) consisted of a
federation of regions callddander,each of which held autonomous jurisdiction over
cultural policy (with the exception of German cuéabroad, which was administered
centrally). There continued to be strong regionféiences betweebénderin terms of
cultural policy priorities, as well as levels oftpie spending power. In particular, the
de-industrialisation in the 1970s produced regialigparities, benefiting the local
economies of someanderand disadvantaging others. Although some fundsane
administered federally, attempts by the nationalegoment to extend its reach into
cultural policy remain controversial, and fundirg €ulture is still largely administered

at the regional level.

Another important aspect of the post-war reconsisnan the FRG was a tendency to
position high culture as a counter to totalitarsamj at a time when the government was
focused on restoring the traditional values, caltinstitutions and facilities that had
been destroyed during the Second World War (Fieeédrand Dangshat, 1994, p.116).
As Burns and van der Will observe:
the bureaucrats in charge of cultural policy ndyahd what, as products of
the German grammar school system, came naturatheto, but they also
felt obliged to show that culture was capable afypig an important part in
rescuing Germany from the moral pariah status wNighism had
bequeathed it (Burns and van der Will, 2003, p.141)
Post-war cultural policy in the FRG involved a noifikpublic and private institutions,
and was focused on canonical traditions of Eurofeamgeois high culture, primarily

aimed at middle-class audiences. Berlin was aqudatily favoured location for cultural

policy during the Cold War, as East Berlin was ¢hpital of the GDR, and West Berlin
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was an outpost of the FRG in the East.

2.8 Cultural Democracy
It was against this backdrop that the theorieheffrankfurt School and Herbert
Marcuse critiqued the ‘affirmative’ nature of cuku The influence of these theories, in
connection with the 1960s counter-culture and stugeotests, created a larger
movement around cultural democracy. Terms suchlesnative’ and ‘culture for
everyone’ became popular (Friedrichs and Dang4/9&, p.116). These ideas also
influenced sympathetic policy-makers, as part oatwhas termed the ‘New Cultural
Policy’, with the agenda of widening the remit oftaral policy to include activities
outside of traditional high culture institutiona€®ers and Wagner, 2009). For example,
Walter Scheel, Foreign Minister in 1971, stated:tha
Culture is no longer a privilege of the few but glabbe accessible to
everyone. We should no longer sit in awe of DiBach and Beethoven; we
must arouse interest in the burning problems optiesent day, including
adult education, opening up educational opportesitihe reform of the
school system and the problems of the environn{&utrs and van der
Will, 2003, p.142).
One of the more utopian visions was that of Herm@taser, a municipal arts
administrator in Nuremberg; he developed and adeddar the concept @ozio-
kultur (socio-culture) whereby ‘the goal of culture, ursleod now as a network of
communicative practices, was to generate emandaieens empowered to think
critically about themselves and their positionhe tvorld’ (Burns and van der Will,
2003, p.143). However, it is important to rementbhet despite these developments,

conventional definitions of high culture have renea more or less intact and

unchallenged.
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2.9 Culture as Economic Development
Drawing on both the regionalism and regional comtipetbetween large German cities,
1980s cultural policy emphasised the role of celtwithin local economic
development, and in inter-urban competition. Th@3lPublication of the New
York/New Jersey studyhe Arts as an Industryvas particularly influential on
policymakers. The report demonstrated that investnmecultural infrastructure would
create economic growth; culture was seen to beftl factor in making cities attractive
to business ( Friedrichs and Dangshat, 1994, p.Tt8pughout the 1980s as well as
during the unification process, the argument fandied Germany drew on the idea
that East and West Germany shared a similar cuttonddanguage (despite their very
different political histories). In connection withis, the ternKulturstaator ‘culture
state’ became prevalent in cultural policy circlescause it suggested this shared

identity.

The reunification process led to the building efdenark institutions such as museums
and memorial sites, much of which was funded byf¢deral government. This was
hugely expensive, and in 2003, Berlin was facifgga billion deficit (Burns and van
der Will, 2003, p.149). The 1990s saw not only fagccuts, but also changes to
regulations to allow for private foundations to duculture, inspired by the model of
American ‘endowment culture’(Burns and van der WADO3, p.145). This led to the
sponsorship of the arts in Germany by banks angocations, which Burns and van der
Will describe as a positive development, but wiAthe Creischer and Andreas
Siekmann have critiqued in ‘Sponsoring and Neoéb@ulture’(n.d.). According to
Creischer and Siekmann, these sponsors stratggitssdtl contemporary art’s cachet

and associations with the ‘cutting edge’ to enhahee corporate imaggbid).
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2.10 Cultural policy and Neoliberalism

I will now turn to the effects of current socialdaaconomic developments on cultural
policy, particularly neoliberalism. According to Mir and Yudice, current tensions in
cultural policy reflect the different perspectivasthe neoliberal expansion of the
economy into culture (Miller and Yudice, 2002, p4L8The concepts of moral uplift
and the ‘ethically incomplete citizen’ still persigithin neoliberalism, but the key
difference is that now, citizens are seen as ngestthooling in adaptation to the needs
of post-Fordism (such as, for example, IT or bussngkills). Paul Du Gay has
characterised neoliberalism as an ‘evangelicalegidj and a ‘struggle against lack of
enterprise, which they conceptualise as a causeaml antagonism, a disease
spreading through the social body destroying ititéa innovation, creativity and the
like’ (Du Gay, 1996, p.71). Cultural policy thusagk a role in producing better
neoliberal subjects — seen as an unfinished tasthea’neoliberal subject’ is also seen

as in need of continual improvement.

Miller and Yudice also discuss several internati@mgeements that impact on cultural
policy through redefining culture specifically aaslintellectual property This began
with the 1978 UNESCO agreement on cultural heritégee General Agreement on
Tariffs and Trade (GATT), which involved debatesward whether or not culture can be
traded like any other commodity; and the World E&fganisation’s explicit language
around culture as intellectual property. The awuthtr not mention the World

Intellectual Property Organisation (WIPO) but ibtolays a significant role. Positioning

YIn In Praise of Bureaucrac{2000), Paul Du Gay in fact discusses the links/ben new
management gurus such as Tom Peters and aspét$senfangelical Christianity.
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culture as intellectual property is significantdefining creativity within the language
and framework of business and technology, whichbeas influential in neoliberal

cultural policy.

2.11 Culture as Resource

George Yudice'S he Expediency of Cultu(@003)explores neoliberal cultural policy
based on a central concept: that culture is nodoagtonomous, but has become a
resource.Yudice takes Heidegger’s definition of ‘resourc&’ (standing reserve’) from
The Question Concerning Technolpgleidegger defines ‘technology’ as a ‘calling-
forth’ that assembles, orders and enframes, arglesagything as potentially
exploitable (2003, 27). Yudice uses this conceptuature as resource’ to theorise the
folding of culture into economic policies. Anothgay of understanding this is that
culture is no longer seen as having intrinsic wéwihhas becomexpedientand must
now produce definable results and outcomes. Hethedsroader framework for these
developments as the erosion of welfare state anemiacement by localised, micro-

level organisations, NGOs, social entrepreneurstiijatives, etc.

Yudice sees the expansion of culture’s role asa@guence of the ‘reduction in direct
subvention for all social services, including cudfuby the state’, which then require
new forms of legitimation (Yudice, 2003, p.11). Cwé is no longer experienced,
valued or understood as transcendent (Yudice, 20Q2) but must now prove that it
can ‘enhance education, salve racial strife, heyygrse urban blight through cultural
tourism, create jobs, reduce crime and perhaps e a profit’ ( Yadice, 2003,
p.16). As | have discussed earlier, the associatiaulture with population

management has a long history, but there seem newautilitarian demands on culture:
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that it must heal the wounds of social and econatrife, and also function as an
incentive for economic growth ( Yudice, 2003, p.Appeals to the value of culture
must justify themselves in terms of outcomes sigcHiscal incentives, institutional
marketing or publicity value, and the conversiomoh-market activity to market
activity’ ('Yudice, 2003, p.15). These must be destmted through quantitative data

and other forms of hard statistical evidence.

2.12 Managerialism

One aspect of neoliberal policy is what Jim McGuigad Paul Du Gay have termed
‘managerialism’, or the restructuring of governmantl public sector organisations
along business lines (a process which began b&fatcher, but accelerated and
intensified under both Thatcher and New Labour, ldady will intensify further under
the coalition government). Managerialism is basedhe assumption that the private
sector is intrinsically more efficient and dynarthen the public sector, which is
perceived as outdated (Du Gay, 2000; McGuigan, R0A4Rethinking Cultural Policy
(2004), McGuigan describes how cultural institusavere changed by corporate
sponsorship. The financial contributions by bussesso institutions’ budgets were
relatively small. However, sponsors influenced ualt institutions by making funding
contingent on the demand to focus on pre-existattems of cultural consumption over
seeking new audiences. The late 1980s and 1999salsthe increasing popularity of
new management literature within government. Mc@uighention®keinventing
Governmenby David Osborne and Ted Gaebler (1992) as acpéatly influential text.
Osborne and Gaebler, ‘disciples of the renownedagament gurus Peter Drucker and
Tom Peters’, combined a modernising imperative a&itechnological determinism,

associating the public sector with Fordism andeprgneurialism with Post-Fordism
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(McGuigan, 2004, p.47). As a result of these infleess, many publicly-funded
organisations were increasingly required to re-oig@themselves and operate

though they were private businessespmmon pattern across Europe.

2.13 Creative Industries Discourses: Culture as Grgth and Employability

Strategy

The ‘creative industries’ policy discourse has bedinential within both the UK and
Germany. It represents an explicit attempt to pwsithe arts and cultural industries
within the terms of business and technology, anjdgofy them within these terms
(such as through the use of productivity indicatmrthe frequent use of terms such as
‘innovation’). As Nicholas Garnham has argued,ubgy term ‘creative industries’
involves the inclusion of technologically basedustties such as software or
videogames, along with the arts and cultural indesst- which have led to rather
inflated claims for their contribution to econongiowth(Garnham, 2005). Where
earlier tensions within cultural policy existed\ween imperatives to foster ‘talent’
(based on the conventions of individual authorshapy to ‘extend access’, current
tensions exist around encouraging talent (definecemarrowly in terms of intellectual

property generation), and encouraging employability

In the UK, the DCMS emphasises ‘individual creayivskill and talent’, as well as
economic growth through intellectual property gatien (DCMS website). The
tensions still exist around, on one hand, fostemalyvidual talent, and on the other
hand, the issue of ‘access’. However, what is figant is that the more traditional
understanding of ‘access’ (as encouraging nonitoadil audiences to participate in the

arts) is understood generally in terms of employtgand specifically in terms of jobs
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in the creative industries. Museum attendance @ierassons, for example,
encourages people to develop their creative patieind participate in the creative
industries, which the DCMS describes as ‘at thereensf successful economic life in an
advanced knowledge-based economy’ (DCMS, 20019tHar words, creativity
becomes yet another form of human capital. A 2088oping document’ entitleNew
Talents for the New Econordgfines creativity and the creative industriesven more
explicit and narrow terms: that the creative indastare expanding at twice the rate of
the economy as a whole, but that the UK’s compagattdvantage faces challenges from
other countries (DCMS, 2008). The focus is almastiesively on skills training and

business development; the arts as traditionallinddfare barely present.

The creative industries discourse in Germany ghliy different in the UK in that there
generally seems to be a greater focus on highreuthan on IT-related fields or
employability (Fesel and Sénderman, 2007, 9), anthe role of high-profile cultural
events such as the Berlinale film festival in céyd nation-branding (Fesel and
Sonderman, 2007, 12). However, in Berlin it hasueimstronger emphasis than in other
Lander, because of the role played by the media andrallitadustries within the local
economy. As | will discuss later, the success efBlerlin music industry, and attempts
by policymakers to capitalise on this, are alsmificant. According to Bastian Lange,
these policies tend to focus on ‘context-improvengf&urbanity”, city branding)’ as ‘the
only legitimate form of “helping” creative agen{kange, 2009). In 2007 (the year of
Germany’s EU Presidency), the role of the creatideistries in economic development
were also the subject of several large confereandgarliamentary debates. The
Ministry of Economic Affairs and the Minister ofé&é for Culture, introduced the

following programmes ‘Culture Initiative and thee@tive Industries’, and the ‘Music
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Initiative’ (Sievers and Wagner, 2009). This sudges increasing focus on creative

industries for policy-makers.

2.14 Artists and Social Policies

I have discussed cultural policies in terms of libey frame cultural production, both
in terms of their concrete effects on cultural pratibn (in terms of how they affect the
structure and functioning of the venues where ttista work) and also how they
function agdiscourseaffecting how we think of art and artists. Howevers important
to remember that on a material level, arts gractisadly go to very few artists and in
some cases, artists are unlikely to receive mare fleveral grants for their entire
careers. The artists | interviewed mentioned tafact, grants were practically out of
reach for them (several said they did not evendryatpplying). Because of this, cultural

policies may actually have little effect on howigtg survive on an everyday basis.

If arts funding plays a limited role in artists’ vking conditions, and also makes up a
very small proportion of their income (if at allipen it is actuallysocial policieswvhich

in fact have a greater impact on their everydagdiBecause artistic work is frequently
unpaid, self-directed and takes place outside aking hours, it is affected by policies
that impact on the amount of time artists havepens on their artwork. Policies that
affect artists’ ability to support themselves omtyiane and freelance employment
(including their ability to survive periods betweeontracts, where they might receive
little to no income) thus become important. Cultuvark does not fit easily into either
conventional definitions of employment or meanse@slefinitions of poverty, which
places them in an awkward position in relationuaent social policy discourses. In

this second part of the chapter, then, | will explbow certain forms of social welfare
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provision enable or limit precarious forms of cudtlwork. | will also consider the
effects on precarious cultural work of recent rafemwhich position paid employment
as both a social norm and the only form of finahstability (such as, for example,

restricting access to benefits).

Areport from the European Parliament’s committeeCaollture and Educatiohhe

Status of Artists in Europ006), illustrates the awkward position of artigike report
begins by asking why ‘despite flourishing cultureative industry markets, their
activities are generally carried out in far moregarious circumstances than other
occupations’ (Capiau, Wiesand and Cliche, 2004).plhe authors also observe that
much policy considers artists to be entreprendautstheir practices are ‘atypical’,
because artistic projects are often not launchegéaifically earn money, but to
‘express the creative forces of a personality’ tabty, perpetuating the familiar binary
of money vs. self-expression (Capiau, Wiesand diah€& 2006, p.6). The authors cite
a 2004 EUROSTAT study on cultural employment indpér, which showed (as we
might expect) that cultural workers were more ki hold temporary jobs, part-time
jobs, and more than one job than the workforcesimegal (EUROSTAT, 2004, cited in
Capiau, Wiesand and Cliche, 2006, p.8). They majitture of multiple job-holding,
project/contract based employment, and self-empémtr(Capiau, Wiesand and Cliche,
2006, pp.9-13). This situation leads to legal utaeties in terms of artists’ taxation and
social security status; lack of sector-specificazkipe in employment law also makes it
difficult for artists to know their rights. The duars also state that in some cases it can
be difficult to identify who is the employer or etapee, as the artist can sometimes fall
into one of these categories, or occupy them sanelusly: the employer of others on

a specific project, a self-employed worker withime&ro-company, and an employee



76
engaged in a project of a company, which in sonsexaould be his/her own project.
This mix of private and professional work makediclifit to determine what the authors
call ‘the classic link of subordination’ between @oyer and employee, and also makes
it difficult for trade unions to represent their migers as either entrepreneurs or
employees. (Capiau, Wiesand and Cliche, 2006, pAkra result, collective
representation fails to develop, except in largdslig institutions or companies. The
authors acknowledge that funding cuts and privaatisacan produce ‘grave
interferences with [artists’] ideas and professlgractices and may even consider
changing their work or working status altogeth&apiau, Wiesand and Cliche, 20086,
p.11); however, their analysis seems to be basedenidea that these changes affect all
artists equally (based on the assumption, discuszeier, that all artist possess similar

levels of socio-economic privilege).

The authors’ overall recommendations include:
-More flexible qualification criteria for unemployant insurance schemes
that would take into account the irregularity aistic work and its risks, as
well as the role of family life

-An allowance to pursue an artistic career whisshfally unemployed, and
to consider the development of projects as jobisgek

-Support for professional development and retrgnin

-Better coordination between EU member states atoatttists are not
financially penalised for working in different cawies; facilitation for non-
EU artists to work in the EU

-Clarification of individual contractual relationf®r both individuals and
small cultural enterprises

-agencies providing clear, practical advice tosgston legal, social security
and tax information (Capiau, Wiesand and Clich@&®p.iv-v).

The authors then outline several schemes spetyfiizafeted at artists and freelancers.
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Most of them seem to focus on either reproducimgdlassic link of subordination’
between employer and employee, and reducing tegutlarity of freelance work in the
arts (in other words, giving artists more secusstpy making artistic activity more like
regular employment). This raises the questiondfehare other ways of providing more
security for artists, without making them more lt@ventional employees. One
example of such a policyKlnstlersozialkasse’ (KSKy the social insurance scheme

for self-employed artists, will be discussed inther detail in a later chapter.

Having discussed the contradictions between iragerinployment in culture and the
basis of social policy in regular employment, llwilove on to discuss social welfare
policies in the UK and Germany. | will now examigecial exclusion’, an influential
policy discourse in Europe, drawing on both Rutkitas’s text,An Inclusive Society?
(1998), and alsB8eyond Social Inclusion, Towards Cultural Democréz04) by the
Glasgow-based Cultural Policy Collective, which msilsome very pointed critiques of

the role of artists in social exclusion policy.

2.15 Social Welfare Policy in Germany

Gosta Esping-Andersen has characterised West Gesotal welfare policy as
‘conservative-corporate’, as it was based on proHfaideals, and has historically
provided a large role for voluntary organisatigoarticularly religious charities
(Esping-Andersen, 1990, in Cochrane, 1993, p.8}il the Hartz-IV reforms of 2003-
2004, there was a dual system of benefits: theribanion-based Social Security (which
was administered by private companies, exceptudbtip sector workers) and the
means-tested Social Assistance, provided by #meler,federal government and the

voluntary sector and administered by local authesit
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This dual system reproduced a class, gender aeddraicle; as women, working class
people and migrants were less likely to be in fufle, stable employment, they were
less likely to qualify for Social Security and hadapply for Social Assistance (Wilson,
1993, pp.143-158). However, the ‘middle class lemty’ and status quo maintenance
of Social Security spared it the backlash that folake in the US and the UK in the
1980s (Wilson, 1993, p.144). After 1989, the GDRsahsorbed by the FRG. Berlin
became its own separdtand There was mass unemployment in the GDR, witltiaffi
figures at 16% and unofficial figures at 31%; m&ast Germans were only eligible for
means-tested benefits. Young people, particulaslyng East Germans, were affected,

with the result that they either lived on benefitdecame dependent on their parents.

2.16 The Hartz-1V Reforms

During 2003-2005, the government implemented aseari very controversial welfare
reforms (termedHartz-1V), initiated by Peter Hartz, advisor to the thelma@cellor
Gerhard Schroder. These reforms included:

1) cutbacks to health care, requiring patientsotpay for doctor visits and
prescriptions.

2) the merging of the administration of Social S#gwand Social
Assistance, and the reform of both programs. S&=alrity was renamed
‘Unemployment Benefit I'; the maximum duration f@ceiving benefits
was reduced to 12 months (18 months for older eyegl®) and labour laws
were reformed to make it easier for employers te And fire. Social
Assistance was renamed ‘Unemployment Benefit ki aras capped at
€345/month in addition to rent, with €331 in thenier GDR. People with
working spouses or assets exceeding €13000 woultebgible (Deutsche
Welle, 2003).

In addition to these reformish-AG or Me, plc was introduced as a granting scheme in

2003 to encourage unemployed people to start theirbusinesses. Another,
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particularly controversial scheme was the ‘One Elglos’ workfare scheme, so called
because it would pay €1/hour, in addition to beéseMany of the jobs involved
cleaning and security work (Mayer, 2007). Theserrat were unpopular, leading to the
downfall of the Social Democratic Party. Many resbars and anti-poverty activists
predicted that these reforms would lead to rispaserty; this was confirmed by a 2005
report which reported a 2.7% rise in child poventysermany over the past decade
(UNICEF, 2005, 6) as well as a report by the Bemtisearch institute DIW which
showed a rising gap between rich and poor, anghhaking of the middle, despite a

reduction in the jobless rate (Deutsche Welle, 2008

2.17 Social welfare policy in the UK

Cochrane and Clarke argue that British socialgyadriginated in the postwar
universal welfare provisions, developed by Willi&averidge and John Maynard
Keynes. Similar to Germany, there was a dual sy$tersocial insurance: the earnings-
based National Insurance, and the means-testedridafAssistance. The welfare state
was created in the image of the ‘respectable, whiteking class family, headed by a
securely employed father, with wife-and-mothermagpropriately dependent and
subordinate role’; the British welfare state, ‘bd&a this model family, was presented
to the world as a great national monument, attaineélde face of imperial decline’
(Cochrane and Clarke, 1993, p.20). Wage labourseas as the primary source of
income, and the breadwinner was assumed to be Walaen who did not fit this
normative profile (such as working mothers) weregimalised and in some cases
driven into poverty (Wilson, 1993, p.79). HoweMehbying by feminists led to some

material improvements for women.
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If one major tension in UK welfare policy existesband gender roles, another was
around immigration and race. Migrants were treatetemporary, low-wage labour
with little access to benefits. There was alsoevalent belief that migrants, particularly
Black people, were a drain on the system; thisahadlenged by anti-racist activists in
the 1970s and 1980s. The role of the welfare stagessentially to provide for the
involuntarily unemployed; however, because othem®of insurance were often
insufficient, employed people still needed to agplymeans-tested benefits. As
Cochrane and Clarke argue, these limitations habe tseen within the wider context
of the Cold War, and particularly the UK’s subomha relationship to the US during
European reconstruction, and through its Atlarticrgentation during the Cold War era;
in the US, the welfare state was even more sevetetgiled because it was seen as a

nascent form of communism (Cochrane and Clarke31921).

The 1970s saw fundamental changes to both Britisletyy and the British welfare
state. By this time, it became apparent that maople were no longer living in the
nuclear family structures which had served as tbdehfor the 1945 welfare state (to
what extent this reflected reality even then istaapdiscussion). Women’s
employment, lone parent families, rising divorctesaand the increasing numbers of
older people who were supported by state rather fdmaily care indicated a gap
between policy and reality, interpreted by certeammentators as a crisis of the social
order. The second shift consisted of the mass uloyment caused by the energy crisis
and economic slowdown of the 1970s. This forcedytheernment to seek a loan from
the International Monetary Fund, which stipulatetsdo public spending on welfare,

health and education. These austerity measuresigeddvidespread protest.
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Margaret Thatcher took over the Conservative Rarfy976, and was elected to office
in 1979. The Conservatives based their critiquineffailure of the welfare state on
‘three D's’: de-industrialisation, disincentivemddemoralisation. Deindustrialisation’
meant that the state was seen as responsiblegfalettiine of the UK’s manufacturing
base; ‘disincentives’ meant personal and corpdeatation were seen as limiting
enterprise and risk-raking, and that the stateesated officialdom and regulation
(Clarke and Langan, 1993, p.52). Demoralisationmhteat the welfare state prevented
people from taking responsibility for their ownéis, undermining the will to work and
promoting a culture of dependency. What followedene series of cuts targeting
working-class people, including an attempt to nefavelfare so it would become a last
resort for desperate people with no other optibosthe state would no longer be the
primary provider for most people. The role of thenfly was prioritised, particularly
unpaid caring work by womeas a form of privatisatiorRights and benefits were

restricted to those normative work situations.

However, the Conservative Party was actually castto fully implement these
ideologies for a variety of reasons, including Waary that they would alienate middle-
class public sector workers, who had increasinggr@md influence (Clarke and
Langan, 1993, p.56). Clarke and Langan argue liea€bnservatives were actually
more successful was on the level of organisationahges, motivated by the belief that

government should be run like a business.

2.18 The Enterprise Allowance Scheme as Unofficiarts Funding
In connection with Thatcher’s imperative to encgaranterprise, the Enterprise

Allowance Scheme (EAS) was set up during the 198@sncourage unemployed
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people to start small businesses. However, it pasogpriated by artists as a form of
unofficial arts fundind. There were several reports on the Enterprise Alfmea
Scheme (EAS), from th8ocial and Community Planning Reseafobw the National
Centre for Social Research). According to thesentspmost of the businesses set up
by the EAS were in the service industries, cateniagairs, manufacturing and
construction (Maung and Erens, 1991, p.134). Thasebeen little information about
the use of the EAS specifically within the artshaligh according to one report,
‘literary, artistic and sport’ constituted 3% of BAisage (Wood, 1984). krt Work:
Artists’ Jobs and Opportunities 1989-2Q@usan Jones points out that in 1989, ‘10% of
the people on the Enterprise Allowance Scheme e&timated to be artists or arts-
based businesses’ (Jones, 2004, p.1). The extartithh EAS actually functioned as
arts funding is understudied (perhaps due to thsitbee nature of the topic). However,
in another context it would be interesting to fmat whether or not a more diverse
range of cultural projects was funded through sasesuch as the EAS than through

conventional arts funding.

There seems to be little information overall abloadv these reforms affected the
livelihoods of artists, perhaps for the reasonstroard earlier (such as the blind spots
around the social conditions of cultural produc}id@hin-Tao Wu has studied processes
of privatisation within arts organisations (Wu, 3@0others have examined the role of
Charles Saatchi in promoting specifically entrepreral forms of creativity under

Thatcher and New Labour (Hatton and Walker, 20@&ljs&brass, 2006). Certainly this

2 Alan McGee, founder of Creation Records, "you ttaank UK Prime Minister Maggie Thatcher for the
existence of McGee’s Creation records’ and that tdke up was huge — nearly every label | knevian t
era was formed that way, COR records, Rise Abaxee |tewas really successful because it offerecagt w
for many would be musicians, comics, designersstaretc. to get the jobless tag off their backs sm
have time to concentrate on building a busineissvasn'’t just for budding record label owners, ang
could join” (Ask Earache, 2008).



83
can be seen to have particular effects on arpstéessional identities, although, as
mentioned, this has been understudied. The presgnimpact of these developments
on artists’ everyday lives, particularly the withdral of state support and the

financialisation of housing, will be discussed itager chapter.

2.19 Social Exclusion Policies

I will now examine the development of ‘social exsibn’ policies, which have been
extremely influential on social policy in Europenctal exclusion originates from
several different contradictory policies from saletifferent countries which
nonetheless share a core belieéquating full-time paid employment with participati
in societyl am focusing on social exclusion, not only becatibas been so influential
in Europe, but also because of its consequencehdese in non-standard employment,
including artists). Inrhe Inclusive Society?: Social Exclusion and Newola(1998),
Ruth Levitas describes three types of social includiscourse. The redistributionist
discourse (RED) emphasises poverty as a prime cdsseial exclusion (however,
social exclusion is seen as not only material kg aultural); it calls for the
redistribution of resources (Levitas, 1998, p.T4ke more punitive moral underclass
discourse (MUD) originates in the US New Right, aetnonises those who do not fit a
neo-conservative vision of a social order (fammilgfion, job), blaming the state for
creating a ‘culture of dependency’ (Levitas, 19921). The social integrationist
discourse (SID) originates in French policy and wdspted by the EU; it is
communitarian, emphasising paid employment as gnogisocial integration (Levitas,
1998, pp.26-27). Levitas summarises these disceumgerms of what they construct
the ‘excluded’ as lacking: ‘in RED they have no ragnn SID they have no work, in

MUD they have no morals’ (Levitas, 1998, p.27). Mitboth the UK and Germany,
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SID and MUD have been the most influential.

Within the UK context, Levitas argues that throulyé 1990s, the government discarded
any language around income redistribution; it aksotralised decision-making power,
so that governance became ‘less about participatemyocracy as about participation in
the delivery of policy’ as Caroline Daniel observedMay the Task-force Be With

You’ (1997, cited in Levitas, 1998, p.29). A sinmitachnocratic approach was taken in
Germany, notably around urban politics in poor sy@ad in dealing with
unemployment; through ‘neighbourhood managementegncommunity

organisations were taken over by technocratic semproviders who implemented

government policy (Mayer 2003a, 2007, 2009).

2.20 Social Exclusion and the Arts

Social exclusion policy discourses place artista aontradictory position. By
emphasising normative forms of work and life (aslganployment is seen to provide
social integration and personal discipline), itypdes justification for withdrawing
support for those in irregular work situations,luttng artists. Activities that do not fit
either into paid employment or improving employdbi(as strictly defined) are de-
legitimised. What does this mean for the cultueaitsr, which (as mentioned before)
involves a great deal of unpaid work and frequetatkes place during spare time? If
social exclusion policy discourses (as well asrtbencrete effects in terms of benefit
reforms) result in less spare time and if periquens out of work become increasingly

precarious, then we can see them as underminingptigitions for cultural production.

Ironically, at the same time as state support thdvawn and artists experience
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increasingly precarious conditions, they are rexfuto act as agents of social cohesion,
through their involvement in public art projectsaiving marginalised groups of
people. In 2004, the Glasgow-based Cultural Pdliojtective (CPC) published a text
entitledBeyond Social Inclusion: Towards Cultural Democtadyey mentioned the
Scottish Executive’s 2001 National Cultural Strgteghich contained the phrase,
‘culture promotes social cohesion’ (Scottish Exa@ytn.d.). Whilst their critique is
focused specifically on the Scottish context, tleeitiques of top-down implementation
and lack of sustained engagement could equallypkeal elsewhere: ‘they recruit
willing representatives from targeted zones withmarisidering the non-participation of
far wider sections of their population’; ‘due t@aucity of funding, a lack of sustained
engagement with participants is typical, with tesult that many outreach projects are
bureaucratically regimented to produce bland outowmith little communicative
power’; ‘too many programs are defined with a naaairy ethos... their content often
bears scant relation to the lives they aim to imprglocal people—rightly or
wrongly—perceive them as being promoted at the ms@®f more urgent priorities like
housing, safe play-areas, or proper policing’ (CB@4, p.11). They argue that these
programmes promote ‘a parochial sphere of actiahithalmost wholly dependent on
professionalised community organisations’, witldipower given to communities to
determine their own needs (CPC: 2004, p.33). liucalis seen to promote social
cohesion (in the face of a perceived moral crisi®n this leaves little room for debate
or conflict. If we remember Yudice and Miller’s disssions of cultural policy as
population management, we could see social inauagsoa neoliberal adaptation of

concepts of oldeconcepts such as moral uplift.

In this situation, artists function as service pdevs for marginalised groups, and agents
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in the delivery of government policy. In the UKfiats are also increasingly reliant on
this role as a source of income. Susan Jones drti@rgion to ‘the growing role of
public art commissioning in terms of providing at$i with opportunities to generate
what are often major “one-off pieces” in complescamstances’ (Jones, 2004, p.3).
Public art commissions constituted 5% of opportasiadvertised in A-N magazine in
1989; by 1999 they had increased to 10% (and 208teo¥alue) of artists’ incomes; by
2003, they made up 15% of the opportunities, b& 40 the monetary value
(Jones, 2004, pp.2-3). At the same time, exhibitolerseased in terms of the percentage
of monetary value, from 5% in 1989 to 1% in 2008d). Jones points out that unlike
exhibitions, commissions at least ‘acknowledgerdgiirement for higher skill and
experience levels’ and provide ‘realistic additibsiams for expenses and material
costs’ (Jones, 2004, p.3). This is less the ca§eimmany as community arts have been
comparatively less influential; however, as Sieard Wagner point out, cultural
projects and employment are often indirectly funtedugh EU structural and social

funds, particularly in deprived areas (Sievers fadjner, 2009).

If artists are relying more on public art commissidoecause they are better paid, then
how does this change the nature of the culturd?i¢f artists who are involved in these
commissions become service providers (subjectiagthn a certain sense, to similar
conditions as other public sector workers) thentvaina the implications for artistic
autonomy? Not surprisingly, some critics have chftg a return to gallery-based
cultural forms (Bishop, 2004). Related to this,avthhave asserted the importance of
artistic autonomy in the face of the bureaucraay @mass commercialism of the cultural
industries, rejecting any engagement with cultpddicy, even a critical one (Leslie,

2005). However, this response is problematic bexaasBourdieu and Miege have
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argued, some of the conventions of the art fielgtlfsas artistic autonomy and the artist

as an exemplary figure) have already been incotpdrato capitalism.

2.21 Conclusion

| have discussed policy developments which increggiposition culture in terms of its
ability to teach people to become more adaptaldecamployable within a post-Fordist
climate. This takes place within an overall framewahich positions paid employment
both as an intrinsic moral good, as a means fopleeo individually insure themselves
against risk, and as a way of belonging to socldtgve also discussed how culture is
seen to promote, not only skills, but a sense ofsdaohesion: of making the

‘excluded’ feel they are they are part of sociétye irony is that cultural producers

(who are often part of these efforts to promoteaaohesion) also become subject to a

precarious existence as a result of these policies.

This is why the recommendations outlined'ime Status of Artists in Europ&hich call,
for example, for greater flexibility in unemployntensurance policies to reflect the
mobility and irregular work characteristic of thesa seem to point in an opposite
direction from current developments, which seerhd@bout tightening regulations and
restricting access, and, to a certain extent, ealieg pre-existing social norms. To
return to Beck’s ‘zombie categories’, could ®wlso interpret current policies in

terms of a desperate attempt to re-instate oldeverttions, in the face of a perceived

moral and social breakdown (in which artists thendme implicated)?

If individuals must increasingly take responsigilior their own employability and in

insuring themselves against risk, how will thiseaffartists? As | have suggested earlier,
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the worst case scenario is one where the posgibflipursuing a career in the arts
becomes restricted to those with private meanstiaraguestion is about how much it
might change artists’ sense of their art work orcareers in relation to their paid
employment. For example, will it lead to a situatighere artists in fact come to
identify more with their ‘day jobs’ and less witheir art? How does this affect the
disciplinary principles mentioned earlier, whichai® about the rejection of the
utilitarianism of work, and identification with ghemployment? To consider these sorts
of questions (which are about the intersectionwéeh material conditions and field
politics) means making some unlikely connectiongginatively linking together
discourses that have been traditionally unreldteal outline this approach in the

following chapter.
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CHAPTER 3
3.1 Introduction
In the previous two chapters, | examined the samabditions of cultural production.
The first chapter explored the work of theoristoviave considered these conditions,
as well as the role of the figure of the artistdoent social and economic
transformations. Beginning with Foucault’s theomw@sgovernmentality, the second
chapter examined cultural and social welfare pe$ieh the UK and Germany, and their
impact on artists. | examined how social welfarkgoes have particular implications
for artists, by enabling or limiting their abilitp survive on irregular and contingent

employment.

In this chapter, | will discuss the methodologicaplications of the project, and more
generally of researching artists’ working condi8oAs | have suggested earlier, the
prospect of studying artists’ working conditionsynmet be difficult to imagine from a
materialist perspective but may be seen as coumtigtive in terms of how the
disciplines have developed historically. In thigyoter, | will discuss the disciplinary
gaps this project is attempting to address, andntinodological implications. | will
also reflect on the experiences of interviewingsgstin London and Berlin as a
disparate group of people, from different backgasiand with different art practices,
living in different circumstances. | will discudset methodologies | have developed to
work with such disparate material, and will alsaexne my own role in the research,

as both an insider and an outsider to the art.field
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PART 1: FIELDS AND DISCIPLINES

3.2 The Tendency Within the Arts to Ignore Social Gnditions

The project is interdisciplinary in nature, invalgi aspects of both art history and also
sociology. Whilst it shares art history’s concenthvartists and art practices, it departs
from conventional art historical approaches throitgtiocus on sociatonditions.

Within the cultural field, social conditions aretmeally seen to be an area of concern,
because they fall outside discussions of aesthatidsndividual art works. We can
understand this in relation to how the culturaldiras developed and defined itself in
relation to other fields (particularly in termsantistic autonomy and the ‘economic
world in reverse’). The project also does not foeadistorically significant works or
artists, but takes a broader perspective; | ammasted in the conditions experienced by
a a range of artists, with varying degrees of ss&dacluding those working in relative
obscurity. Greg Sholette has argued that the aridvi® characterised by a dynamic
where very few artists are successful enough to gaibility within the art press while
the majority (including less successful artists stmdents, and amateurs) do not.
However, these ‘invisible artists’ are nonethelessessary for the functioning and
reproduction of the art world as they make up apartant part of the art audience, and
also often work as teachers, gallery staff ,attessistants, etc. (Sholette, 2004). By
interviewing a range of artists (including thosehainternational reputations as well as
recent graduates), | am hoping to explore a braade of social conditions and levels
of status within the art world. My approach to heject is also inspired by the
critiques of authorship discussed in the first ¢bgpvhich attempt to shift attention
away from the unique voice of the author and towdineé conditions of production.
Following this, the work and lives of individualtists serve as the basis for a

sociological analysis, rather than a study of theigque and exemplary qualities. This is
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also why | have not focused more exclusively onatiests’ work (I am more interested

in situating their work within the broader framewaf their lives).

3.3 The Tendency Within Social Research to Ignorerfists

If the art field ignores sociological analyses nhieere is also a converse tendency for
sociology and policy research to ignore the expeeeof artists. Perhaps out of an
imperative to focus on broader social patternseratian more atypical situations, |
have found that sociological analyses of work, alopolicy and urban politics (such as
some of those discussed in both earlier and |&i@pters) tend to avoid studying those
in irregular working and living conditions, includj artists. Public perceptions of artists
may also play a role in producing this blind soich as the widespread perception that
artists belong to the social elite. If they areuassd to be privileged, then any poverty
or hardship experienced by artists is seen todioece rather than a necessity, and so it
follows that artists are not really worthy of resdaattention. However, this perspective
ignores the expansion of arts education, whichldxh$o people from a wide range of
backgrounds entering the field, as well as the esioa of the art field itself. It could be
an example of ‘talking about art as though it wasl] existing in the time of ‘princely
patronage’ (Miége, 1989, p.66). This also raiségoissues on further consideration. In
this particular economic climate, what is a safésensible career choice’ can be
difficult to determine and is liable to change duyo(if we remember the discussion on
Beck’s risk society) complicating the distinctioattyeen ‘choice’ and necessity. My
own view on the matter is closer to that of Boundi@ho does not simply assume
artists are wealthy, but argues that socio-econ@mvgege plays a crucial role in
career success. For artists from privileged baakgsle, economic capital provides ‘the

conditions for freedom from economic necessityd #me ‘basis of self-assurance,
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audacity and indifference to profit'(Bourdieu, 199368). Privilege also allows artists
to develop ‘the flair associated with the possessioa large social capital and the
corresponding familiarity with the field’ (Ibid).flese conditions give artists from
privileged backgrounds considerable advantage antists from working-class or petit-
bourgeois backgrounds, evidenced by Bourdieu’systfichineteenth century writers.
There is, of course, another discussion about hevetltural field has changed since
the nineteenth century, and how socio-economidlpge might operate in the arts
today (Bourdieu did in fact write about neolibesaliin the 1990s, but did not apply
this analysis to culture). For example, how miffiegedom from economic necessity’
function within a neoliberal context, or the auda@nd confidence Bourdieu described,
when the expectation to be an ‘entrepreneur of#éfiehas become normalised? | will

explore how these issues play out when | discus$&dtldwork.

Because this project sits between disciplinesh(s ¢ase visual culture and sociology),
it becomes necessary to do more work in applyiegatialysis from one discipline to
another, or conceptually mapping one field ontotla@o For example, how do the
analyses of social policy or housing specificalhply to artists? This project

also sits between disciplines not only in terms of its subject matter (applying a
sociological analysis to culture) but also in tewhsnethodology and scale. To
generalise, the urban and social policy reseahadvé encountered when researching
the two cities has tended to make use of quanttatither than qualitative methods,
and has focused on macro-scale developments (sudaages to city or
neighbourhood demographics or local economies)nbuindividual life experiences of
cities. My project specifically explores the intecions between policies, material

conditions and subjective experience. It is thuatsmpt to make links between the
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macro and the micro — which is why | combine pobralysis with interviews and

narrative descriptions.

My starting point for the research is a conditibattlrit Rogoff has characterised in
terms of being ‘without’: ‘a state in which we adkwedge that we had some
navigational principles and models of critical as&d to hand, but that they no longer
guite serve us in relation to a new and emergemuoation of problems’(Rogoff,
2006). Doing an interdisciplinary project, for ntemes out of a situation where the
tools offered by the art field are not appropriaeunderstanding the neoliberalisation
of culture, but neither are more rigid sociologiapproaches. | also have trained as an
artist and not as a sociologist, which is sometimesurce of ‘methodological anxiety’
(about this project being judged inappropriatelycbyventional sociological
criteria).’Being without’ for me is a starting pajrbut not a static condition of continual
uncertainty; my objective is to develop new metHodms that can address the

disciplinary gaps | have mentioned.

This project is also an attempt to generate criticgcussion about artists and cities, in
contrast to other discourses which have recenttgptne dominant. The work of
Richard Florida and Charles Landry, for example, fnamed both artists and cities in
terms of culture-driven economic development, fnwch both artists and cities are
seen to benefit. These discourses tend to be prataotional, if not openly boosterist
in tone, focusing on how to attract the ‘creatilaess’ to a given city or region, with the
value of the cultural economy justified by ‘produiy statistics, that orbit, halo-like,
around Creative Industries policy’ (Ross, 20097p.Eor all their celebration of the

creative class, there is actually little concemth® material conditions of artists, and
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little acknowledgement of how aspects of cultureseir economic growth (which in
practice are often connected to boosting the ptgppearket) could actually make the
situation more difficult for cultural producers.dould be thus argued that the blind spot
around the conditions of cultural production alffecs these discourses (in that they
are focused on the role played by culture in ecaagmowth, but do not consider the
effects of economic growth on cultural producersyhe dominance of these discourses
can make it difficult to find other ways to think@ut culture and cities, particularly
those that are neither boosterist (as in Florida)ismissive (as in Neil Smith). One of

the tasks of this project is thus to develop a ntoraplex and nuanced approach.

3.4 Material Conditions and Professional Identities

My project focuses on the intersections betweemthaterial conditions under which
artists live and work and their professional idieesi | consider relationships between
practical survival concerns (such as the econounfitiging in London or Berlin) and
more subjective issues such as artists’ self-utaedeng of their art careers and their
jobs, their sense of hope or anxiety about ther@jtilneir relationship to other artists,
etc. In particular, | examine the connection betwkang costs and processes of
professionalisation: how expensive rent can infgnmiessures to professionalise (such
as the taking on of full-time professional employrner expectations for instant market
success). For example, do higher living costs erahabitusof constant work, where
one’s time is always allocated towards some usefdiproductive activity? Does an
unstable living situation (as is the case in Londoeate dabitusof a tenuous and
provisional relationship to home and community?liaterpretinghabitusin this
situation as perhaps less ‘durable’ than Bourdeindd it (this is not really about the

sedimented weight of tradition or knowledge trartgedithrough generationslhis



95
also raises questions about how one can obsatvéusin fieldwork (interviews for
example)—does it manifest itself as an involun@arynconscious sense of ease or
comfort with certain issues or topics and discoinfath others (expressed, for
example, through awkward silences)? It is alsoortgnt to keep in mind that
professionalisation for artists might mean someghiifferent than in other fields, both
because bohemianism has been specifically defmegposition to conventional
professional identities, and also because the idurand trajectory of artistic careers
can be quite different from conventional careehpdalthough, as Beck and Sennett
have argued, the extent to which conventional cgvaths may in fact be the norm is
another question; see Sennett, 1998; Beck and Becksheim, 2002). This places the

artists in a contradictory situation, which | wdilscuss later on.

3.5 Spatial Dimensions of the Project

My project takes place in two cities: London andliBel am exploring the different
dimensions of these cities: as sites where laiggakdeconomic processes such as post-
industrialism or neoliberalism play out (albeitvery different ways), places where the
artists live and work on an everyday basis, asicalleconomies, as art scenes and as
urban environments. As the conditions in London Badin are so different from each

other, they are not, strictly speaking, comparable.

Within the Western European context, London andiBean perhaps be seen as
extremes in terms of the social/economic conditamd the particular possibilities and
challenges they present for artists. London isxdremely expensive place to live,
particularly because of its global city status #melfinancialisation of housing; as we

will see, this has consequences for artists anthcultural economy in general. Due
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to its historical circumstances, Berlin is relatiwmexpensive compared to other major
European cities; cheap residential and commererdkrenable certain lifestyles and art
practices. However, because it is also difficudtgel to find employment, contacts and
resources and in some cases independence fromctileeconomy become necessary to

avoid the worst aspects of poverty.

London and Berlin both play a particular role ie thternational division of labour in
the art world. I'lNeo-BohemiaRichard Lloyd applies Manuel Castell’s analysis of
networks inThe Information Societyp the art world (Lloyd, 2005, p.162); he
characterises the art world as a global netwoskhich the nodes (such as London and
Berlin) are cities witkcultural infrastructure (such as venues, publications or art
schools) that are also linked into art scenes édisesv These cities set the terms of a
contemporary art ‘international style’, which thasethe periphery are pressured to
replicate or else be dismissed as provincial. Lonalad Berlin also serve certain

specialised functions within the internationaladrld, which | will discuss later.

In addition to functioning as cultural economiesndon and Berlin are simultaneously
placeswhere the artists live out their everyday liveske art, work at their jobs, and
try to develop artistic communities. This meang,thather than existing in a completely
separate contexts, artists in both cities are stiblpemany of the same urban pressures
experienced by other residents, such as gentrdicaind (particularly in London) the
spatialisation of inequality. In order to explohgst | apply research on housing and
urban politics (which deals with the conditiondafal residents in general) to the
specific situation of artists. This is combinedhile interview material exploring the

artists’ living situations.
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London and Berlin are also urban environments hackperience of their
neighbourhoods, streets, houses, buildings, etdssan important part of the project.
In order to capture this, | recorded my impressiongy journeys to the artists’ studios
(the streets, the buildings, the people, etc),tanll photographs of the surrounding
neighbourhoods. Most of these journeys were takdndycle, and a couple by foot or
public transport. This aspect of the project isyyauch in the spirit of Certeau’s notion
of ‘walking in the city’, rather than viewing itdm the top of the Empire State

Building. However, as a researcher, | am not lilket€au’s walkers ‘whose bodies
follow the thicks and thins of an urban "text" thaegite without being able to read it’
(Certeau, 1984, pp.93-94), and my journeys, in roases, had a defined purpose (they
were not psychogeographic drifts). In London, therpeys took me far from the city
centre, to neighbourhoods and buildings which vedten difficult to find, and in some
cases, tiring to reach. This meant that | expeadmayself, on a physical level, how the
artists had been pushed into more peripheral @m@dshe effort they spent in
commuting. In Berlin, the studios of the artisigdited tended to be concentrated in the
same areas (such as Kreuzberg and Neukdlln), ne than a thirty minute cycle
journey from the city centre. Appointments tendetb¢ made more spontaneously

(reflecting, perhaps, the fact that the artists imae unstructured time).

2. THE PROCESS OF CONDUCTING THE FIELDWORK

3.6 The London Interviews
| began the London fieldwork in the summer of 2008 gan by contacting studio
providers, which | did so that | did not have ttyren my own social networks. Those

who responded were: ACME Studios, Bow Arts Trust hive Art Development
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Agency. After a preliminary meeting, | asked eagyaaisation to suggest artists for me
to interview. With the intention of hearing fronffdrent perspectives, | asked for artists
working in a variety of media; different ages amage®r stages, as well as a mix in terms
of race and gender. In retrospect, | acknowledgetths could have possibly produced
an unrepresentative sample, although it is quesilenf a representative sample is
even possible when researching artists. The avtists all given pseudonyms so they
could speak candidly without concern for their rpions, as the art world is a context

where opportunities come through personal contact$ where rumours spread easily.

3.7 Organisations in London

The majority of the London artists | intervieweahted studios at ACME, a studio
provider based mainly in South and East Londoha#t existed since 1972, and began
as an initiative to provide short-life housing astddio space for artists, in buildings that
would have otherwise remained derelict. Accordmdylichael Archer’s commissioned
essay on the history of ACME, the concept was agesd by artists who were squatting
buildings in East London (Archer, 2001). ACME nosceives funding from the Arts
Council England, and manages 370 studios for 6§tsacross ten different sites; four
sites are permanent (owned by ACME) and the oiliears on long-term rental
contracts. ACME'’s studio allocation policy is stlychased on a waiting list, with no
specific career requirements or preference giveanjoparticular medium or artistic
approach. There is high demand for ACME’s studothay are subsidised and costs
are relatively low; the average waiting period aemally at least several years. Because
of this, most of the artists | interviewed werdeatst in their thirties and most were
British citizens or had indefinite leave to remayost of the artists were painters or

sculptors, but there was also one film-maker, araraunity artist and one electronic
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artist.

Bow Arts Trust (BAT) provides studios for artiststhe Bow and Poplar areas of East
London. It is a social enterprise which focusesuds education, also operating a
program for artists to work in schools. BAT givetopty to socially engaged artists,
although their studio allocation process, like ACH)ks also based on a waiting list.
The rent is higher and less stable than ACME’g &sriot subsidised; the waiting list is
also shorter. | was given a list of ten artistB#f; only one responded to my email.
She was living in a building near Devons Road invBeahich she used a live/work
space, as part of a scheme BAT was organisingliabayation with Poplar HARCA, an
East London housing association. This scheme atlawsts to occupy derelict council
estates to use as live-work spaces until the mgklivere demolished or sold off. After
meeting with the artist, | told her | was intereiste the scheme and she gave me the
contact of another artist, who | also interviewslde was taking part in the scheme but

in a different building.

| contacted Live Art Development Agency (LADA) imcer to interview a wider range
of artists, as the artists | interviewed throughME and Bow Arts Trust were primarily
painters and sculptors. LADA supports artists wogkin live art and performance, with
connections to both theatre and visual arts. ThBAAtaff then put me in touch with a
list of artists, who they chose both because af #ne practices and what they
understood of their personal circumstances. LADAdsa studio provider and has no
wait list, but it is necessary to have establish@grtain reputation and contacts to be
connected with the organisation (which is primaclyatorial and educational). For this

reason, the artists | interviewed tended to gelyelbal at least in their thirties, although
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one was in her late twenties; they were all UKzeitis.

3.8 The Berlin Fieldwork

The Berlin fieldwork was more challenging, both &ese it was on conducted on a
much shorter timeframe (I stayed there for a mgrathdl because of my limited
command of German. Similar to London, | began hytacting organisations, but
received only one response, from Kunsthaus Tachelstsidio provider in
Oranienburger Straf3e in Mitte. Tacheles begansgmiatted space in 1990, then was
legalised, and operated as a self-managed adesigperative for twenty years. Artists
who rented the studios took part in the managermiktite space, although a few paid
staff dealt with its day-to-day operations. Theststrenting the studios worked in a
variety of media; they consisted primarily of vitadists but theatre directors and
electronic music producers also made use of theespapoke to the artists renting the
studios there, spent some time in the space, &madatd one of their planning meetings.
Mitte has gentrified over the years, and many efdtists in the area have since left, so
the building now seems incongruous with the reshefarea. Tacheles’s landlord
recently went bankrupt, and the bank which mandlgediandlord’s assets was bailed
out by the taxpayer; to prove that they are finalhcresponsible, they were threatening
to evict the artists. There is currently a campamsave Tacheles, aided by the fact that

Tacheles has now become a tourist attraction (ebthe legendary ‘Berlin squats’).

Tacheles was quite willing to facilitate the prdjdanda Cerna, who was responsible
for press and public relations, welcomed my invoteat (perhaps seeing this as a form
of international outreach in connection with thenpaign to save the space). However,

the other organisations | contacted never respariddsio generally noticed a certain
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reluctance to participate in the project (manifegiiself as non-responses to emails and
phone messages, and, in some cases, aloofnesgn@ssaluring the interviews). This
could be interpreted in terms of the Berlin artlstsing less of aeedto speak to me,
and possibly less of a sense that their careertoMommefitfrom being interviewed.
Another interpretation could be that Berlin’s urgqeircumstances and trendy
reputation have already generated so much intkmestthe media and academics,
resulting in a kind of ‘research saturation’ ondae. Perhaps, given the investment of
the Berlin scene in a subcultural identity, ther@yrhave been a related perception that

attracting the attention of a foreign academic esdence of ‘going mainstream’.

Another challenge for the Berlin fieldwork was tlia¢re was less academic research on
cultural and social policy available. That whictould find was in German, of which |
have limited knowledge. In response to this situgtl interviewed academics and
intermediaries to hear their thoughts and expeesmd social and cultural policy in
Berlin. These included Ingrid Wagner, the direabthe Berlin Senat Cultural Office,
Sabine Schluter, Deputy Managing DirectokKainstlersozialekass&EK), a social
insurance scheme for artists, as well as the smgigis Margit Mayer, Volker Eick and
Jens Sambale and the geographer Stefan Kratkso hals given a walking tour of

gentrification in Prenzlauer Berg by urban sociadbgnd former resident Andrej Holm.

3.9 Reflections on the Interview Process

| interviewed 25 people in London and 16 peoplBenlin, a combination of artists,
intermediaries and academics. The interviews vhighartists consisted of 30-60 minute
semi-structured conversations about their worky tiecumstances (including how they

supported themselves), as well as their role wighimider arts scene. | often brought
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my background as an artist into the conversationsraelated some of my own
experiences of surviving as an artist. Some ofjthestions were about their work, and
others were more explicitly ‘sociological’ in chatar, and were more about their
circumstances or relationship to other artiststh&sinterviews were partly about their
work and partly about their lives, they were difficto categorise, reflecting the
interdisciplinary nature of the project; they weu the type of interviews one would
do for an arts publication, but nor were they #frisociological. Within the interviews
themselves, there was a sense that the participadtswere trying to find ways of
making the interview useful to both of us; whatjnently happened was that the artists

tried to use it to critically reflect on their wodnd lives.

The artists seemed to have different motivatiompésticipating in the interviews.
Some were questioning the current state of thBeddtand their involvement in it,
possibly their motivation for speaking with me. 8l artists were even considering
leaving the field: one because she was frustratddimcreasing managerialism within
public art and arts education (where she did mblseowork); and another because he
felt uncomfortable with the values and practicesoamted with the art market. Others
(particularly the London artists) held arts managetjobs where they worked with
other artists in a supportive role, and actualliytfeat the issues discussed in the
interviews would help them better understand tjodis. In two of the interviews, the
artists treated me as a curator or critic who vwgs@aching them for a potential
exhibition or article. They repeatedly tried to nba the subject so we would talk
specifically about their work (and this in a flaittey light), rather than about their lives
or relationship with other artists (in other wortl®e sociological aspects). Most of the

artists | interviewed were quite thoughtful, batl$o encountered difficult attitudes
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during some of the interviews: egotistical or egetfish behaviour, social

conservatism, moralising judgements, etc.

The interviews were quite awkward experiences, Whigee as connected to the
disciplinary issues mentioned earlier (the uncotafde relationship between art and
sociological research, and because the interviesvaat fall into familiar categories of
conversation), as well as to the fact that | wasrinewing strangers in unfamiliar
locations. However, there was also a particulaneavkness connected to the
strangeness and artificiality of the interviewsntiselves (as exercises in self-
reflexivity). In Sexing the Self: Gendered Positions in Culturatiets|Elspeth Probyn
also points out that ‘the meeting of the ethnogeajsiself and the self of the informant
is problematic on an ontological level (Probyn, 298.63), and turns to Paul Rabinow’s
Reflections on Fieldwork in Moroc¢@977) to explore this problematic. She notes that
Rabinow emphasises the unnaturalness of the infdarmeflecting critically on his/her
everyday experience: ‘having to (or being paidde3cribe his or her world to the
ethnographer is a profoundly unnatural act (Ib88lf-reflexivity is located not only in
the writing of texts, but is an ‘integral and undomtable process on the part of both
parties’ within the encounter of ethnographer aridrmant (Probyn, 1993, p.78). It is
the ‘self-reflexivity and jarring denaturalisatiofhone’s sense of self’ [that can be’ used
to construct a mutual ground between the ethnogrageind the informant’ (Ibid). The
‘common understanding they construct is fragile #ima, but it is upon this shaky

ground that anthropological inquiry proceeds’ (Ralv, 1977, p.38).

Each of the interviews, was in fact a negotiatiomcpss, an attempt to seek common

ground. In many cases this had to do with the desiguestion and reflect on the
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nature of the art field and the artists’ involvermignit. In some cases, | noticed | was
being ‘tested’ in certain ways — and that findirmgranon ground was contingent on
giving the right answers. This was particularly tdase in Berlin, when | was frequently
asked about how | support myself in London (theiagdion made was that | was
wealthy, because the city’s expensive reputatibmoch the artists sometimes had an

exaggerated impressipn

3.10 Reflections on my Role

| decided to interview artists out of the imperatte understand the field | had
previously occupied, but also to research people wére not too unlike myself. For
ethical reasons, | felt uncomfortable with researglpeople in marginalised positions,
and, related to this, a politics that envisionsetiecal responsibility of the researcher in
terms of an obligation to study the most disadvgeda This, for me, can become too
close to a politics of charity; | was also uncondibie with the power imbalance
between the researcher and the subject this agpesdails. | also felt uncomfortable
with what felt like the thrill of exoticism of veating into a very different culture than
my own, or worse, the idea that a place or culiveie meant to instantly give the
research originality, as this seemed to have aspécteo-colonial ‘discovery’. A

related issue is that some of the research | haseumtered on housing and
gentrification tends to (understandably) to focaste most obvious victims: the poor or
the long-term residents displaced by gentrificapoocesses. Cultural producers are not
given much attention because (as discussed edHmy)are seen to be too atypical of a
group, and also because some of them possessaes@nd contacts which would
make it difficult to categorise them as conventibn@oor’, as well as the blind spot

around the conditions of cultural producers diseds=arlier. The problematic role of
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culture-led economic development schemes in gerdtibn may also lead to reactions
in which authors become wary of addressing thesdn of artists as the objects and

not only as agents of gentrification.

However, my decision to interview artists has otthical implications, connected to
my situation as both an insider and an outsidénemart field. | am an insider because
of my history and involvement in the art field, whihas given me some common
reference points with the artists and has infors@de of the interview questions. My
outsider status is connected to my role as a relsegamy ‘disillusionment’ with some

of the limitations of the cultural field, and somiethe disciplinary boundaries and
impasses discussed earlier (meaning that soci@bgmalyses have little symbolic
capital in the art field). Because of my insidder@ome of the artists saw the
interviews as a network activity: one London anvsinted to be my friend, and one arts
manager wanted me to write for a publication she weaolved in; a Berlin arts
administrator asked me for London contacts. Bechuses seen to be occupying the
same field, some of the artists were hesitantlkoalaout their experiences with
particular organisations. This seemed to be basg¢teconcern that word could get out
and potentially damage the reputations, both ofttists themselves or the
organisations, (potentially causing them to loselfng). This reflected the fragility of
both opportunities and arts funding. This is whpoth have used both pseudonyms and

removed references to the names of organisations.

In further considering my role, | should acknowledfgat | am neither from London or
Berlin, and have lived in neither city for long. &eise of this, the project has required

me to learn the histories and cultural referencésinvboth contexts. Canada also has a
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different history of social policy (perhaps shajpgdhe nation’s proximity to the US),
which has historically been one of less state stgpan much of Western Europe —
although with the austerity regimes being imposeBurope, this situation may now
change. | have seen North Americans uncriticallyanticise the situation in Europe,
but am cautious not to do so myself. | should al$dress the (perhaps unavoidable
guestion) of why I am not researching Canada. Mgaoe for this is because Canada
seems to be following the UK in terms of culturalipy to a certain extent (although
this has not always been the case). For examglevfag the hiring of Richard Florida
at the University of Toronto) Canada is now embrgddCMS-inspired ‘creative
industries’ policies, although culture has alwals/pd a much more marginal role in
both policy and the econorZanada is also such a familiar environment for na it

would be difficult to be self-reflexive.

DISPARATE MATERIAL AND UNCERTAIN TIMEFRAMES

3.11 A Disparate Group of People

Before conducting the interviews, my assumption thas these people might have
more in common — for example, that they might sisarae sense of belonging to the
same milieu, or have similar reference points.dadt what | found was that the artists
had vastly different biographies, different defimits of ‘art’, different career
aspirations, different socio-economic backgrounus different politics. In
organisations with a high degree of institutioretiisn, (particularly ACME in London)
artists had little connection or contact with eatter; they might rent studio space in

the same building but had no real reason to inteviab each other. This may have been

® The Canadian economy is primarily based on resomdustries, such as forestry, mining, energy

extraction and agriculture. Its economy is thus kypically Post-Fordist than the UK.
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the result of different work schedules, or simpayimg to work so many hours that
there was little time left to spend in the studibis impersonality and lack of contact
was less prevalent in self-managed organisatiocis ast Kunsthaus Tacheles, or
between some of the artists in the Poplar Harca/Bdw/Trust spaces. However, one of
the Tacheles artistomplained that unless there were co-ordinated attempts to bring

artists together, they would not do so on their awinative.

3.12 Unpredictable Career Paths and Uncertain Occuadional Identities
The broad range of different art practices engagéy the artists (which ranged from
painting and sculpture to performance, film-makamgpublic art) can be seen as the
result of a succession of avant-garde movementshyhince the nineteenth century,
have expanded the range of artistic expressiondékielopment of mass arts education
(including part-time and further education courdes also created different routes for
entry into the field. In an interview, Susan Jorbs,director of Artists’ Information (A-
N), told me the following:
If you look at the change within art school and ghewth of part-time
courses, and stuff to do with people returningrtsehool at a later age, as
a second or third career, and you know, | medmnktthat's what is so
fascinating about the visual arts, is that it is Binoadest brush. You can get
everything you can’t get anywhere else. And livie @verything can be art.
(interview 10 Dec 2008).
Art has not only becoayporous as a discipline, but also does not involve conventional
patterns of career development (which means there is no straightforward relationship
between age and career progress). This is partly because of the unpredictable
nature of artistic success, and partly because of the risks involved — which leads

some to wait until they are financially stable before beginning an artistic career

(more the case for the London than the Berlin @ijti&\nother issue is that the founding
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principles of the art field are very much basediatbgenerational conflict narratives
(Bourdieu, 1993, 60), and the tendency of the artket to fetishise youth (which works
against the countervailing tendency for artiste/éat to enter the field until they are
financially stable, and, it could be argued, exhates inequalities in the arts). This

means that artistic success can often be shod-live

Because of both its non-renumerative nature (regusome artists, particularly those

in London, to work at secondary jobs) and alsedgjsction of conventional economic
principles (as in ‘the economic world in reversai} also has an awkward status as a
profession. The artists | interviewed worked irfetént jobs and workplaces. Most of
them held teaching or arts-related jobs (such astsyamanagement, art handling or arts
education) but some worked in other sectors; fange, one was an administrator in a
legal firm; another was a builder, and another wdr&t two different music shops. This
meant that researching artists was very diffenremhfa conventional occupational

study. It raised questions about what they mightha common.

The temporality of the project contributed to theparateness and uncertainty of the
fieldwork. Reflecting the porous nature of the atdd field, the artists | interviewed
seemed quite inventive and resourceful, able tih ahd redefine their activities
quickly, even to the point of moving into otherapines. For example, one of the
London artists redefined her art practice as acaderaearch to access a fellowship.
Two of the London artists mentioned wanting to @ediscipline. One Berlin artist
became bored with the art world and shifted intathe for a number of years, after
which she returned to art. Another issue was th#t bondon and Berlin, for different

reasons, were difficult places to live long-term¢gavere marked by global flux. The
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current economic situation further exacerbatesgérse of instability, as cuts to arts
funding and job losses could potentially provokeeea changes. Because of this, there
Is a sense that | was meeting them at particulanemds of their lives—moments

almost as temporary as a snapshots.

Interviewing a disparate group of people, some lod &re in economically precarious
situations, in a place where it is difficult todivong term, during a period of economic
instability requires one to accept a degree of isiomality and uncertainty in one’s
research findings. These sorts of conditions ateongplify what Ulrich Beck and
Elisabeth Beck-Gernsheim term ‘making somethingrad’s life’, as an aspect of
‘individualisation’ (2002). They define individuaktion in terms of a reconfiguration of
the relationship between the state and the indalidequiring the individual to be an
active agent: ‘to create, to stage manage, nota@miys own biography but the bonds
and networks surrounding it and to do this amidhgivag preferences and at successive
stages of life, while constantly adapting to thaditons of the labour market, the
education system, the welfare state and so on'kBad Beck-Gernsheim, 2002, p.4).
One’s personal biography becomes something toedgtdevelop, with all the risks this
entails: ‘the normal biography thus becomes thectele biography”, the “reflexive
biography”, the “do-it-yourself biography”... th@-at-yourself biography is always a
“risk” biography, indeed a ‘tightrope biography”state of permanent (partly overt,

partly concealed) endangerment’ (Beck and Beck-&wim, 2002, p.3).

The artists could be seen as living the kinds ofdaons that Beck and Beck
Gernsheim describe: of inventing their own biogiapland in some cases, their own

jobs, as it was common for them to work as freedasicdHowever, some of them were
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more exposed to the worst effects of these risks tthers (such as bankruptcy,
poverty, career failure, burnout, etc.) becausthef possession of money, education,
or contacts. It also paradoxically enabled somiem to live precarious lifestyles and
pursue full-time artistic careers, rather than,dwample, taking on full-time
employment, which would limit their time to make @and thus their career
development). These differences seemed more syromgiked in London than Berlin.
In this sense, the art scene could be possibly ag@@omologous of wider conditions of
inequality, particularly because, as mentionediucal activities are frequently unpaid,

self-directed and take place during spare time.

There are also larger questions about how indivisiatzon theories can be reconciled
with the developments discussed in the first andse chapters, particularly the
incorporation of the cultural field into governmahé&nd capitalist processes. Some of
these developments celebrate conventional aspkeattisis’ professional identities for
what they share with the neoliberal subject (susg;Ha example, resourcefulness or in
some cases libertarian individualism). Howeveis #lso important to consider how
these developments might cause the cultural feelsetome more codified and
predictable. Ir6even Days in the Art Worl8arah Thornton points out that ‘if yénok
over the resumes of the artists under fifty in amgjor international museum exhibition
and you will find that most of them boast an MFarfr one of a couple of dozen highly
selective schools’ (Thornton, 2009, p.46). If we aeeing the emergence of formulas
for career success (which involve attending cerairschools, showing at certain

galleries, etc) then how much does this really meanventing your own biography?
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3.13 Studying Complex Phenomena
The crucial task, then, is to find ways of workiwgh such disparate material, under
such uncertain conditions, in which certain sostalctures are being destabilised or
entrenched in new ways. It becomes important tb bebid (artificial) claims to clear
and objective mastery over the material, and a¢sodneful about the project turning
into an easy postmodern celebration of incoherandepluralism which at the worst
would lead to th@aturalisationof present conditions. This is where a situated,
embodied approach (such as that offered by Donmaw#g/’s concept of ‘situated
knowledge’), becomes useful. Situated Knowledges: The Science Question in
Feminism and the Privilege of a Partial Perspectenna Haraway discusses the
need to challenge both what she calls ‘the deaditaly that feminists and others have
identified in some versions of objectivity, thosethe service of hierarchical and
positivist orderings of what can count as knowledgaraway, 1988, p.579) and also a
kind of extreme relativism, based in interpretasiah poststructuralist theory prevalent
at the time of writing, in the late 1980s (Harawh988, p.577). As an alternative to the
extremes of totalisation and relativism, Harawal\sdar ‘partial, locatable, critical
knowledges sustaining the possibility of webs afreections called solidarity in politics
and shared conversations in epistemology’ (Harad®@§8, p.584). She also says that
‘...the object of knowledge [is required to] betpied as an actor and an agent, not as a
screen or ground or resource’ (Haraway, 1988, 39@Jvever, to simply assert that the
people we study are our equals is to deny a cemajponsibility (Haraway, 1988,
p.584). Haraway’s caution about the simplificatiofi$oth totalisation and relativism,
and her insistence on ‘the particularity and emivaxfit of all vision’ (Haraway, 1988,
p.582) are important both in dealing with the kofdnaterial | am working with, in

which | am interviewing artists who are very di#at from each other, who are living
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and working in different circumstances, but who raoeetheless experiencing larger

structural conditions.

In response to this situation (of dealing with disgge individuals, in cities which are
shaped by global flux, and whose lives and findr@raumstances are precarious and
liable to change), | have written about the artlstes using biographical narrative
descriptions. | have done so in order to explons hacro-level developments play
through individual lives and circumstances, andapture a sense of how they are
experienced and felt. They also narrate the ‘dwiirself biographies’ theorised by
Beck and Beck-Gernsheim. These descriptions aftectehe awkward experience of

the interviews (which I have discussed earlier).

The following chapters bring together several ddfe types of writing: biographical
narrative descriptions of the artists, descriptiohsy journeys through
neighbourhoods as | made my way to the artistslief) and the analytical writing,
which contextualises these descriptions in relatmoissues such as housing,
gentrification or issues around professionalisatidrave divided the pages in half, with
descriptions and photographs on the top and thigtao@ prose on the bottom. Each
section can be read separately, but it is alsoilples® read ‘across’ them, which will
hopefully allow for lateral or unexpected conneatidoetween the different texts. | have
developed this approach in order to capture trersettion of related (but seemingly
disparate) elements: the atmosphere of the spaogstives and the surrounding
neighbourhoods, the lives of the artists, my impi@ss of them during the interviews,
as well as analyses of housing, urban policy, gerdtion, and cultural policy. By

combining analytical and impressionistic voiceam hoping that one might offer what
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the other could not, or that it might be possiblereate a synthesis between the two.

This approach to writing draws on the work of savauthors who have used
experimental writing techniques to explore comegial phenomenon, inspired by
Actor-Network Theory, as well as possibly Deleund &uatarri’s concept of the
‘assemblage’. Annemarie Mol’s exploration of thaghosis and treatment of
artheroschlerosis (hardening of the arterieSjha Body Multipl€¢2002) is an example
of this. She juxtaposes vivid and at times visceral desonptof the hospital
environment, the operations, interviews with patdiboth in and outside the hospital),
with reflections on the nature of medicine, theyadd iliness. This bringing together
of different voices, contexts, and methodologiggraaches captures the complexity of
the illness, and the intersections between the caédhe scientific and the social. The
work of John Law, particularly his collaborativesearch with Vicky Singleton on
alcoholic liver disease, has also been quite istarg in this respect (2000). Alcoholic
liver disease involves many complex intersectiogtsveen the social and the medical,
including issues around poverty, addiction, theliguand funding of patient care, the
experience of medical staff, etc. Law and Singlststudy explores these intersections
using a variety of methodologies and styles ofimgitincluding the following
evocative description of the Castle Street treatraentre in Sandside:
The leaflets and the papers are spilling over éherg. Brown cardboard
boxes. Half drunk mugs of coffee. New mugs of cefier us. Clearing a bit
of space. Not too much. There isn’t too much spBites and pamphlets are
pushed to one side. Two more chairs. And the nusnibethe room keep on
changing as clients arrive, or people go out oh) cathe phone rings. One
client hasn’t turned up. Relief at this. The preess so great. And then
there’s another with alcohol on his breath. A bigth. sThe staff are so keen
to talk. Keen to tell us about their work. Keentatk about its frustrations

and its complexities. How t@ll this? (Law and Singleton, 2000, p.18).

This description functions as an allegory for caindis of chronic underfunding,
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disorganisation and piecemeal support for recoggpatients; it creates a graphic sense
of how these conditions are felt and experiencéeiriquestion of ‘how toell this?’
raises epistemological questions (how can suclxperence be analysed or interpreted
by conventional meansBy using a combination of both analytical and aBegorical
writing, they explore the aspects of alcoholic tidesease that can easily be ‘told’, as
well as those aspects which cannot (such as theeatescription). My training as an
artist has also influenced my use of text and irmagéhe project, particularly the
collage and montage approaches | have explorezkirirmhage works, installations and
videos. The photographs, for me, are a way of thopkisually about urban space and
architecture, and are perhaps another registernoichvo engage with the material. In

future research, this is an approach | hope toldpvarther.

3.14 Conclusion

To summarise, this project navigates between sagyohnd visual culture; because
these disciplines have been historically opposexzhtd other, this posed particular
challenges for the project. Dealing with these igistary gaps and impasses has
required some imaginative thinking, in terms of hawalyses from one field could be
applied to another. The project has involved inemg, analyses of housing and urban
politics in both London and Berlin, and descripg@and photographs of my journeys
through both cities. The disparateness of thevigess (in which the artists had little in
common with each other), and the unpredictable tealipy of the artists’ lives has also
been challenging. In order to engage with the cexipt and disparateness of the
material, | have made use of narrative descriptaingeighbourhoods and artists’
biographies. These, hopefully, capture the sensieeddirtists | have interviewed, the

places where they work, and the geography of tizecities.
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4.1 Introduction

In the previous chapter, I reflected on the experience of developing the research project
and conducting the fieldwork. This chapter will be based in the London fieldwork; I

will concentrate on housing and urban politics, and their implications for the artists. The
pages in this chapter, as well as the following two chapters, are be split in half. The text
in the bottom half is written in an analytical voice, and will begin with a consideration of
how developments that have boosted London’s status as an economic and cultural centre
have had negative consequences for the London artists. I will then examine the history of
housing in London, followed by an exploration of how these dynamics played out in the
lives of the artists I have interviewed. The section in the top half of the page is written in
a more impressionistic voice. It consists of descriptions and photographs of my journeys
to the artists’ studios, as an attempt to create an experiential sense of London’s geography
and urban environment. These sections can be read separately, as well as ‘across’ each

other.

4.2 London as a Global city and a Place to Live

In Global City, Saskia Sassen explores how the developments which have led cities like
London to attain ‘global city’ status do not benefit many of their own residents, as they
exacerbate social and economic inequality (Sassen, 2001, p.223). As the headquarters of
corporations concentrate in global cities, this leads to both the growth of a professional-
managerial class, and also to the ‘return of the “serving classes”; made up largely of
immigrant men and women’, as well as ‘clerical and blue-collar workers’” who essentially
maintain the infrastructure of the command centre (Sassen, 2001, p.322). Unlike
professional-managerial staff, neither the service workers, nor the clerical or blue collar
workers have ‘experienced a parallel growth in their wages and salaries’ (Sassen, 2001,
p.275), and their ‘conditions of life have often declined, given the privatisation of public
housing and the higher prices in gentrified commercial areas’ (/bid). In London, inequality
is spatialised: financial services are concentrated in the City, IT services in both the

City and ‘and several adjacent boroughs, [signalling] the further expansion of the urban
glamour zone’ (Sassen, 2001, p.275). Poverty is concentrated disproportionately in certain
boroughs in East and Northeast London (Sassen, 2001, p.277). In Unequal City: London
in the Global Arena, Chris Hamnett contests Sassen’s view that globalisation creates an
increasingly polarised workforce (creating both highly paid white-collar jobs, and low-
paid service jobs). Instead, he argues that that London has become ‘professionalised’: that
employment growth has tended to be within professional-managerial jobs, and so low-
income people tend to be marginalised and pushed to more peripheral areas (Hamnett,
2003, pp.64-65). Wages in high income jobs have also risen; the City and Westminster
make more than the rest of London (Hamnett, 2003, pp.86-89). Hamnett connects this
shift in the labour market with processes of gentrification, as people in high-income jobs

tend to have greater purchasing power. In a housing market where choice is determined
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Figure 2. Location of the artists’ studios, based on a GLA map of
average rent in 2010 for a two-bedroom property in London.
Note: Not all the artists had studios.

by the ability to pay, this means they are more able to afford the most attractive housing
in the most central neighbourhoods. Landlords, who have much to gain from selling
property to buyers who can afford to pay a premium, sell houses at higher and higher

prices.

It is within this wider context that we need to consider the role of artists; in a sense, to
map artists into this larger picture. This is difficult because of the polarised nature of
debates around artists and gentrification: on one end, the elebratory discourses around
‘creative cities’ discussed in the previous chapter, and on the other end, the critiques of
gentrification which can position artists as its willing or unwilling agents (Zukin, 1989;
Smith,1996). These critiques focus on the role of culture in processes whereby ‘artists
came to imbue the environment in old warehouse districts with “value”, notably aesthetic
value’, particularly in cities such as New York (Sassen, 2001, p.342). This coincided with
the ‘new consumption capacity represented by the large increase in high-income earners’,
and which meant that ‘real estate developers picked up on the ‘value-giving power

of artists and made it into a profit-making tactic’ (/bid). Sassen connects the this new
consumption capacity with the shifts in attitudes that led the middle classes to move into

the inner cities rather than the suburbs (as in post-war consumerism): ‘style, high prices,
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JAMES'’S STUDIO, BETHNAL GREEN

It's about two o'clock in the afternoon, a warm sunny autumn day. I cycle along the ca-
nal towpath then through Victoria Park (leaves crackling under the wheels, children play-
ing, people having coffee by the pond). Through a large iron gate, then along a quiet
residential street with large, stately row houses, well maintained, some with plants in
window boxes in front. There’s a school across the street, a one-storey postwar building,
with children’s art hanging in the windows. It's a scene of quiet domesticity, with a family
packing the car for a trip or a picnic. I inevitably find myself fantasising about living in
this area, but with the underlying knowledge that I could not afford it — friends of mine
who live around here pay twice the rent that I do.

The studio building is difficult to find as it is set back slightly from the street, and the
street number is not clearly marked. In a residential neighbourhood such as this one,

it tends to fade into the background. Eventually, I figure it out; I have to buzz in at an
inconspicuous entrance next door to an art gallery (which has now closed; it has relo-
cated to a cheaper part of the West End, as part of an overall movement west, both to
be closer to the art fairs. I ring the buzzer, James answers and I go inside. It's a yellow
brick workshop building with swinging iron gates. I can see the other studios through
the windows: art supplies, canvases. Perhaps it was once a workshop: carpentry, metal-

and an ultra-urban context characterise the new ideology and practice of consumption,

rather than functionality, low prices and suburban settings’ (Sassen, 2001, p.323).

In Unequal City: London in the Global Arena, Chris Hamnett describes a similar process.
Although he does not specifically mention artists, he cites Rose (1984) who identifies
‘marginal gentrifiers’, working in the ‘the lower ranks of the professional or technical
occupations or low-paid creative jobs and have managed to pioneer a sequence of
gentrification in marginal areas’... these people ‘need to find affordable housing in the
city’ and ‘seek out areas which have not yet been gentrified” (Hamnett, 2003, p.165). They
are then displaced into other neighbourhoods by the more affluent and risk averse, and the

cycle continues.

The conclusion drawn by these sorts of analyses is often that artists promote gentrification
by their very presence, and are incapable of self-reflexively questioning their own role;
for an exception to this, see Deutsche and Ryan (1987). Artists are also assumed to be a
homogeneous group, rather than people with different levels of socio-economic privilege,
who play different roles within gentrification processes, and who are also affected in

different ways. A further complication is that in the arts, higher levels of education do



118

Figure 3. Street outside Figure 4. James’s studio.
James’s studio.

not necessarily translate into greater incomes. This means that artists do not easily fit into
the definition of the professional-managerial class theorised by Sassen or Hamnett. Some
of them, in fact, might belong to the professional-managerial class of gentrifiers; others
might be more characteristic of the low-paid service employees who are pushed out by
rent increases.

However, these debates do raise important questions about the current role and definition
of creativity, and the interests that are served by this. For example, geographer Doreen
Massey described her experience of being interviewed on an arts radio program about the
relationship between finance and the art market:

And there was a question, it was an arts program, but one of the questions came
back that if we didn’t have all those super-rich and this flamboyance, could we
have had the Freeze exhibition? And well, I kind of said, I’'m not sure, perhaps
not, but is that the price worth paying? On what terms, if so then what role do
you think culture is playing?... So the money doesn’t just go into yachts, it goes
into buying Damien Hirst (interview 5 December 2008).

Creativity is seen to be synonymous with the flamboyance of the ultra-rich, and more
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work, a small-scale family business. Now, I think cynically, it would be an estate agent’s
wet dream: the exposed brick, the large windows, the ironwork (nostalgia for artisa-

nal production), the ‘central’ location (would Victoria Park be seen as ‘central’ twenty

or thirty years ago?). This place may not last. Unless, of course, ACME got hold of the
building long ago, before the area became trendy, and secured some sort of special deal.
I've come to almost instinctively think in such terms: have we all developed our own in-
ner estate agent and does our habitus now include a ‘feel for the property market? Is
the counterpart to this a kind of underlying sense that certain neighbourhoods are out of
reach, or that once we see the first signs of gentrification, the writing is on the wall and
it will be soon time to move on?

Inside, the studio is not much different from other buildings I have seen so far: fluores-
cent lights, fibreboard panels for hanging work (paintings, drawings and photographs),
and tables for holding paint and laying things out. There are photographs of bathroom
drawings here and children’s doodles, which James says inspires his work, which consists
of small, scale subtly coloured drawings and paintings. He insists that there’s a difference
between graffiti and doodles. Doodles are less self-consciously aggressive.

James tells me that this was one of the first buildings that ACME got hold of, and that

generally with the free market. By asking ‘is that the price worth paying’, Massey is
referring to the impasse between freedom and security discussed earlier. In other words,
one cannot have both decent affordable housing and a milieu that fosters creativity; the

concepts are seen to be mutually exclusive.

Sassen’s theories are also useful in theorising a logic of centre and periphery within the
global economy, which is also present within the art world. One’s proximity or distance
from cultural centres such as London can affect access opportunities (which are often
secured through informal contacts) and exposure to new developments in the field. The
presence of museums and other forms of cultural infrastructure in London could also be
seen as contributing to its political, economic and cultural dominance on a national and
global scale. As Doreen Massey argues in World City, ‘Londoners have the Tate Modern
on their doorstep. The concentration of such institutions in the capital means that cultural
“news”, as well as political and economic, is drawn to focus on what happens in the city’
(Massey, 2007, p.124).

This dynamic of centre and periphery came up in the interviews with the London artists.

One artist (Robert) described London primarily as a place for career advancement.
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he’s been there for years. He's lucky, he says, because this is both one of the most
attractive, and the most centrally located buildings owned by ACME (the inner estate
agent talking?). Other people would really love to get a studio in here, he says, but they
joined too late (some because they got on the list too late, others because they were
simply too young). He says the same thing about the house he bought a long time ago,
in Walthamstow: that he bought it before the property bubble, so it was still affordable.
James isn’t smug about these things (who could be smug about coming from the ‘right’
generation?), but there’s a sense that the rise of property prices is both unstoppable

and inevitable. He feels the credit crunch might change attitudes about art (he feels it's
become too much about money and celebrity, and the recession would make a more DIY
approach more appealing, which he feels would be a good thing). But it wouldn’t change
the housing situation in London.

James is in his early forties, and supports himself on a part-time job at the National Gal-
lery and sales of his drawings, and is able to live comfortably on this. His partner works
full time. They share childcare duties. Things are stable and relatively settled, both with
his art practice and with his life in general. The questions I ask rarely lead to longer re-
flections; he often responds with platitudes about ‘that’s just the way things are’ as well
as comments that as we get older, we come to peace with certain things. This is frustrat-

London was a place he had to be in order to ‘make it’, on a short list of world centres:
New York, London, Berlin (or else Mexico City, a more peripheral place, but one that
was exotic enough in order to attract art world interest). He saw London as a place for
aspiring young people, ‘whether you’re a banker or an artist’ (was the comparison more
than coincidental?) (Interview 9 October 2008). For Robert, London was a place to
realise short-term ambitions, but not to live long-term. He saw his current lifestyle (he
was squatting) as both precarious and unsustainable. If he became successful, Robert
hoped to eventually buy property in Devon. This is a predictable middle-class trajectory,
similar to that of the professionals Massey describes in World City: they spend time in
London to accumulate contacts, symbolic capital and in some cases property assets, then
move to the ‘regions’ (Massey, 2007, 110). Carlos (who was from Mexico, but had lived
in London for twenty years) saw London entirely as a place to make money (he was able
to earn £3000/month as a decorator), but not a place for any kind of artistic community,
or even for any critical reception for his work, which he mainly exhibited elsewhere,

or even friends (interview 6 November 2008). For the other artists, London was less
explicitly about career ambition, but more about contact with other artists, a chance to
receive feedback on their work, participate in art discussions, and see exhibitions. These

motivations could not easily be separated from those for career advancement, in terms of
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ing: a sign of complacency or apathy? The one thing he isn't happy with is the current
state of arts education. He identifies as working class and says that, with the way art
education is going (such as the increasing cost), it's become much harder for younger
people from his background to become artists today. But he doesn’t know what anyone
can do about this. Similar to what he says about the property market, these sorts of
inter-generational dynamics are too large and complex, out of his control.

an overall desire to be ‘at the centre of the action’.

I am not arguing that artists with more careerist attitudes are implicated more deeply in
these dynamics; to do so would be to make a voluntarist argument. In fact, all of them
seemed to generally be caught up in the overall structural logic of centralisation. Most
of the artists had a strong desire to be at the ‘centre of things’ (galleries, studios, etc) and
to interact with artists on a fairly intensive level, which they felt would help their work
grow and develop. Who could argue against the desire for engagement and intellectual
stimulation, and for being at the centre of important debates (as academics, are we so
different?). However, it also important to acknowledge how this imperative to be at the
centre of things might reinforce these centralising dynamics. If being at the ‘centre of the
action’ (London, Berlin, New York or Mexico City) increasingly becomes a requirement
for career success in the arts, then does this mean that the arts become subject to the
dynamics of the global economy theorised by Sassen (although her focus is the financial
and IT sectors rather the arts)? This also raises questions about who might have the
resources to ‘be at the centre of the action’, particularly in expensive cities like London,

and how this might affect who can have a successful career in the arts.
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Figure 5. Beth’s building.

However, not all the artists saw London in these terms. For some it was a place where
they wanted to make their home. This was more the case for the artists who had
developed, or were attempting to create more settled lives, saw London differently.

For example, Jackie had lived in East London all her life and had mostly worked there,
particularly in arts education projects and public art commissions. She mentioned wanting
to exhibit work outside of London (perhaps with a slightly guilty acknowledgement of
the city’s insularity) but expressed excitement at travelling to such peripheral places as
Margate, ‘because I’d never been’ (interview 24 September 2008). Jill had moved to
London from Liverpool, and mentioned wanting to stay in the Mile End area, because

of knowing other artists there and wanting to keep in contact with them. She mentioned
wanting a sense of stability in her living situation (particularly in terms of housing),

and felt that this stability would give her the freedom to experiment with her art. Jill’s
observation about stability and freedom, interestingly challenges the association of
creativity with risk and the flamboyance of the ultra-wealthy in the radio interview with
Massey. According to Jill, access to stable, affordable housing will enable her art practice;
the continual displacement she experienced (a result of the effects of the property market)

makes it more difficult (interview 15 November 2008).
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BETH'S STUDIO, POPLAR

It's a grey evening, at around 5PM, and there is a fine mist in the air, almost rain. I cycle
to the building, near All Saints; it is outside my usual routines. I go through Mile End
(small shops, churches, fast-food restaurants) but then am in unfamiliar territory; I have
to check my cycling map frequently, in a search for quiet streets that will allow me to
avoid heavy traffic. Luckily, the estate is large enough that it's actually marked on the
map. This is one of those areas of East London where substantial redevelopment took
place, the latest phase being luxury flats (particularly near the river). After cycling down
a small narrow street, I suddenly find myself near a huge motorway, with rush-hour
traffic roaring past. It feels like everything is on the wrong scale (it’s all set up for cars),
and I start to wonder whether or not drivers can see me in the hurry to get home, even
though I've got lights on my bike and am wearing a hi-viz vest.

The estate is easy enough to locate from a distance: a collection of several Brutalist
concrete buildings, casting a dramatic figure against the evening sky. The buildings are
starkly impressive, and the windows are located on the buildings in unusual and strik-
ing patterns, making me think that at one point in time the estate was an architectural
landmark. Later on, I would meet someone who made a documentary film about these
buildings and the architects who designed them, and the utopianism that inspired their

4.3 Why is London so Expensive?

I will now focus on the housing situation in London, and will examine why London has
become so expensive and difficult to live in long-term. A key change within London’s
economy over the past forty years has been the financialisation of the property market.
Recent reports from the Greater London Authority (GLA) Economics Unit have pointed
out the importance of the cost of housing in determining how people survive in London
(2007, 2008). Using this observation as a starting point, I will explore the history

of housing in London and will consider how it applies to artists. I will examine the
financialisation of the property market and the adoption of owner-occupation as a social
norm, the decline and increasing scarcity of council housing. I will also discuss squatting
and the use of empty spaces for exhibition spaces, as this is an important part of the

history of London’s cultural scene.

The history of housing in London of the past forty years has been marked by large-scale
shifts (Hamnett, 2003, p.11). In the 1960s, most people rented privately. The 1970s saw
the development of large-scale council estates; in 1981, 40% of London’s population

rented from local authorities. The 1980s and 1990s saw several developments which led

to owner-occupation becoming much more prevalent; 40% of people in London were
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plans.

I enter the estate through a walkway between two bushes in large concrete planters
(stunted, black from car exhaust) and see a small wooden sign with the name of the
estate on it. This reassures me that I'm going in the right direction. There multiple en-
trances and I'm not sure which is the right one, as Beth didn’t tell me (thinking, I should
have asked her in anticipation that it would be this complicated). A group of teenage
boys is hanging out near one of the entrances. They're in a heated argument; it's not
quite a fight, not enough to worry about someone getting hurt—but just on the edge (I
can sense pent-up aggression). I go to a walkway in the middle of the buildings (where
it's still a bit brighter and easier to see) and call Beth to ask her where the entrance to
the building is (her text message with the directions was slightly cryptic). Beth says she’s
running late from work (she works at two different HMVs in the City), and asks me if I'm
the one standing on the walkway with the bike. I say yes and then she tells me to look
behind. There she is, waving—she has long red hair and glasses (slightly fogged from
the bike ride), and is wearing a raincoat. We cross the walkway and enter the building.
She tells me her flat is on the nineteenth floor. The lift is small, but she thinks we can fit
two bikes inside. There are several people waiting outside (who will have to wait until
the lift comes down again) and so we apologise to them.

owner-occupiers in 2001 (/bid). These developments, amongst other factors, consisted of
the introduction of right-to-buy legislation in 1980 which enabled council tenants to buy
back properties (leading to a loss of revenue for local authorities); the stigmatisation and
the worsening state of council housing, the movement of skilled working class-people
either into owner-occupation within London or else away from the city, as well as shifts

in the labour market which led to the creation of high-income professional jobs (/bid).

This shift from council or private tenancy towards owner-occupation was both productive
and symptomatic of a property speculation boom which began in the early 1990s and
continued until the recent slump. This has led to a situation where the cost of properties
averaged from £5-10,000 in 1971, £98,000 in 1995, and £206,000 in 2001 (Hamnett,
2003, p.155). The resulting situation meant that those who bought property before the
boom benefited (as the value of their property increased), but those who bought houses
later on, particularly younger generations, suffered as property becomes increasingly

unaffordable. This dynamic affected the composition of London’s neighbourhoods:

...the social mix found in many Inner London areas can be seen to be a result of
the historical legacy of successive waves of buyers, with older households now
living in areas they could no longer afford if they were buying today. As they
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The lift is slow, taking two minutes to reach the top. Once we get up we cross a walkway
with glass walls, the kind I normally associate with shopping centres (particularly those
built in the 1970s: the beige and brown interiors). The view, through the scratched and
dirty glass, is astounding; you can see much of East London, even in the fading evening
light. We enter the flat and I leave the bike in the hallway. The flat is run down but cozy;
there are several small rooms, two of which she uses as studio spaces; the other is her
bedroom. It seems quite spacious for one person, but I wonder how many people were
living in here before: was there an entire family squeezed in here?

The walls are all painted white; the furniture is functional and cheap. There is nothing
extravagant or decorative here, with the exception of the large candelabra on top of

the fridge (she is Jewish; at another point she tells me about bringing people from her
synagogue to see her work). I don't see all the things piled up on shelves and the stacks
of boxes that I've seen in other council flats, both because of the lack of storage space,
and also because the residents have lived there for years (invariably, they got their flats
long ago, before it became impossible to get one). She hasn't been here long enough to
accumulate much.

Part of our conversation is about the building. She is renting her flat through a joint

die or move they will be gradually replaced with households able to pay current
prices. It is only in some of the cheaper, more peripheral boroughs that middle
income groups can gain a foothold in the market. Consequently, teachers, social
workers, policemen and women, nurses and other groups of key workers are
increasingly unable to afford to live in Inner London (Hamnett, 2003, p.156).

Hamnett calls this phenomenon ‘micro-level’ class segregation (Hamnett, 2003, p.177),
where decaying estates and expensive houses co-exist in the same neighbourhood, and
wealth coincides with high levels of poverty. The GLA’s London Divided report confirms
this situation (2002). In addition to reducing access to home ownership for younger
generations (symptomatic of declining social mobility), this situation has also created
pressure on the private rental market by causing a shortage, which led rents to increase.
The result is that the average rent in London is now significantly higher than the rest of
the country (GLA 2007, 2008).

If we consider the wider picture, the property expansion could also be seen within an
overall climate of wage stagnation and financialisation; for a discussion of the wider
implications of financialisation, see Marazzi (2008). Within this context, the funds raised

through property speculation compensated when wages did not keep pace with the cost of
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scheme between Bow Arts Trust and Poplar HARCA, which allows artists to live in the
flats, pay the same rent as the other council tenants (£450/month) and use them as
studio spaces. She is able to afford this, by working part-time at two different HMVs

and receiving working tax credit. Beth sells her paintings, but not enough for this to be

a significant or reliable source of income. The artists are responsible for fixing up the
spaces, which are in various stages of disrepair. Beth tells me that because she moved

in at the beginning of the scheme and so her flat was in relatively good condition and
didn’t require too much work. This was because she was willing to live in ‘bleak Poplar’,
which other artists were reluctant to do. Others who moved in later had to deal with flats
in much worse condition: leaks, mould and water damage.

Beth tells me that when the building was owned by the council, there were leaks and
floods in the other flats; that there was drug-dealing in the stairwells and people didn't
feel safe; that the lift was fixed with parts that were stolen from other lifts of differ-

ent makes and so nothing really fit. There was so little money, I'm imagining, that the
council staff was forced to make do with whatever they could find. It's commonplace
for dodgy landlords do this sort of thing, but it's perhaps more disturbing to see a local
authority doing this sort of thing. The building has been turned over to Poplar HARCA, a
housing association, who has actually gone about fixing things and put in proper secu-

living (Montgomerie, 2007). This also meant that escalating property prices became seen
primarily as a revenue generator, rather than a threat to affordable housing. It also meant
that becoming a landlord in the buy-to-let sector became seen as particularly lucrative

(due in part to changes to the law in 1989 that removed tenants’ rights).

4.4 The Decline of Council Housing

If property speculation and the financialisation of housing have played a major role in
making London so expensive, a related development was the privatisation and decline

of council housing. Whilst some London council housing did exist before the 1960s

and 1970s, it was during this period that the building of council housing took place on

a grand scale. The original purpose of council housing was to break the link between
poverty and poor housing and to eradicate the overcrowding, lack of basic facilities and
slum landlordism of the early post-war period (Hamnett, 2003, p.133). Initially it did in
fact accomplish these tasks, particularly in boroughs such as Hackney, Islington, Tower
Hamlets and Southwark (Hamnett, 2003, p.135). However, the stock quickly deteriorated
because of poor design and construction, particularly the concrete-slab high rise buildings
with ‘streets in the sky’ walkways and reliance on lifts, to the point where many would be

extremely expensive to refurbish. Some became too dilapidated to repair and were slated
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rity. The building is Grade II listed and is being refurbished so it can eventually turned
over to the private sector and the flats sold off. This, she feels, is ultimately a good thing
(implying that it will encourage people to better themselves). Two of the buildings in

the area ‘have always been private’, which she says ‘sets a good precedent’. This is both
disturbing (how can the high rents charged by private landlords actually set a good prec-
edent?) and also not surprising: if council housing has become automatically associated
with crime, drugs and deteriorating conditions—then who wouldn’t want to get out, even
if it means paying significantly higher rent or taking on the financial risks of a mortgage?
Working hard to better yourself is something she believes in strongly, and which she
speaks about with a certain intensity.

I think of friends who are council tenants; they’ve told me of their frustrations with both
the conditions of the building and also other tenants in the building (one of them had
her bike stolen by her next door neighbour, another worries about the upstairs neigh-
bour’s violent, and at times racist alcoholic outbursts), but at the same time, they're

all aware that they got in through a stroke of luck (before the door shut, or the ladder
was pulled up, to mix metaphors); that their cheap rent and stability was the envy of
many, and that there was much they would give up by moving. For them, the choice was
between being stuck in cheap, but deteriorating (and in some cases unsafe) housing, or

for demolition. Both the growth of home ownership and the outmigration of employed
working class people from Inner London mentioned earlier led to a change in the social
composition of council tenants: from primarily manual workers and junior white collar
workers to the unemployed, the poor, single parents and refugees (Hamnett, 2003, 134).
Certain estates quickly attracted violence, crime and other social problems. The poor
conditions of the housing and the desperate circumstances of the inhabitants combined
with neoliberal ideologies to stigmatise council housing and council tenants as an ‘urban
other’ (/bid).

The introduction of Right-to-Buy legislation by the Conservatives in 1980 also
contributed to the decline of council housing. Right-to-buy allowed council tenants to
purchase their properties (and also to sell them or lease them). While this might have
improved the lot of individual tenants, it led to a loss of revenue for local authorities, a
reduction in the number of available properties, and created a situation of fragmentation
(whereby some residents would be council tenants and others would be owner-occupiers,
even on the same estate) which made it more difficult for council tenants to lobby around
issues relating to particular estates. Right-to-Buy also contributed to property ownership

as both a sociological and ideological norm, and to the stigmatisation of council tenancy
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paying high rent as private tenants, or the financial risks of home ownership: sub-prime
mortgages, negative equity, foreclosure. They're also in their forties; I do not know any-
one younger who was able to get in.

Then again (reflecting on my own personal history) I think about how these conditions
are not limited to public housing: I think of the flat that my uncle and grandmother
shared on the outskirts of Toronto, Canada, before she passed away and he moved

to another city: another 1970s tower block, practically identical to the ones on British
council estates, in a similar state of disrepair; but they were private tenants, with fewer
protections than council tenants (although rent control still exists in certain regions of
Canada, and housing in Toronto is not near as expensive as it is in London).

Beth doesn't talk about what will happen to the people who live in the building once it
gets refurbished and sold off, including the other artists taking part in the scheme (and
who meet regularly to show each other their work and talk about art). How might the
sale of the building break up communities, including the one she is trying to establish
with the other artists in the building? What will happen to the tenants, some of who
might have known each other for years? This is something Beth never mentions. How
can one simultaneously desire community and also think that the sale of the building is

as a last resort, reserved for the most desperate and marginalised. In addition to this, the
dwindling number of places available and the lengthening waiting lists (exacerbated by
the loss of affordable housing due to the property bubble) meant that council housing
became reserved for those seen most in need — but many of the working poor, particularly
those without children, would never qualify. This was also acknowledged in the GLA
London Living Wage reports, which assumed that for childless singles and couples,
access to council housing is ‘significantly less likely’ than for families (GLA, 2007,

p.25; GLA, 2008, p.37). This can understandably be seen as a response to the high cost
of raising children in London, but could have the effect of entrenching social norms, in
this case penalising single people and childless couples. As I will discuss later, this had

particular consequences for the artists.

4.5 Squatting, Short-Life Housing Co-ops and Alternative Spaces

I will now briefly discuss squatting (as it is entwined with London’s cultural history)
as well as the use of empty spaces by artists. Squatting is currently still legal; it is also
increasingly the only option for cheap housing. There are also many empty buildings
in London; research (Empty Homes Agency, 2009) shows 75,706 empty properties in

London in 2009. Some of these empty buildings include council estates, which have
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ultimately a good thing? This seems like such a glaring contradiction. However, perhaps
there is no contradiction at all. Beth’s sense of community could possibly be so tempo-
rary as to be impossible to imagine it lasting longer than a couple of years.

After the meeting I take the lift back down, which takes a couple of minutes to get from
the top of the building to the bottom. Beth said earlier that people frequently strike up
conversations with each other in the lift (even total strangers) because it would be awk-
ward to just stare at the floor for that length of time. She says it helps her get to know
people in the building. This happens to me too. A young man chats with me, and casu-
ally tells me that he was once stuck in the lift for twenty minutes when it broke down,
and that this sort of thing happens on a regular basis. I asked him what he did when it
got stuck, and he said he just waited until it started moving again. He does this with the
casualness of someone who has experienced this sort of thing many times, to the point
where it has become normal.

become derelict due to the reasons mentioned earlier (there is a certain irony around the
way that younger generations of people are squatting council estates, who, in a time of
greater access to social housing, might have been able to rent them as tenants). Squatting
has a long history, not only for residential spaces, but also in terms of the use of empty
commercial properties as art spaces. These have functioned as sites for social and cultural
experimentation, enabling both activities that would not receive state or market support,
and also ways of living that do not require paying rent (and thus freeing up time for
creative activities), as well as combining living space with production space (were they
ironically one of the precursors for ‘live/work’?). For example, in the 1960s, the Arts
Laboratory on Drury Lane ‘had a theatre, coffee shop, gallery and a cinema’ and served
as an important space for experimental theatre, music and film, with close ties to the film
co-op movement (Thomas, 2006, p.462). In the 1990s, the Cooltan Arts Collective in
Brixton served as a base for organising Reclaim The Streets parties. One of the artists

I interviewed briefly set up a squatted art gallery in Whitechapel called ‘Section Six
Gallery’ (‘Section Six’ refers to the section of the law that makes squatting legal in the
UK). Some of the squats eventually became legalised as housing co-ops. For example, the
Black Sheep Housing Co-op was set up in the 1980s by artists and musicians, and played

an important role in the punk scene.
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Figure 6. Carlos’s studio Figure 7. Carlos’s studio.
building.

The Institution of Rot, the ongoing art project by Richard Crow and Lucia Farinati was
originally part of this housing co-op. It was a short-life housing co-op, which took on
temporary ownership of buildings or individual lodgings from local authorities, and
relinquished them once the properties were sold off or re-developed. As mentioned
earlier, ACME studios began by providing short-life housing for artists; some of their
studios are still rented on this basis, although they now own some of their own properties.
The Poplar HARCA/Bow Arts Trust scheme was a similar type of arrangement, allowing
artists to use derelict council flats until the buildings were sold or torn down.

In High Art Lite, Julian Stallabrass discussed the use of empty office and industrial
spaces by artists in the late 1980s (2006, pp.50-52). This was done both out of financial
necessity and also as a way of sidestepping ‘the temporarily defunct apparatus of the
private galleries’ and ‘the public sector, which was not yet ready for what they had to say’
(Stallabrass, 2006, p.50). According to Stallabrass, ‘the best pieces were often those that
had found some way to respond to their environment’ (Stallabrass, 2006, p.52). During
the late 1980s and early 1990s, when artists were able to achieve rapid success and

visibility through the use of empty office and industrial spaces for large group exhibitions.
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CARLOS’S STUDIO, DEPTFORD

The studio is the only one located near where I live. It is on a long, wide street off the
north end of Deptford High Street, between a residential area (Georgian row housing
and postwar tower blocks, a couple of pubs, kids playing football in a basketball court)
and the industrial zone along Surrey Canal Road (warehouses, scrap metal dealers, the
incinerator). On the next block, a new building is being built, flats for a housing associa-
tion. It's a cold clear day with a bright blue sky, around 3PM. I've just been doing my
shopping and am carrying a bag of vegetables for tonight’s supper, as well as a loaf of
Turkish bread, some of which I eat as I'm hungry.

The studio is in a huge red brick warehouse building with large windows that takes up
the entire block. It has several occupants. One end of the building is occupied by a paper
bag manufacturer (there are several packaging companies in the area). There is an an
evangelical church called Pillar of Fire Ministries in the middle of the building. These have
have recently become more common in warehouses and certain shopfronts, possibly due
to tax and planning loopholes. On the other end of the building, SR Communications, a
direct mail company.

The studios are in the middle of the building, next door to Pillar of Fire. You can see

One of these exhibitions, Freeze, was influential in launching the careers of the Young
British Artists; it took place in an empty administrative block in the Docklands. However,
what made it different from projects such as the Arts Laboratory was that it was mounted
as a ‘professional-looking exhibition’, and had ‘an impressive list of corporate sponsors,
many of them associated with the service industries and urban redevelopment projects’
(Stallabrass, 2006, p.53). This reflected a shift in terms of the use of empty commercial
or industrial spaces being seen as a ‘launching pad’ for successful careers within the
established art world rather than as an alternative to the gallery system. The sponsorship
of Freeze by urban redevelopment corporations returns us to the question of culture and
gentrification; in this case, art exhibitions can provide potential cachet for companies keen
to develop a trendy image. It may also reflect a further professionalisation of the art field,

in terms of an increasing orientation towards career success.

4.6 Artists’ Living Situations and Experiences of Gentrification

I have discussed the dynamics of culture and globalisation and gentrification in London,
as well as the history and politics of housing. I will now discuss how these processes
play out in terms of the London artists’ working and living situations. Most of the

artists I interviewed generally lived in East London: four in Hackney or Dalston, two in
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things in the windows that indicate that there are studios here: brushes in glass jars,
tools, or other stuff suggesting domesticity: coffee mugs, plants, beer cans. There’s a
sign marking out the studios, listing some of the private foundations that have financially
supported the studios, in addition to the Arts Council. The sign looks like it's been there
for around 20 years. Just as I'm at the door and trying to figure out how to enter the
building, someone opens it and lets me in (a white man in his late forties or early fifties).
I ask if he knows where Carlos’s studio is and he says he’s never heard of anyone named
Carlos, and wonders if he’s moved in recently. I then call Carlos on his mobile and we
eventually find each other on the stairwell. He brings me upstairs into his studio. It turns
out he didn't just move in; he’s been there a long time, but never really developed a
relationship with the other artists.

There are worktables and shelves lining the walls of the studio. They are cluttered with
stuff: tools (screwdrivers, pliers, soldering guns), electronic components, children’s toys
(mostly robot action figures), Halloween masks, books, old computer parts (monitors,
circuitboards) and other stuff that he’s either found or bought cheaply, to assemble into
kinetic sculptures. The studio brings to mind the mad scientist’s lab of so many science
fiction films, or the engineer’s workshop where everything is arranged according some
idiosyncratic sense of order. At the centre of the room is a table, with a metal grid on

Stoke Newington, one in Bethnal Green, one in Walthamstow, one in Poplar and one in
Bow. Two of them lived in South London: one in Brixton and another in Deptford. One
recently moved to Hertfordshire. The artists’ studios (for those who had them) were also
mainly in East London: two in Dalston, two in Hackney, two in Bow, two in Stratford,
one in Deptford. It is worth noting that none of them lived or worked in areas (such

as Shoreditch or Hoxton) we now stereotypically associate with artists’ communities,

perhaps because these areas had become unaffordable.

Most of the artists I interviewed rented privately. Three of them were owner-occupiers;
one (in his forties) described himself as lucky that he was able to buy a house before the
property boom. Two of the artists (in their forties and fifties) were council tenants. As
mentioned earlier, two of the artists had live/work studio spaces as part of the Bow Arts
Trust/Poplar HARCA scheme. One artist was squatting a flat in a derelict council estate in
Hackney.

My overall impression of the London interviews was of lives that were difficult to sustain,
particularly in the long-term. In many ways, this was due to the high cost of living and

lack of affordable housing; the gentrification of East London (where many of the artists
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which sit rows of butterflies with wings made from the thin metal from soft drink cans
(the Coca-Cola logo is recognisable on a couple of them). Carlos turns a switch on, there
is an electrical hum and the mechanical butterflies all slowly flap their wings slowly and
solemnly. There’s a particular aesthetic to everything in the studio: bricolage, cheap,

everyday materials combined with sophisticated electronics. He said the butterflies
were expensive to produce because of the cost of the electronic components.

He says that he originally came from an engineering background, but then studied art
history and then taught himself electronics from mail order kits and manuals. However,
our conversation is less about materials or technical stuff than about identity and place.
Carlos is originally from Mexico and is now considering relocating there more or less
permanently, so I am interviewing him at a point in time when he is asking himself many
questions.

Carlos feels the interest in his work is all mainly elsewhere: the Netherlands (where

he once took part in a prestigious residency program) and other countries that are

more supportive of electronic art (he also mentions Switzerland, Austria, Germany and
France). There is not much interest in electronic art in the UK, which he characterises as
dominated by an art market which favours more traditional art objects such as paintings

lived); and the dismantling of support structures that would provide enough stability

to counter the risk and unpredictability of freelancing. These conditions intensified the
pressures of multitasking and hustling to make ends meet. In the face of such overwork,
this made the artists’ efforts to preserve some space and time for their art practices an
uphill battle. This also had physical and psychological consequences, such as exhaustion

and burnout.

4.7 Precarious Housing Situations

If culture is implicated in gentrification processes, then the artists themselves experienced
their disruptive effects. One artist (Jill) described continually being displaced by landlords
selling the property she lived in. Two artists (Jenny and Jackie), had studios in Stratford,
which ACME was renting from Newham Council; they were worried they would
eventually lose the spaces, because the council would eventually sell off the buildings or
tear them down. Another artist (Joe) described having been involved in a shared studio an
gallery in a warehouse near the Olympic site; it was evicted when the Games caused the
property to enter a ‘rent gap’ situation (the land became more valuable than the building),

this created an incentive for the landlord to evict the tenants and demolish the building.
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or sculptures (in other words, work that is recognisably ‘art’). He says that collectors look
at the work and think that at best it's a gadget, and at worst it's something that is going
to break. Carlos recently sold a piece of work for £9,000, of which the gallery took half;
this was the first work he sold, despite attempts to sign up with a gallerist, and receiv-
ing critical attention (critical attention in the art world does not necessarily translate into
sales) . He feels that in the end, after the amount of time, work, research and technical
expertise he put into the work, it's not actually very much money—at least not when
compared to the kind of money earned from wages.

Carlos’s relationship to the city is almost completely economic: London is where his stu-
dio is located and where he produces work, and it is where he earns a living. However,
it is not where he shows his work, receives critical feedback or engages in any ongoing
dialogue with artists about issues that interest him. It seems as though he works more
or less in isolation (remembering to the man who let me into the building, who had no
idea who Carlos actually was). Carlos works as a freelance decorator in the building
industry, and can potentially earn £3000/month (benefiting, no doubt, from the housing
boom). He says this would be impossible to do this in Mexico. In general, in his descrip-
tion of different places is entirely pragmatic: what he can do in one place he can't do in
another. It's never about people or relationships (friends, family, lovers).

Consistent with the developments described earlier, I noticed an intergenerational
dynamic of declining access to stable housing amongst the artists I interviewed. For
example, the two youngest artists (both in their twenties) felt that getting on property
ladder was basically impossible for them. Robert said he was ‘burying my head in the
sand on that one (interview 9 October 2008) and Sally said that she saw mortgages were
‘out of reach’ for her and most of her former classmates from art school (interview 24
November 2008). Sally was working full-time as a sixth-form college teacher and also
mentioned, at another point during the interview that all her friends were also working

full-time—but even with full-time jobs, could not consider purchasing a house.

A similar dynamic existed around access to council housing: for older generations, it was
difficult, but still possible to get a council flat, whereas it had now become practically
impossible for many younger people. This reflects one consequence of the scaling back of
state support and the application of means-tested criteria. A gap is created between those
desperate enough to fit, and those who are poor but not poor enough to qualify; this gap

produces resentment (which was expressed by one of the artists).

When some of the artists mentioned housing being expensive, I then asked them what
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His attitude and demeanor changes when he talks about Mexico and the small town
where he grew up. The conversation becomes less pragmatic, and starts to become
more personal. After twenty years in the UK, Carlos’s identification with Mexico has
become stronger, particularly after learning to speak the indigenous language spoken

by his family (which he did not learn as a child). In learning the language he was ex-
posed to the traces and fragments of a different set of values; he says that the language
has no word for ‘rubbish’ reflecting a relationship to the environment where nothing is
wasted, and everything is seen as part of a larger ecology. Mexico is also the site for his
political commitments: in vivid, passionate detail, he describes how the suburban sprawl
of Mexico City is swallowing the small town he comes from; how the clay dust from the
city is polluting the air. He talks about how indigenous farming practices are being for-
gotten, and with them the knowledge of how to work with the specific properties of the
soil in the region. London does not concern him this way; he does not mention air pollu-
tion in the neighbourhood due to the high volume of traffic, for example, or the limited
recycling program. It is a rootless place, even after twenty years.

This may be because his politics seem so intrinsically tied to a sense of origins which
have been lost through colonialism, and for the need to recover them. According to
this logic, any other definition of politics would be completely impossible; a place such

they thought about social housing. The usual response was that people drew a blank or
changed the subject. This response could be interpreted in two ways. The first, most likely
interpretation is that accessing social housing has become so difficult to be not even worth
considering. The second interpretation could be that the artists felt social housing was

‘not for them’; it was seen to be an option only for the most destitute (consistent with

the developments discussed earlier). Some of them also felt that any financial hardship
they experienced was a choice, rather than a necessity. Most of the artists I interviewed
generally did not access housing benefit (or did not admit to it). This may reflect the
bureaucratic nature of the benefits system (which might dissuade them from applying),

the stigmatisation of benefits, or the middle class background of some of the artists.

In Individualisation (2002) and The Brave New World of Work (2000), Ulrich Beck points
out a central contradiction around the role of the welfare state in a neoliberal climate.
During the post-war period, state support has historically developed around social norms
(such as, in the German context on which he bases his analysis, the nuclear family with

a male breadwinner in full-time employment), but these norms no longer apply to many
people’s lives. Neoliberal reforms undermined the principle of universality, then caused

means-tested criteria to become more stringent (often along the lines of traditional social
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as London must seem like the belly of the beast: the seat of the regimes of capitalism
and colonialism that have all but decimated the alternative value system he is trying

to recover. I start to feel vaguely uncomfortable; I'm sympathetic to his environmental
concerns, but am troubled by the essentialism of his politics. It's an essentialism that has
never been possible for me, as a mixed-race, second-generation immigrant, now living

in another country. I have never been able to lay claim to any form of cultural authentic-
ity, and feel uncomfortable using this as the basis for politics or a personal philosophy. I
wonder if he sees me as part of the problem.

Carlos is returning to Mexico to dedicate himself full time to a NGO, which he has set

up with his mother and sister in his home town a few years ago. The NGO is dedicated
to preserving the local environment as well as researching indigenous languages and
practices, particularly farming. It is interdisciplinary in nature, and has involved archae-
ologists, biologists and linguists; Carlos has also applied for funding fo artists’ residen-
cies, and has already hosted a Dutch artist through contacts in the Netherlands. He says
his art world connections have been particularly useful in attracting funding from private
foundations, but Carlos talks about how he finds the art world ‘constrained’, particularly
the art market (suggesting that it is caught up in the values he is now rejecting). The
NGO will allow him to create his own context for artwork; it will create the framework for

norms). We can certainly see social exclusion policies, for example, within this context.
The result was that more and more people, particularly those in atypical working and
living circumstances, fall through the cracks, unless they have access to other sources of

Income.

I am not arguing that the situation of artists exemplifies unconventional lifestyles, as
there are many others who live in atypical circumstances who are not artists; conversely,
some of the artists could be seen to live quite ‘normal’ lives. However, two of the artists
experienced conflict with the benefits system: one artist (Beth) could not access council
housing because she was childless, and another (Tamar) had her housing benefit cut when
she received an Arts Council grant. Beth said quite bluntly that as a single, childless
person, council housing was completely inaccessible to her (interview 15 December
2008). She mentioned trying to get on the waiting list and then being told that her chances
would be better if she got pregnant. Beth also mentioned an artist couple she knew who
had been on the waiting list in Tooting for years, and had no hope of ever moving up the
list, because they were childless. Beth actually said that this encouraged women to have
children because of ‘knowing you’ll be supported’ rather than make something of their

lives. In many ways Beth’s situation is not specific to artists, but would be faced by any
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collaborations with archaeologists and linguists, for example. He says that in Mexico, it's

common for artists to be involved in socially engaged projects, but he doesn’t see this in
the UK. He seems unaware of the public art commissions that have become recently be-

come common, but perhaps a city such as London is so large that it is possible to inhabit
one part of the art world, and be unaware of other aspects of it.

Carlos described his decision to return to Mexico as a ‘gamble’, because he would not be
able to earn money the way he could in London; as there is no property boom in Mexico,
he would not be able to earn as much as a decorator. Before going, he wanted to make
sure that he got his UK passport as a way of keeping the door open, if he wanted to
return; ‘it would be stupid to decline that’. ‘That’ means the legal entitlement to work,
and make money should the fundraising efforts prove unsuccessful. It also means con-
nections with Europe, and access to the greater comparative symbolic capital. It is ironic
that getting the passport (a symbol of settled living if there is any) coincides with the
sense that there is very little reason for him to stay in London—perhaps this reflects the
gap between the slow time-frame of immigration bureaucracy and the changing sense of
identification with place.

childless person trying to get into council housing. However, for Beth, staying single and
childless was about being able to concentrate on her art. She described her career choice
as an artist in aspirational terms: working hard and supporting herself through part-time

employment rather than relying on benefits.

Another artist described a situation where her housing benefit was cut whenever she
received a grant from the Arts Council. The grant was budgeted to cover the cost of art
materials, but the council saw the money in the account, and assumed she was receiving
on a regular basis, as disposable income. She explained the situation to the council, but
was treated with a degree of suspicion. This caused her so much stress that the next time
she received a grant, she simply lied about it. This case specifically revealed the difficulty
of local authorities in distinguishing between arts grants and employment income but also
the problems experienced by self-employed people, and, more generally, the inability of

the welfare state to cope with those in irregular employment situations.

The dereliction of some council housing stock meant local authorities could no longer
maintain it, and turned over management to other organisations, such as the Bow Arts

Trust/Poplar HARCA scheme. This ironically made it possible for some people to access
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Figure 8. Stratford. Figure 9. Jenny’s studio.

the housing in ways that would not be possible through council waiting lists. Two of the
artists (Jill and Beth) were renting flats as live/work studios through the scheme; one
building was slated to be demolished, and the other (which was Grade II listed) was to
be turned over to the private sector and converted to luxury flats. The artists were able to
rent the flats through Bow Arts Trust; they paid the same rent as the other tenants, but to
Bow Arts Trust rather than Poplar HARCA. Artists applied to the scheme and decisions
were made by jury; one of the criteria was community involvement. The artists were
responsible for fixing the flats themselves, as they were often in a state of disrepair. The
artists lived in the flats with the understanding that their presence was temporary, and
that there was no possibility for long-term occupation (although, due to the recession, the
process of demolition or sale might take years, giving them more time). More cynically,
the scheme could be seen as using artists to provide anti-squatter services, similar to
companies such as Camelot.

I asked both Beth and Jill for their views on the scheme. Beth thought the scheme was
conducive to both the development of artists’ communities and the expansion of the
audience for art, saying that ‘if this expanded, if there were hundreds of artists doing

this, then there would be a significant proportion of recent graduates who were getting
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JENNY'’S STUDIO, STRATFORD

The studio is in Newham, near Stratford station. The station is a labyrinth of twists and
turns; no matter how many times I use the station, it's always confusing due to the
detours caused by ongoing renovationn work. I don't use the station frequently enough
to keep pace with these changes, which could be connected in some way with the
Olympics. I use the toilet in a little compound near the newspaper kiosks, then exit the
station, walking underneath a huge white decorative awning — which comes across as a
rather desperate attempt to make the station look spectacular rather than impersonal.
It's about two o’clock in the afternoon, and the sky is uniformly grey, with a few specks
of rain. I walk down a large, wide, and fairly busy motorway lined with tall glass and
steel tower blocks: government buildings, a hotel, a movie theatre, shopping malls, loft
condos, all built fairly recently, although they do not age well and are already showing
signs of wear (moss, green and black streaking along the sides). What will they look like
in ten years?

I'm thirsty and would like to buy some juice, but there is no corner shop or supermar-
ket in sight now (thinking, I should have bought some in one of those kiosks). How do
people who live in the area do it: where do they do their shopping? Do they have to
drive off to some shopping centre or box store? What do they do if they don't have cars

themselves into very secure studios... [And] if your neighbours are artists, and you

just saw them at some event and if you saw them in the lift again, it feels like a more
accessible thing (interview 15 December 2008). The irony that the conversion and selling
off of the flats might actually disrupt artistic communities did not seem apparent to her.
Jill said that she was glad to have finally found some stability, and was happy with living
in the building (saying ‘I don’t like looking at it, but I like living in it”). Significantly,
neither Beth nor Jill talked about their situations as though they were temporary: Jill
actually described her current living arrangements as ‘stable’, although, ironically, her
building could be demolished in a few years. However, her present situation could have
been comparatively more stable than in the past (in which she faced frequent evictions by
landlords).

4.8 Transience and a Provisional Sense of Stability

How did these material conditions intersect with more subjective issues (such as, for
example, the artists’ sense of place or understanding of their future)? What is striking
about Jill and Beth’s accounts is that they reflect both an acceptance of their own
transience and also a short-term sense of stability. They both seemed aware that when

the buildings are torn down or sold off in the future, it would be time for them to go;
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(imagining someone walking down the motorway carrying shopping bags)? Probably this
would have been a very different neighbourhood twenty years ago. This is confirmed
several months later in a party conversation; someone tells me about the appliance shop
and its long row of fridges on the pavement (he would photograph this on a regular ba-
sis, drawn to it as a kind of ordinary spectacle). He insisted that it used to be very differ-
ent, and now it's become practically unrecognisable. I wonder if it was more pedestrial
scale in the past. Other than the area around the station and the shopping centre, there
aren’t very many people on the street. It feels like North American suburbia. Everything
seems larger than normal. The signs seem to be billboard scale, designed for the per-
spective of motorists rather than pedestrians.

I pass several building sites, surrounded by blue- and green-painted plywood fencing.
Much of the area is under construction, probably in preparation for the Olympics. I then
turn up a winding road with council estates (postwar tower blocks), a school and a pub,
with more building work further ahead (a street that goes under a set of train tracks is
now completely blocked off, with no way of getting through). Nothing here would have
been built before the 1950s; what was here before? The studio building is on a small
street that turns off the large winding one. The street sign is broken, propped up by a
fence; someone has spraypainted yellow over othe sign, but it's still more or less legible.

the bonds that they have made with other artists in the building might possibly dissolve,
unless they make a concerted effort to stay together as a group. However, neither of
them seemed to be thinking of this at the moment. Jill and Beth were not the only ones
who described their situations in this way. Another artist I interviewed, described herself
as ‘having a house’, which at first [ took to mean that she owned property. She then
clarified this to mean that she was living in a flat where she paid cheap rent. In general,
the artists I interviewed tended to think mainly in terms of the present; the future, beyond
a few months, was difficult to imagine. This may reflect the difficulty of thinking or
planning long-term in a city as expensive as London, particularly on a limited income,
and where housing arrangements were often temporary. Perhaps because the property
market had played such a central role in London’s economy, the artists also seemed to
accept its continuing expansion as unstoppable and inevitable. The recession was seen
as a momentary blip. The reluctance of politicians to intervene (lest they be seen as
‘anti-development’) perhaps contributed to this perception. For example, Joe mentioned
contacting his MP about the landlord’s attempts to evict the project space from the

building; she was supportive but said that she ultimately could not help them.

Some of the artists also seemed to have internalised the idea that they were implicated in
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There are only two buildings on the street, both small, two storey 1960s brick buildings.
Perhaps at one point in time they would have been workshops, storage or maintenance
buildings for the council; are the only spaces that can be used as studios these kind

of leftovers, which can't be converted easily into luxury flats? The specks of rain grow
heavier. I walk towards the first building and open a chainlink fence, and walk through

a muddy area towards the building entrance. Have I come to the right place? The win-
dows are grubby and the building looks like it could be abandoned, but I see a sign by
the door that says 'ACME’. I ring it and there’s nobody there. It's now raining. Then I see
Jenny driving a small hatchback car in front of the building. She motions to me to open
the chainlink fence, which I do, and she drives in and parks her car in front of the build-
ing. Jenny gets out; she’s dressed casually, wearing a sweater, jeans and boots, but is
also wearing quite heavy makeup around the eyes. The first thing she does is warn me
about what a mess her studio is. I tell her that it won’t bother me. We both go inside the
building.

It's dark inside, and there are huge theatre props piled in a storage area by the door.
She explains (guessing that I'm wondering what they are used for) that there’s a the-
atre company on the ground floor; they use the space for rehearsals and are the people
she sees the most frequently in the building. We walk up a flight of concrete stairs, then

gentrification processes, which made them reluctant to participate in housing activism or
anti-gentrification campaigns. The tendency of some anti-gentrification campaigns both
to focus on long-term residents in danger of displacement, rather than on more recent
arrivals, and to also foreground the loss of the authentic character of neighbourhoods
may have also made the artists feel there was no place for them. This manifested itself in
terms of awkward and uncomfortable moments during the interviews, and expressions of
(perhaps middle-class) guilt. For example, Jackie expressed discomfort at discussing the
displacement of artists, feeling that it was an arrogant assertion of artists’ needs above
other people: ‘I kind of get annoyed at communities that are displaced, as opposed to just
artists’ (interview 24 September 2008). For Jackie, being involved in an anti-gentrification
campaign would imply laying claim to an authentic experience to which she does not
have access: ‘... I’d just be giving myself airs to pretend that [ remember a time that...
lots of spaces, squats I used to go to...". Significantly, she also described gentrification

in cultural terms (in terms of authentic experience) rather than economic terms (such as,
for example, in terms of increased rents), perhaps also symptomatic of the impasses in

thinking about gentrification.

Joe said that being an artist was a luxury, which meant that he would feel out of place
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along a dimly lit coridor on the first floor (light coming in through cracks under the studio
doors). It's completely silent; I wonder if we're the only ones in the building. Then we
open the door to the studio. It’s lit by fluorescent light, and there are large windows. She
has one half of the room, which is full of sculptures. The shapes all suggest something
biological: animals, alien creatures, viruses. She shows me photographs of past works

in a catalogue: accumulations of the sculptures: metaphors of chaos taking over order.
Some of the sculptures are in the process of being packed into a crate wooden crate,

to be sent away for an exhibition in Belgium (hence the mess, for which she continues
to apologise). There are also some pieces of heavy equipment, which she uses to make
the sculptures. Another person is using the other half of the room, although he doesn't
have much stuff there yet because he just moved in. The studio is right next to the DLR
tracks, and the DLR train goes past every fifteen minutes or so causing the windows to
rattle slightly, punctuating the conversation. It appears not to bother Jenny; perhaps
she’s gotten used to it.

Jenny says that she’s not sure how long the building will last, because they’re leasing it
from Newham Council, who will likely tear it down in preparation for the Olympics. She
doesn’t say what she will do for a studio then; perhaps she doesn’t want to think about
it. The roadworks that are taking place in preparation for the Olympics have already

in these sorts of campaigns (interview 5 October 2008). This assertion of art as a luxury
rather than a necessity undermines the legitimacy of artists’ involvement in housing
campaigns — their needs are seen to be trivial in comparison to long-term residents, for
example. For Joe, campaigning to save the project space in Hackney would require both
long-term commitment and local community involvement, beyond the art community. Joe
said that by the time the space had come under threat ‘the project had run its course’; he
felt that it was time to put his energies towards his own work (perhaps he was also aware
that developing too much of a reputation as a curator or organiser might possibly damage

his career as an artist).

However, it is also important to acknowledge that some artists actually found ways to
take advantage of an overall condition of fragmentation and transience. For example,
Robert was squatting a derelict council estate, which he shared with several other artists.
His relationship to other artists, even those he lived with, seemed to largely be one of
individual competition. I repeatedly asked him about his relationships with other artists,
to which he responded in ways that were about distinguishing himself, and his work, from
others. Because he was squatting (a transient mode of living), he did not have to pay rent;

but because he had no desire to stay or establish some sense of community, there was
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made it difficult for her to drive between the studio and her flat in Hackney (I remember
passing the road that was blocked off on my way here, which was the main road con-
necting Hackney Wick and Newham). She says that now she has to take another route,
which is much longer and more circuitous; the time spent commuting means she has
less time in the studio. Her worry about losing the space and the frustration with the
commute contribute to the underlying anxiety in the conversation, which surfaces occa-
sionally when she says things like, ‘things aren’t OK at the moment’.

The anxieties are not really about money, as they might be for some; she works twenty
hours a week as an arts administrator, which she supplements with sales and occasional
interior design commissions (such as painting a mural on the inside of a bar in Hoxton).
She pays cheap rent at the flat she shares with her boyfriend, so her living costs are rel-
atively low. Rather, the anxieties are about her career, and whether or not it's progress-
ing quickly enough. She worries about the fact that her work isn't selling; although she
is showing regularly and has all the signs of ‘having a career’. She wonders whether the
fact that she makes sculpture puts her at a disadvantage, as collectors might think it was
too large and unwieldy for their homes; she also acknowledges that the credit crunch
has made selling art much more difficult these days. Jenny also expresses frustrations
with arts funding, saying that what she’s doing isn't ‘social work’, and that that’s all the
Arts Council wants to fund these days, and that they don't care about aesthetics; she

no need to stay in one particular neighbourhood, and because of this, no concern about
being displaced. He was proud of his resourcefulness, and saw his decision to squat as

a clever way of short-circuiting the need for paid employment, which would take time
away from his art career. However, the (conventionally middle-class) aspiration to buy a
house in Devon was ironic given he was living what could be seen as a more precarious
existence than the other artists (most of who were paying rent). Was the precariousness
he was experiencing different from that of the other artists? In other words, did Robert’s
middle-class background enable to see his present circumstances as a temporary phase,
after which he could confidently look forward to a stable and prosperous future — a future

which seemed less certain for some of the other artists?

How can we understand both this acceptance of transience and also the normalisation of
such a provisional sense of stability? It might be useful to return to Virno’s theorisation
of opportunism (which he defines in structural rather than moral terms) as a way of

considering these attitudes. He characterises the orgins of opportunism in this way:

outside-of-the-workplace socialisation marked by unexpected turns, perceptible
shocks, permanent innovation, chronic instability. Opportunists are those
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also resents the pressures to fit her work into the ‘ethnic minority’ category, which she
feels has nothing to do with her own interests. At other times, Jenny is more animated,
perhaps reflecting the excitement about being at the centre of things:

For example last week there was one night with about four shows because a
friend of mine, the one in Berlin, was showing at Museum 52. That was at the
same night as when there was a big exhibition at that new place on Calvert
Avenue, Calvert 22, anyway, there was a big show with lots of different people,
and anyway, there was a friend of a friend showing in that, so I thought I'd go
anyway, and there was one at Vegas gallery, which is around the corner from
Museum 52, and just popped in, and apart from that, I know the gallerist and
it was just next door, and then I went to go see my friend’s show who I used
to have a studio with, and so it was four things in one night! And there was
something across the road and it was fine, because it was packed with people

we knew’,

The excitement and the anxiety surface at different times during the conversation.

It's almost like I'm talking to two different people: one who feels confident about the
future, excited about the buzz of being at the centre of things, and is relatively lucky
with opportunities, and then another who worries that things are not going as well as
they might, and who fears that she ultimately might not really be able to make a living

who confront a flow of ever-interchangeable possibilities, making themselves
available to the greater number of these, yielding to the nearest one, and then
quickly swerving from one to another (Virno, 2004, p.86).

Opportunism is about living with continual instability, as well as the underlying
knowledge that one must adapt to quickly changing circumstances. According to this
logic, one can be inventive in developing new projects, but one must be prepared to

give them up in an instant; one can temporarily live in cheap housing, but only on the
condition that one must eventually leave. One can be tactical; as Joe said in relation to the
impact of the Olympics on the East End art scene, ‘maybe we’ll creep around the borders
and everything will be fine’ (interview 5 October 2008). It is a question of stealth and
subterfuge, but not of any long-term, visible commitment when it comes to sustaining
projects, communities or homes. Long-term commitment would not only mean fighting

a losing battle, it would also be so much at odds with the the cultural logic of the present
climate that it does not even present itself as a possibility worth considering. It might also

possibly go completely against the habitus that many of the artists have developed.

The other side of opportunism, which Virno discusses less, is resignation: resignation
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from her work. It's an emotional rhythm of highs and lows; of feeling hopeful, and then
feeling anxious and frustrated. It's almost as though she copes with those moments of
anxiety by trying to put them out of her mind and focusing on the excitement, instead
of trying to reflect on what is making her anxious. It might in fact reflect a larger situa-
tion where she feels there is little she can do to change things if things turn out badly; if
she loses her studio space or the gallerist does not sell much of her work, it’s out of her
control.

to the idea that one must always go with the flow, but that one is ultimately powerless

to act on one’s circumstances. The best that one can do is try to adapt, and hopefully
carve out some space for one’s self in the process. Another way of considering this sense
of resignation and acceptance is through Franco Berardi’s theorisation of ‘depression’,
depression being the other side of the imperative to be an entrepreneur of the self (if we
remember the discussion on Foucault in the second chapter). Berardi sees anxiety and
depression as the Post-Fordist equivalent of Fordist alienation; they are the consequence
of the imperative to exploit one’s thoughts and emotions (Berardi, 2009, pp.134-135).
Depression is thus not simply a psychological diagnosis; it is the result of the splintering
of space and time in the Post-Fordist economy as ‘the coherence of lived time’ becomes
reduced to fragments (Berardi, 2009, p.132), as well as the disappearance of ‘privacy

and its possibilities...if we understand this word in its fullest meaning and not only to its
specific juridical definition (Berardi, 2009, p.107). It is also about things changing too
quickly to come to grips with them (Berardi focuses on technological change, but I would
apply this to other forms of social and economic change, such as the fluctuations of the
property market or policy shifts). Berardi also defines depression as ‘a lack of sense, an
inability to find sense through action, through communication, through life’ as well as ‘an

illness of responsibility, dominated by a feeling of inadequacy’ (Berardi, 2009, p.116).
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Figure 10. Joe’s studio build- Figure 11. Joe’s studio.
ing .

Drawing on Alain Ehrenberg’s La fatigue d’etre soi or The Fatigue of Being Ones’ Self
(1998), Berardi argues that depression and fatigue are the consequence of the pressure to
be exemplary, entrepreneurial individuals: ‘nobody can conceive of his or her own life
in a more relaxed and egalitarian manner. S/he who relaxes may very well end up in the
street’ (Berardi, 2009, p.119).

4.9 The Loss of Space and Time for Creative Activities

In reflecting on the London interview material, it is possible to see how the London artists
were subject to the fragmentation of space and time. The artists were pushed further

and further away from the city centre, into tiny spaces in rundown, and in some cases
semi-derelict buildings. Relatively speaking, most of them did not live in stable housing
circumstances. The fragmentation of time they experienced was connected to the juggling
and multi-tasking involved in maintaining both a job and an art career, as well as the
commuting between home, work and studio. Several of the artists in the shared studio
buildings mentioned that they never saw other artists in their studio because they were on
different schedules. Joe and Robert speculated that they were too busy earning a living.

Joe said, ‘there are a lot of artists who rent their space, and don’t go into it. They’re
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JOE’S STUDIO, MILE END

It's about 2 on a Saturday afternoon and raining so heavily that I can’t cycle. Because
it's the weekend and several tube lines are down, I end up taking a bus from Bow Road.
The bus takes a long time to show up and I have to walk for fifteen, maybe twenty
minutes in the station. This area is off the cycle route I normally take through the area;
if I were to cycle here I'd come up through the Isle of Dogs, through the roundabout
near Westferry, then along the canal towards Mile End. Because it's off my normal

route it's a bit unfamiliar (I become more familiar with the area later on). I end up ask-
ing someone on the bus to tell me where I should get off. She tells me, and I get off on
a winding street near the canal and Ben Jonson Road. Once I get out, I walk for a bit
and then things start to look familiar again (piecing together the map in my head, like
puzzle). I pass a park with a playground, and public art. There is much of it in this area;
these sorts of neighbourhoods always seem to be the target for public art commissions.
I eventually come to a large, white warehouse building, with some corner shops across
the street. There is a gallery on the ground floor, which seems to be closed. I get to

the entrance and try to buzz in, huddled under the glass awning as the rain pelts down.
But there’s no buzzer to the studio—only one for the office (closed, I assume, as it's the
weekend) and for the gallery. I end up calling Joe on the mobile, trying my best not to
get it wet in the process. He comes down and lets me in. The entire building, both the

hanging onto it, hoping that they can find time, or clinging onto the idea that they’re a

creative person’ (interview 5 October 2008).

In Precarious Rhapsody (2009), Franco Berardi develops a related concept to theorise
these conditions, ‘cyber-time’. He uses ‘cyber-time’ to characterise the effects of
information technologies on experience, such as the demand to be continually available
and to respond to others immediately. The specifically technological aspects of
Berardi’s concept are less relevant, but it is nonetheless useful for theorising overload
and oversaturation: of being expected to work faster and with greater intensity than
what is physically and emotionally possible (Berardi, 2009, p. 44). The consequences,
Berardi argues, are fatigue, exhaustion and burnout: ‘the constant mobilisation of
nervous energies can lead to a depressive reaction’ (Berardi, 2009, p.115). The artists

I interviewed did experience periods of exhaustion: one described herself as recently
recovered from a moment where she was ‘nearly half-dead from stress’ (interview 13
October 2008) another had recently recovered from a long-term, chronic illness. Others
artists’ experience was less dramatic, but revealed an ongoing grind of trying to make
ends meet, and trying to keep their artwork going, as much as they could. They talked

about continual attempts to fight tiredness and the impulse to relax at the end of the day,
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outside and the inside, are painted white. There’s an almost monastic calm to the place.
It's a place to concentrate, free of distractions. The building also seems rather empty: I
don’t see anyone hanging out in the hallways, and I don’t hear any noise coming from
the studios.

We enter the studio; he says he moved in recently so there isn’t much in there yet. It's
true that it's very clean and neat; it doesn’t seem lived-in at all. The walls are white and
pristine. A soft grey light filters in through the windows, making the drawings hanging on
the walls all the more dramatic. They're large (7 or 8 feet high) black and white charcoal
drawings of moonlit fantasy landscapes, Gothic imagery that that brings to mind Edward
Gorey’s illustrations as much as 18th century Romanticism or early twentieth century
German Expressionism, but done with a certain self-consciousness and even irony. There
has been a recent trend in painting towards Gothic imagery and representations of the
supernatural; is it part of the same trend?

Joe describes the studio as a place for him to concentrate on his ‘own work’ in relative
security, quiet and stability. He misses the camaraderie of other projects he was involved
in, but at least this allows him to get things done. He supports himself through teaching
part-time and through sales of his work, as well as through stipends from his gallerist (a
rare thing as gallerists don't typically offer stipends).

instead of going to the studio. One of the artists (Jill) mentioned how she had to learn to
become better at the ‘switch on-switch off thing’ (a technological metaphor), meaning
switching out of job mode into studio mode. In many cases it was a combination of

passion, ambition and discipline (such as Beth’s belief in hard work) that kept them

going.

I will now implicate myself as a researcher and acknowledge that I found myself
experiencing some of these very conditions in the process of interviewing of the artists. In
many cases (with the exception of Carlos, whose studio was close by), I would often have
to commute quite far in order to meet the artists, either by bike or public transport and
foot. I see this as not only about the geographical distances that one must routinely travel
in London, but also specifically because of the location of the studios in fairly peripheral
regions of the city, a result of property market pressures. In some cases I actually got

lost (such as when interviewing Beth, although this is perhaps more of a reflection of

the complex and confusing layout of the estate she lived on). To summarise, doing this
type of research in London took a degree of effort, which I see as a kind of research
labour - the work involved in finding the places, making my way there, and interviewing

people who, for the most part, were total strangers. I found myself experiencing similar
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It turns out that his work, though, is not really what he wants to talk about, or his gal-
lerist or his job; it's his involvement in a project space in a warehouse in North Hackney,
which lasted for five years. The space was initially set up through what Joe described as
an ‘inheritance-type situation’; his brother, who was not an artist, inherited some money
and wanted to live, work, and generally be surrounded by ‘some creative people’. This
motivated him to set up a live-work space and cover the costs, then allowed Joe and his
artist friends to take over the management of the space. Curation was fairly informal,
out of a spirit of ‘fuck it, we'll just do it’, and ‘I like this guy’s work, I like this girl’s work,
let’s invite some friends and sell beer’. Decisions were made collectively, and to a certain
extent, democratically, ‘at a time when people were either being dynamically and com-
petitively commercial, or they were being dynamically and competitively networky’. The
immediacy and informality of the space and the art they presented was seen as refresh-
ing, and led the space to have considerable interest. However, Joe is also insistent about
the fact that they weren’t motivated by any sort of aesthetic criteria, or by the impera-
tive to present types of work not normally given exposure (he said that it would be
dishonest, and perhaps too flattering to say this).

There were other, similar initiatives at the time; Joe says ‘that part of the East End has
floated on project spaces for the past ten years, or at least artist-run projects, even if
they’re just one-offs’. He identifies quite strongly with this tradition of East London proj-

conditions to the people I was interviewing, such as fatigue and fragmented time. I am
drawing attention to this experience to point out the ways in which we, as academics, are

also implicated in the processes theorised by Berardi.

4.10 Conclusion

I have considered the situation of artists in relation to the spatial politics of London,
particularly housing. In doing so, I have attempted to ‘map’ the situation of artists onto
analyses of housing and urban politics, and to develop a more complex and nuanced
approach to the issues rather than those offered by both ‘creative cities’ discourses

and also some of the critiques of gentrification (which concentrate on artists as agents
of gentrification, but ignore gentrification’s effects on artists). The picture that has
emerged was one where culture is indeed implicated in boosting London’s status as a
global city and in promoting gentrification processes, but artists have also experienced
the negative effects of these processes: expensive rent, the loss of time and space for
creative activities, greater pressures to multi-task and take on secondary employment,
etc. The most extreme example of these pressures was the people who rent studios and
define themselves as professional artists, but never actually spend any time in them. To

generalise, London has increasingly become a place for exceptional, entrepreneurial
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ect spaces, and with the independence and the resourcefulness of the artists who set

up projects, as well as some of their struggles against developers. He uses natural, and
even biological language and metaphors: it's a ‘progressive, dynamic changing thing, just
oozing further east’, a natural development over 40-50 years ‘as a response to people’s
need for art and culture’. His description of the East End scene also seems to be inflected
with a certain libertarianism. Joe acknowledges that the project space received generous
support from the Arts Council, particularly for major projects, but feels that, more gener-
ally, the East End scene developed in a largely independent manner, without government
assistance’, and even imagines that there are those within government who feel jealous
because they feel they cannot claim to have created it. He sees the lack of state recogni-
tion and support for art as possibly due to this jealousy and inability to claim ownership.

The building itself was a continual source of stress, particularly because of dealing with
‘shady characters’ who were renting them the space. Joe knew that things had come to
an end when the Olympics were announced, and he knew that cuts to the Arts Council’s
budget would soon follow as funding would be redirected away from culture towards

the Olympics. The announcement of the Olympics, and the subsequent rise of property
prices in North Hackney had put the space within a ‘rent gap’ situation, where the land
became worth more than the building that stood on it, which meant the landlord wanted
them out. Joe said ‘it felt like the walls were closing in on us’, and tried to appeal to their

individuals; it has become more difficult to live and work there in a more relaxed,
sustained and measured way. Independent cultural activity is particularly vulnerable to

these developments, because of its unpaid and self-directed nature.

While I have interviewed too small a sample to draw definitive conclusions, I noticed that
these negative effects seemed to have a greater effect on younger artists, reflecting the
increasing difficulty for younger generations of people to find stable housing situations.
The artists also seemed largely resigned to their own transience, and to have naturalised

a quite provisional sense of stability. The work of both Paolo Virno and Franco Berardi
offers some useful concepts to theorise this phenomenon, as well as, more generally, the

relationship between material conditions and subjective or psychic states.

If living costs were cheaper in London, and if it were easier for artists to access stable
housing, would we see a very different situation? Would artists have more time to make
work;would they have to do less multi-tasking, with only the most skilled and resourceful
able to really develop careers? Would they be able to work in a more relaxed manner,
without the constant pressure to make every moment productive? Furthermore, would

there be more independent spaces of the kind that Joe was involved in, and which were
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MP, with no luck. He acknowledges that there wasn’t much else that they tried to do,
because they felt it was largely pointless. This spelt the end of the project, though Joe
also says it had run its course and it was time to move on, to concentrate on his own
work—which also meant, in a certain sense, moving from a self-organised project to
perhaps a more traditional structure (operating entirely as a studio artist, with a galler-
ist taking care of the ‘business’ of mediating and marketing his work), although these
worlds overlapped perhaps more than might be apparent; one of the artists whose work
they presented in the project was also picked up with the gallerist.

Joe is still bitter about the Olympics, as he felt it has disrupted much of the activity in
the East End and could possibly spell its end, but speculates that ‘maybe we're thicker-
skinned, and we’'ll creep around its borders and everything will be fine’ (creeping around
the edge of the blue plywood Olympic fence?). It's a question of ‘creeping around the
borders’: guile, stealth and cunning; remaining invisible so as not to attract attention. If
attention and visibility ultimately means attracting the interest of developers, then who
would blame them? However (as Joe is not the only artist I have interviewed who has
used this sort of language and metaphors), is this indicative of a wider cultural logic

or even a strucuture of feeling where it is assumed that all one can literally do is creep
around the edges and avoid attention, and other approaches become inconceivable?

also more common in London during the 1980s and 1990s? This is where it becomes
important to consider the relationship between living costs and professional identities. I

will focus on the question of professional identities in the next chapter.
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5.1 Introduction

In the previous section, I explored the pressures that the high cost of living and the

lack of stable, affordable housing have created for the London artists, and the constant
difficulties this has caused them in terms of having enough time and space to make art.
I focused on the intersection between their material conditions (such as their housing
situations) and subjective issues, such as anxieties around not being serious artists, or
stress and tiredness. In this chapter, I will examine the artists’ professional identities:
they how envision their careers, how they support themselves, and how they negotiate
the relationship between their paid employment and their art practices. I am examining
the links between their material conditions (such as, in the case of London, very high
living costs) and processes of professionalisation, particularly as this affected artists’
relationship to their careers and their paid employment. It is also important to point out
that professionalisation is a complex phenomenon, involving many inter-related factors,
including the changes to cultural policy discussed in the second chapter, changes to arts
education, as well as changes to the field itself, particularly the temporality of artistic
careers. It is important to see professionalisation in terms of an intersection between

material conditions, field politics and policy.

As with the previous chapter, this chapter will also be divided into two sections, on the
top and bottom halves of the page, which will correspond to two different voices: an
analytical voice and an impressionistic voice. As with the previous chapter, my hope is
that the reader will be able to read both section separately or ‘read across them’ (making
connections between the two). The top half of the page will consist of biographical
narrative descriptions of the artists, in which I will describe their work, their life and
career decisions, and my impression of the interviews. The bottom half will consist of an
examination of the key issues around artists’ professional identities, and is written in an
analytical voice. I will first briefly describe some of the contradictions around the notion
of artists’ professional identities, drawing on the work of Pierre Bourdieu. I will then
provide an overview of the artists I interviewed and their experiences of work, benefits,
the art market and arts funding. Following this, I will examine neoliberal pressures on the
arts, and how they affect arts funding, the structure of artists’ careers and arts education. I

will finally examine artists’ responses to these developments.

5.2 The Contradictions of Professional Identities in the Arts

In order to understand the issue of artists’ professional identities, it is important to
consider how the professional identity of the artist has been defined against conventional
occupational categories. We can see this in relation to the principles of autonomy and the
‘economic world in reverse’ discussed in the first chapter, which had their origins in the
Romantic reaction against the Industrial Revolution (Bourdieu, 1993, p.113). In the 20th

century, art was positioned against ‘administered rationality’, or the division of labour and
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alienation of the modern bureaucratic society (Adorno, 2005, pp.112-113). This meant
that the autonomy of the field has come to be defined against bureaucracy and other
aspects of modern professionalism (as theorised by Weber and postwar sociologists).
Bourdieu sees this rejection of professionalism as central to what he calls the ‘charismatic
ideology’ - that which ‘directs attention to the painter, writer or composer’ (Bourdieu,
1993, p.76). In other words, the artist must embody a certain authenticity (which is then
to be discovered by the cultural broker). Career success depends, to a certain extent, on
the ability to embody and perform this authenticity, in the eyes of dealers, collectors or
other cultural intermediaries. Ironically, the disavowal of bureaucracy or administrative

competence becomes a professional requirement: an anti-professional professionalism.

Navigating the art world requires a high degree of tacit knowledge, in a field where
‘every gesture, every event is, as a painter nicely put it, “a sort of nudge or wink between

999

accomplices™’ (Bourdieu, 1993, p.109). Art school is one of the key sites for developing
this tacit knowledge, as it is where one learns to identify, think and speak as an artist.
Similar to other forms of professional accreditation, students do learn specialised
discourses required for entry into the field, but much of the learning that takes place

is also informal (even if it takes place within a formal setting), involving emulation

and intuitively ‘picking things up’.Writing about the US university context, Howard
Singerman argues that arts education has become increasingly about the ‘theorisation
and a verbal re-enactment of the practices of art and the role of the artist’ (1999, p.4). In
other words, it is inherently performative. Art school has also been the site of conflict
between the objectives of university training and the charismatic ideology (which is
often expressed through the belief that ‘art cannot be taught’). The introduction of
post-graduate degrees have been particularly controversial, as they are seen by some to
encourage esoteric, over-theorised and aesthetically compromised art (Hickey, 1993) and
by others as promoting alternative definitions of art practice which are less patriarchal and

Eurocentric, and thus offering more space for women and minorities (Kester, 2003).

The division of labour central to the ‘charismatic ideology’ has also been challenged

by neo-avant-garde traditions (such as installation art, performance art or experimental
film) social movements in the arts (particularly feminism), and the tradition of artist-led
spaces. The latter two in particular have involved artists taking on some of the tasks of the
intermediary, such as curating and writing about exhibitions or establishing and running
arts organisations. As discussed in the first chapter, it has now become quite common for
artists to also work as curators and critics, due to the expansion of the field; many artists
working in the public sectors also take on considerable administrative duties in mediating
and promoting their own work. However, despite these developments, the bohemian
romantic has continued to persist as a predominant model for how artists should live their

lives or develop their careers, either explicitly or implicitly.
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ROBERT

Robert is in his early twenties. He is short and wiry, and wears a denim jacket, a
sweater and a scarf (it's starting to get cold, and the studio is unheated). Once
I get to the studio I realise that, unlike the messy work-in-progress I've seen in
the other studios, he's cleaned up the studio and set all the work up, like from a
studio visit from a curator or critic (which he possibly thinks I am, even though
I've been quite clear about who I am and why I'm speaking to him). This colours
the entire conversation: he’s (anxiously) trying to sell himself to me without
looking like he’s doing it, attempting that delicate balance of self-promotion and
offhandedness. His manner is one of calculation and cynicism, with a few candid
flashes. I ask him about his living situation and how he supports himself, but he
keeps trying to change the subject so that we talk about him and his work.

Robert is from West London. After doing his BA in Bath, he is now living in the
East End which horrifies him (‘there are no trees here!’), despite the studio’s
proximity to London Fields and Victoria Park. He is now living in a squat in Tower
Hamlets (in a former council estate) and rents a studio in Dalston, which is paid

If the question of artists’ professional identities is a complex and contradictory one,
then understanding forms of professionalisation in the arts, particularly those resulting
from neoliberal policy and economic developments, is equally complex, involving

the intersection between material conditions, field politics (including the ideal of the
bohemian lifestyle), policy discourses, as well as artists’ hopes and aspirations. For
example, in the previous chapter, I discussed a situation where artists take on secondary
jobs to support themselves, particularly in the face of high living costs, with the
consequence of having less time for their work. Supporting themselves required the
artists, in some cases, to take on professional-level work, which in some cases became
a second career. Can we see this as a particular form of professionalisation, in which art
begins to lose its exceptional status and artists become more like other workers? How
does this affect the ideal of the bohemian lifestyle, which, as discussed, in many ways is a

rejection of conventional employment and lifestyles?

There are other kinds of professionalisation that I will discuss in further detail later on,
which I see as both symptomatic and productive of forms of neoliberal governmentality
and biopower (particularly the increasing perception of skills and abilities as “human

capital’ and the increasingly normative expectation to be an entrepreneur of one’s self).
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for by his mother. He has gallery representation and supports himself from sales.
Robert worked part-time in a bar, but since last December, he has been working
on his art full-time. He quantifies his time in the studio in precise detail, not
unlike a regular paid job: ‘on average about 6 hours a day... but over the last four
months, it's been 7 days a week, 8 hours a day’. He is rather dismissive of the
other people in the studio building, who do not spend much time there: ‘maybe
they’re schoolteachers’; not serious artists, in any case.

Although it is his home town, Robert describes London almost entirely as a

place to make it; if it were cheaper there would be more artists, and thus more
competition, so this is the trade-off. He mentions that as a young artist, he needs
to live in London, New York or Berlin—or else, Mexico City: centres of power and
prestige in the art world, or those that are peripheral in ways that attract art
world intrigue.

Robert seems acutely age-conscious. He identifies himself as a ‘young artist’
several times during the conversation. It's as though he knows just how

These include: the further shortening of artistic careers (in a field where youth has been
historically associated with artistic innovation, and where generational conflict narratives
have played an important role); and the reframing of culture by policy-makers in terms

of employability and career development, consistent with the policy discourses discussed
in the second chapter. How do these developments affect artists’ understanding and
expectation of their work, their careers, or their understanding of themselves? How do
artists respond to these developments, particularly as some of them seem to be completely

at odds with the founding principles of the cultural field?

5.3 An Overview of the London Art World

I will now give a brief overview of the art scene in London, although its size and
complexity means that I cannot discuss it fully within the scope of this text, and I
acknowledge that I am making many omissions. The London art scene involves a
combination of major institutions (such as the Tate or the Serpentine), public museums
(such as the Whitechapel Art Gallery or the South London Gallery), commercial galleries
and a number of independent spaces. The art market has historically had a fairly strong
influence in London, which continues to grow through the development of art fairs
(notably Frieze), and also despite the effects of the recession. London has a network of

commercial galleries. The more prestigious galleries are generally located in Central
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important it is to be young, (or to be seen to be young), and covets it jealously,
as though it's something precious. He also uses age as a yardstick to measure
success — that one should have achieved certain things by by a certain age. He's
also extremely ambitious, mentioning that, at one point, that he convinced his
gallerist to schedule his exhibition sooner so that he could ‘force myself to work
harder’. This ambitious, hard-working, and in some cases competitive mentality is
at odds with the slack stereotype of squatters, but squatting for Robert functions
as an investment in his future career success. If he does not have to pay rent,
he can avoid having to work at another (non arts-related) job, and in a sense
can avoid ‘wasting time’. And time is a precious commaodity; someday, he will no
longer be young.

This calculation also comes out in Robert describes his work, and to a certain
extent, the work itself. His sculptures resemble theatrical props and involve a
literalness and nihilistic, deadpan humour I associate with Gavin Turk or Sarah
Lucas. In speaking about his work, Robert highlights how clever he is; for
example, one work was a ‘sequel’ of an idea he ‘stole’ from a 1970s performance

London (such as Hauser & Wirth or White Cube),and the smaller ones (including those
who represented some of the artists I interviewed) in trendier areas, such as Hoxton or
Vyner Street in East London; one of these recently moved to Deptford, as a possible sign

of that area’s gentrification.

There are also many independent arts spaces and shared studio buildings, many of
these in North East London and some in areas of South London. These developed out
of various contexts: the tradition of artist led spaces, the large group shows in rented

or squatted warehouse spaces in former industrial areas, as discussed in the previous
chapter. The most established of these, such as Cubitt, Gasworks, Matt’s Gallery or the
Showroom, receive regular state funding; if some of them began as artist-led spaces, the
involvement of artists seems to be mainly in an advisory capacity (such as in serving on
advisory boards). Other organisations struggle with high commercial rents and unstable

funding, and tend not to last for long.

More recently, the London art world largely made its reputation on the global scene in
the late 1980s and 1990s, through the success of the YBAs, whose combination of shock
tactics, celebrity personas and entrepreneurial approaches came to set a template or
formula for artistic success. As Julian Stallabrass described in High Art Lite (2006), this
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by a now-famous artist, but he has adapted it so nobody would know where it
came from. It's an apparently successful formula of combining the authority of
the canonical with the originality of the new. I try to ask him about some of the
ideas behind his work and he mentions that at a certain age he became deeply
cynical and said that life was basically meaningless, and that his work expresses
this. I ask him about what specifically made him cynical and he doesn't answer.

Because he is trying to so hard to draw attention to himself, questions about

his relationship with other artists are deflected into attempts to distinguish his
work from that of other artists (‘her work isn't like mine at all’). He shares the
squat with other artists, but says they rarely talk about art or share ideas. He
mentions that the gallery who represents him is organising a dinner for curators
and collectors who are in town for the Frieze art fair, and that the artists with

the gallery are invited. Robert describes himself as ‘not being part of the London
scene’. When I ask him to define the London scene, he seems unable to say what
it is, although he does acknowledge that in a city so large, there are many sub-
scenes.

phenomenon also coincided with several key developments: the relaunch of the Turner
Prize, involving the introduction of an age limit of fifty; the involvement of the Tate
Modern and Channel Four; the growing interest on the part of collectors in contemporary
art and young artists (rather than ‘safe investments’ such as historical art and canonical
twentieth century artists); and New Labour’s modernising imperatives (particularly

after 1997). The sponsorship of contemporary art by corporations to enhance their

public image as innovators (Alberro, 2004; Wu, 2003) is another factor in this overall
scenario; the prestigious BloombergSPACE, sponsored by the US software and media

conglomerate, is a current example.

The UK also has a strong tradition of public art, arts education and community art,

with origins in cultural democracy initiatives in the 1970s, socially engaged art forms
which developed out of 1960s conceptual and performance art (such as the work of

the Artist Placement Group and Stephen Willats). In London, some of the initiatives of
the Greater London Council played an important role. These traditions have become
institutionalised; for example, there is now a tendency by organisations outside the arts to
support art projects (which might now be funded by local authorities or other government
departments as much as they might be by the Arts Council). As discussed in the second

chapter, these traditions of work have also in many ways been incorporated into central
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At one Robert was involved with a squatted art gallery for a few months, which
he originally occupied to use as a studio, but then decided to show the work of
other artists in the window space (which he describes as ‘easy’, because it did
not require invigilation — here he makes a point of showing how effortless it was).
After a few months, he eventually gave this up, because he was ‘not a curator

or a gallerist’, and he just ‘wants to make art work’. It's at moments such as
these when the anxiousness comes into his voice: the anxiety at not being taken
seriously as an artist, or at being seen as neither an artist nor an intermediary
(neither fish nor fowl), and the possibility that his career could suffer. The
assertions that the gallery was ‘easy’ to run could also be about signalling that he
had no serious ambitions as a curator.

Robert’s identification as a studio artist and his willingness to forgo certain
material comforts typifies the personal sacrifice and passionate dedication of the
romantic artist. This is combined with the entrepreneurialism exemplified by Andy
Warhol, Jeff Koons and many artists since then: the performance of the artist-
persona as self-marketing. He does not sell the work, as this is the gallerists’

cultural and social policy initiatives, in line with the ‘social exclusion’ discourses.

5.4 The London Artists

I will now turn to the experience of the London artists, beginning with a snapshot or
overview of their situations; I will then discuss how they supported themselves. The
artists I interviewed ranged in age from 23 to 58 years of age. Half were male and

half were female; two-thirds of the artists were white and one third were Black/ethnic
minorities. Most of the artists were British citizens; one was Mexican but had immigrated
to the UK long ago. Four of the artists had grown up in London; two of them had gone to
school elsewhere (in Bath and Norwich) and then returned. Others had moved to London

from elsewhere in the UK.

Using a questionnaire, I asked the artists to tell me how much money they made and the
sources of their income. Four of the artists (interestingly, all male) made good incomes:
one had a full-time teaching position and made £50 000 per year; two worked part-time
and also sold their art, earning £35 000; another who received regular funding from the
Arts Council to operate his own theatre company, and also received commissions and
foundation grants, made £28 000 per year. Most of the artists, who supported themselves

on a combination of part-time or freelance work and sales or grants, earned around
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responsibility—Robert’s task is to sell himself, as he is doing for me now. I'm not
taking the bait, which is a little unsettling.

Robert is proud of his resourcefulness, particularly his ability to ‘find stuff’ and
‘steal stuff’, and find ways to do things cheaply—his pride in his resourcefulness is
connected to his belief in supporting himself through his work. It's also about the
frisson of doing something apparently transgressive like stealing. When asked
about grants, Robert says,'I never got any awards or grants, or any aid or help
or anything. You're just resourceful’. It is interesting the Robert describes grants
as ‘help’, when (based on the other interviews) they are extremely competitive
and the application process requires a great deal of work. It is also ironic that

he describes himself as never having having received any aid or help, when his
mother is paying for his studio.

£15 000 per year. Two of them earned £7-9000 per year: one from part-time paid
employment (in retail) and another completely from sales. Almost all the artists |
interviewed listed several different income sources, typically a combination of paid
employment and sales, grants or commissions. One of the artists listed paid employment
as her only income source, but mentioned that if it became financially feasible, she would
like to quit her job and live off sales of her paintings. The artist who described himself as
living entirely off sales was also squatting and so had significantly lower costs; he was

also receiving help from his family to cover his studio rent.

5.5 Employment and Art vs. Work Identities

All the artists, except for two, were employed. Teaching seemed to be a fairly common
activity. Several of them taught part-time in university or art school; one taught full-time
at university and another at a sixth-form college. Another worked freelance in gallery
education. Several of them also worked in arts administration: one in a museum, one
worked part-time for a studio provider and another freelanced as an arts manager. Several
also had jobs in other fields: one worked as a freelance builder and decorator, one worked
in two different music stores and another worked as an administrator in a legal firm
specialising in property law. In general, the artists who worked through the commercial

gallery system were less likely to identify with their paid employment and seemed more
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It is also revealing that in London, it is only people in these kinds of
circumstances (squatting, with some family support) who are able to dedicate
themselves full-time to their art practice on an ongoing basis, and live entirely off
their art.

willing to leave if they earned enough money from sales (their chances of living off their
art was another question). Those who worked in the public sector knew that they could
not rely on their work to support themselves, as grants could be an unreliable income
source. They were generally more likely to develop the jobs into second careers, if they

were able to do so.

When they were employed in art-related jobs, the artists talked about the need for a

separation between paid employment and their art:

And I turned down a project to work with the education department at the
South Bank, to work on [another artist’s] work, because it was at a stage where
the line between what he was doing and what I was doing was so close, that I
actually I couldn’t, it would just be muddy, it wouldn’t be the same... (Jackie,
interview 24 September 2008)

I’ve done various bar design jobs and it’s probably because I’m not a painter
that I can probably do that, and have a certain level of pride. People don’t really
ask you to make sculpture as a design brief, and that’s when it would start

getting tricky (Jenny, interview 6 November 2008)

This separation was both out of the need to maintain some sense of autonomy for their



161

JILL

She has long, straight brown hair and is wearing a white sweater and and dress
pants, with no make-up. When I meet her, she has just come from work (from
her job as an administrator for a legal firm in the City, which specialises in
property law). She speaks softly and quickly, with a Liverpool accent. She is very
frank and a little confessional; there is a sense that she is looking for someone to
confide in. There is a vulnerability about her which I've sometimes noticed about
people who have undergone difficult experiences. She later tells me that she’s
recently recovered from a chronic iliness, which left her practically housebound
for months; she is now trying to put her life back together.

Jill moved to London from Liverpool eight years ago to go to art school. She had
wanted to do this earlier, but couldn’t afford the financial risk. She had done
office and administrative work in Liverpool for ten years, then decided to make
the decision to go to art school after she had developed enough of experience
and contacts that would enable her to freelance. She took an access course at
City of Liverpool Community College, and was unable to get funding for it, so

work, trying to avoid the confusion that arises (as was the case for Jackie, who worked in
arts education), when her job involved mediating the work of other artists, as well as the
concern that that paid commissions might actually be confused with their art work, and

might lead to them not being taken seriously as independent artists in their own right.

The artists also seemed affected by the implicit expectation that they should dedicate
themselves to their work full-time, even if it was financially impossible for most of them.
This gap between the expectation and reality was a source of anxiety, and even, in some
cases, an identity crisis. For example, it led one of the artists (Sally) to question whether

or not she was a serious artist:

That is confusing, I find it, it’s like, what am 1? It feels inauthentic sometimes,
like I’m this person or I’m that person... I’ve spent a lot of time over the past
couple of years thinking about how I really enjoy facilitating things. That’s
obviously why I facilitated this workshop. And just questioning, should I just
focus on the facilitating of things? ...we did this workshop together and at the
end of this workshop, I thought, it went really well, it was successful, but on a
personal note, I felt frustrated just being the facilitator. I wanted to be the one
making the work (interview 24 November 2008)
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she worked during her studies in a Beatles-themed pub (‘that’s why I hate the
Beatles"), asking herself at various points in time, ‘what the fuck am I doing?”. Jill
was accepted to Goldsmiths and moved to London, in what she described as a
‘pioneering spirit’. She worked part-time through college, as it was the only way
she could manage it financially. She worked out a system with her classmates
where they could ‘sign each other in’ to show that they were in the studio.
Immediately after finishing her BA, Jill enrolled in the first year of a landscape
architecture program at the University of Greenwich. She said this inspired

her current art practice, both in terms of the technical drawing techniques she
sometimes uses, but also in terms of developing her interest in design and public
space.

Since moving to London, Jill has mainly worked at office jobs (receptionist,
secretary, administrator): for a probation service, for Lewisham Council and now
as an administrator for a legal firm. She began her current job to ‘get out of the
legal secretary trap’ as she found the monotony draining: 'it’s like, please, can

I use my brain?’. She actually finds the added responsibilities of her current job

For Sally this was not only about having limited time for her art (she worked full-time

as a sixth-form college teacher), but also of having certain types of skills (in this case
teaching and facilitation) not conventionally associated with the role of the artist, and
which may not have been part of her training at art school. She was trying to reconcile her

interest and in facilitating workshops with her desire to ‘be the one making work’.

However, in other parts of the interview, Sally set up the Romantic genius as a ‘straw
man’: ‘this 18th-century type person... sitting in a studio alone, painting, you know,
drinking lots of red wine, whatever’ (interview 24 November 2008). She then implied that
this particular definition of the artist was outdated and did not fit the experience of artists
today, which she then used to justify why she could not spend much time on her artwork
because of her job. Sally then dismissed her own desire to make art full-time, and her
frustrations at her inability to do so as elitism (based on arguments from the art field: a
populist critique of the supposed insularity of the art field, and the avant-garde imperative
to merge art with everyday life). If most people could not dedicate themselves full-time
to artistic activities, was it not arrogant of her to assume she could (although whether

or not she would have applied the same argument to other fields is another question)?
According to this line of thinking, artists without jobs lose touch with the rest of society

(she did not mention the possibility that one could be in work and still be out of touch
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can make things easier rather than harder. She said that it was difficult at first
to do that ‘switch on switch off thing” between her job and her art practice, but
has gotten used to it. Her job also informs her art practice, which, since she left
college, has explored issues around the home and domestic space, primarily
through painting.

She describes her work (which consists of paintings and drawings) as exploring

a particularly British psyche which she feels places importance on the domestic,
connected to ‘a belief in property ownership’ and the idea that the ‘home is the
castle'. She sees this as causing many problems, such as the lack of affordable
housing, and comparing the property market to a ‘*house of cards’ (the interview
took place during the last days of the property bubble). She feels slightly
uncomfortable about gender stereotypes (in terms of a female artist making work
about domestic space), but continues to be fascinated by the subject.

The paintings themselves are produced through a painstakingly laborious process,
beginning with detailed three-dimensional computer drawings, which are then

with society). Her response also seemed to reflect a degree of middle-class guilt: a self-

perception as privileged, and a desire to disavow it.

5.6 Declining Access to Benefits

If paid employment was the norm for many of the artists, then receiving benefits (or

at least admitting to doing so) was more prevalent amongst the older than the younger
artists. In response to the question of whether or not they had ever accessed benefits, the
artists in their twenties said no; two in their thirties said ‘yes, but a long time ago’ or ‘yes
but only once’; and it was more common for the artists their forties to mention accessing
benefits. One artist in his early forties, who was now one of the most successful of the
group, mentioned that the dole had subsidised the first ten years of his career. Another

artist (also in her early forties) said the following:

Tamar: I’ve been poor for years, absolutely struggling for years, because I’ve
never done anything else. I’ve never ever worked, like in a job. I always just
did art. I’ve lived on public funding.

KF: What kind of public funding?

Tamar: All of it. Grants. Housing benefit. Bursaries. Commissions. I’ve been

paid to do performances. (interview 13 October 2008)
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transferred to canvas. She says that she takes a month to complete each
painting, which frustrates her. At the same time, this slow, intensive process and
her exploration of painting techniques is so integral to the work that she cannot
really give it up.

Jill does not have gallery representation, although she would like to have this,
and although she does sell her work, sales are infrequent enough so that she
still typically ends up putting £4-5000 of her wages into the cost of materials
(‘'no wonder I'm skint!). This frustration sometimes makes Jill envious of artists
who can work quickly. She says she is both fascinated and repulsed by artists
who have become a kind of franchise, mentioning Damien Hirst, Keith Tyson, and
even Thomas Kincade (who paints landscape paintings with glow-in-the-dark
paint and sells them off his website for £1-200) who she says is ‘frightening,
but ‘fascinating’, ‘like a squished rabbit on the road’. She describes reading

an interview with the novelist Jackie Collins, and respects her honesty and
pragmatism: ‘she was like, I write a book a year, I make millions of dollars and I
don't give a crap’.

It is difficult with such a small group of people to determine, in any conclusive way,
whether or these generational shifts reflect decreasing access to benefits or changing
attitudes (such as increasing stigmatisation) but would be worth exploring elsewhere.
According to a 2003 study by Rhys Davies and Robert Lindley entitled Artists in Figures
(2003), artists are statistically less likely to claim social security benefits than other
workers (2.6% as compared to 5.3% of non-cultural occupations). Davies and Lindley
interpret this in terms of ineligibility for non-means-tested benefits as resulting from both
low or inadequate National Insurance contributions and also because of employment
interruptions characteristic of cultural occupations (2003, p.57). Workers in cultural
occupations are also generally less likely to claim family-related benefits (although child
tax credit was not taken into consideration in the study), which the authors attribute to
the higher percentage of people aged 25-35 in cultural occupations. However, they are
three times as likely to claim unemployment-related benefits whilst in employment than
the general working population (17.2% to 6.2%) (Davies and Lindley, 2003, p.56). When
they are self-employed, people in cultural occupations are more likely to claim benefits
than the self-employed in non-cultural occupations (Davies and Lindley, 2003, p.55).
This could be interpreted in terms of benefits supplementing low pay, or marginal self-

employment.
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Jill'is living in a flat in @ mostly derelict council estate on ‘the wrong side of Bow’,
which she is using as a studio and living space, as part of the Bow Arts Trust/
Poplar HARCA scheme. The building was built in the late 1950s/early 1960s, and
was allowed to deteriorate to the point where it is now slated to be demolished
in two years. Most of the tenants have been, euphemistically, ‘decanted’, or
temporarily rehoused elsewhere (she remarks on the strangeness of the term
and wonders what will happen to them). She had to refurbish the flat herself
(she has painted everything tastefully white). Her family came down from
Liverpool to help her with the plumbing and more complicated work. She says
they were proud of her, and saw the flat as a symbol of their daughter trying to
make a life for herself.

Prior to moving into the estate, Jill was constantly having to move due to
continual evictions, which disrupted her life (it does have a real effect’), and
made her crave stability, particularly after moving around as a child (her father
was an engineer and worked in different countries): ‘you know, some people live
in the same place and never move. I think that’s what I want!. She feels in a

5.7 Experiences of the Art Market

The artists who had gallery representation supplemented their work income through

sales of their art. The galleries representing the artists were mostly in the Shoreditch/
Dalston area and had a moderate level of prestige (primarily representing early-to-mid-
career artists). The artists did not generally earn enough from sales to support themselves.
Sales functioned more as a supplement to part-time employment, allowing the artists to
work fewer hours and thus dedicate more time to their work. Robert was the only artist
who was able to support himself from sales; because he was squatting his costs were
significantly lower. He saw selling art as enabling him to dedicate himself full-time to his

art practice, without having to work at another job:

And my first sale came through last December, so I had an injection of cash,
and so I said, screw that, and I quit my job. And a few more sales happened to
follow on. And so I started to get on a roll (interview 9 October 2008)

Even so, income from sales could be quite precarious, because of the time lag between
the sale of the work and the receipt of payment. Robert claimed to make £8000/year from
sales, but later said that the figure included money he was owed, and for which he had not

yet been paid; this suggests his actual income could in fact be lower.
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more general sense, that a certain degree of stability is necessary to be able to
go out in the world and take risks’ (contrary to the assumption that precarious
conditions encourage creativity). She mentions that for the first time in years,
she is living in a stable housing situation—at a point, ironically, when she has
moved into a building that is slated for demolition.

\

The division of labour within the gallery system is set up so that artists are never involved
in sales transactions or in the promotion of the work. This is very much in keeping with
Bourdieu’s charismatic ideology; if artists are seen to take on too many of the functions
of intermediaries, they would cease to be seen as artists. This distance from sales
transactions also meant that artists would have little to no direct contact with the people
who purchased their work. In some situations their work would be shipped to other cities
or countries for exhibitions, but the artists would rarely travel with the work; this meant
they had a limited understanding of how their work was received elsewhere. As a result,
the artists I interviewed had little idea of who bought their work, or why it was being
purchased, although they would engage in guesswork and speculation about this (with the

acknowledgement that the work’s popularity may be due to factors external to the work):

Robert: But for some freak reason, I’'m doing really well in Norway.

KF: Why Norway?

Robert: I think it’s word of mouth, networks, networks of gallerists, and it’s
like, have you checked that out... Maybe my work taps into some Norwegian

sense of humour? It’s always quite Gothic and dark... (interview 9 October
2008)

If the reasons why work sold seemed rather arbitrary (‘some freak reason’), then this was
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SALLY

I meet Sally in a cafe in Islington, between two different appointments. Sally is
in her late 20s, is rather demurely dressed in a dark sweater and skirt, tights
and flat dress shoes, with her dark blonde hair neatly pinned back. She’s polite
and earnest, and smiles often. She has a tendency to put everything in a
positive light. Questions about power relations or conflicts leads her to change
the subject, or there is an awkward pause (indicating incomprehension), or she
says, 'I never thought about that’. It's as though she’s trying to block out the bad
thoughts, but it doesn’t always seem that deliberate.

We meet because I wanted to ask her about a workshop she taught to other
artists. The workshop was about drawing inspiration from the ‘day job’ to

use in artwork. When I first met her, I imagined that the workshops might
have been more subversive or cynical in nature, perhaps along the lines of de
Certeau’s perruque: using the photocopier at work to make fanzines, stealing
office supplies for art projects or writing blogs full of razor-sharp workplace
insights. Something that presumed some kind of critical relationship to one’s

also the case when work did not sell. For artists who were less successful, this became an
underlying source of anxiety. The artists seemed to understand that lack of sales may not
be a reflection of artistic quality; in some cases, they saw the very qualities that gave their
work integrity as also making it difficult to sell (although, at times, the worry that this
might be a sign of personal failure seemed just below the surface). For example, one artist
(who did not have gallery representation, but ultimately wanted this), said she was not
selling her paintings because she worked too slowly, although speeding up the production
process would have meant making completely different paintings. This was also the case
for another artist, who saw the eclectic nature of her work as a strength, but also made it
difficult to sell:

A gallery I used to be with in New York, said at some point, they said, when I
had a solo show, the problem is that someone comes in and thinks it’s a group
show, because there are three different things. They dropped me not long ago,
and I think that was an issue. There’s no signature sense of production at all

(Tamar, interview 13 October 2008 )

Another artist mentioned the physical size of her sculptures as a possible reason why her

work might not be selling, but also admitted that this could also be due to the recession:
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job, however subtle or cleverly concealed. I tell Sally about a poet who worked
as a receptionist in a mental hospital, and who wrote poems based on memos
from her line manager; the poetry was about the inner workings of institutions.
She says ‘that’s interesting’, but doesn’t share the poet’s desire to actually think
critically about her workplace. Throughout the course of the interview, I realise
that she actually really likes her job (which is teaching art and design at a sixth
form college) and finds it personally meaningful and rewarding. She does not
really mention any of the frustrations I've heard from friends of mine who are
schoolteachers: the standardised and programmatic curriculum, the paperwork,
the increasing class sizes, the discipline and crowd control.

The others who took her workshop also actually enjoyed their jobs, and largely
seemed resigned to the fact that they would also be always be working full-time,
some of them at jobs outside of the art field. From Sally’s description, these were
mainly low-paid service industry jobs; Sally’s employment was the exception.

The cynicism that I assumed would be unavoidable, even with so-called ‘good
jobs’, seemed completely absent. Instead, the jobs were framed in terms of

I do have a commercial gallerist, although she doesn’t really sell my work...
Maybe I don’t make very... I don’t know, it’s quite strange... if it started selling
really well, whether I’d see it differently... Everyone goes on and on about
credit crisis and that kind of thing at the moment, and I make sculpture and it’s
a bit unwieldy with the size and the shapes... I don’t know, people buy all sorts
of things, you can’t really say what is commercial art and what isn’t. So she

doesn’t really seem to sell it. (Jenny, interview 6 November 2008)

The artists did not discuss their dealings with the galleries in detail, but generally did not
describe them as supportive environments, or as fostering relationships between artists.
For example, two of the artists I interviewed were (perhaps coincidentally) represented by
the same gallery, but did not actually know each other. Another artist said that ‘galleries
are not networks of support’ (Tamar, interview 13 Oct 2008). The competitive nature of
the set-up (if the work of one artist sold, this meant the work of another would not) and
the concerns about being dropped from the roster, of course, do not make them conducive
to developing more supportive relationships. Joe’s experience was the exception to

this. He was connected with an agency which was based in a collaboration between a
gallerist and a hedge fund manager. It had no physical space but functioned as both the
promoter and the collector of the work of the artists it represented (the agency saw itself

as ‘producing’ the artists careers). Unlike the other artists, who were only paid after the
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skills acquisition and ‘professional development'’. In fact, the more I listen to
her, the more I realise that the workshops were really more about helping her
and the others adjust to a life where art can only be made during evenings and
weekends.

Sally had developed the workshop concept within the framework of ‘professional
development for artists’. I ask Sally how she came up with the idea. She says
that she always had to work, both as a student and after art school; all her
classmates from art school worked during their studies, and are now working
full-time. Some of them are still managing to keep their art practices going.
Sally is also adamant that having a ‘day job’ as a schoolteacher gives her the
financial stability she needs; she feels that relying on her art practice to support
herself would mean turning her work into a ‘product’--and so, pragmatically, she
had chosen one compromise over another: working full-time hours and having
very little time for her work, rather than deliberately trying to make her work
marketable. It is a compromise she is mostly happy with. According to her,
most of the workshop participants also seemed happy with the fact that they

work had sold and the gallery had taken a cut, Joe actually received stipends for his work.
When Joe described the agency, it was mainly in terms of how supportive the gallerist
was of his work, describing him in familial (and more specifically paternal) terms: the
gallerist as the ‘head of the table’ and a ‘father figure’ (interview 5 October 2008).

Prior to signing up with the agency, Joe was involved in an artist-led space in Hackney
(discussed in the previous chapter). At the height of their reputation, they were asked

to participate in the Zoo Art Fair, which meant effectively trying to sell the work of the
artists involved with the space, an experience he and the others found both uncomfortable
and also rather artificial. Joe said he felt silly ‘standing on the shop floor, talking about
your best friend’s work in the third person, and trying to dynamically represent them

as a prospect to be taken seriously...” (interview 5 October 2008). However, Joe’s
reaction to the art fair should not be interpreted as discomfort with some of the crasser

commercialism of the art market — instead, it was about playing the role of intermediary.

The division of labour within the agency (the hedge fund manager takes care of the
financing, the gallerist takes care of the art, and the artists produce the work) is why Joe

trusts the agency, and why, in a more general sense, it has art-world credibility.
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were working full time; the workshop possibly helped them find a way to be
comfortable with the compromises they were all living with.

Sally frames the workshop in terms of a populist critique of the insularity of the
traditional figure of the artist, the Romantic genius who sits alone in the studio
and who doesn't have a job or other responsibilities. Having a day job is a way to
bring the Romantic genius down a couple of pegs, forcing artists to communicate
with the wider public (otherwise, the implication is, that they will wallow in
narcissism and self-indulgence). Having a day job, she argues, makes her really
‘mainstream’ but that’s a good thing (I think: the neat hair, the understated style
of dress, the polite manners and proper middle class behaviour, the deliberately
positive thinking?). The workshop can be seen in the avant-garde tradition

of merging art and everyday life; however, it is being combined with another
imperative, which is to help people adjust to and cope with a life of continual full-
time work, where they will never be able to dedicate themselves full-time to their
art practices. It's avant-gardism without rebellion or transgression.

Two of the artists (notably, less successful amongst the group) participated in an

online art rental scheme, which was essentially an attempt to expand online shopping

to art purchasing. The scheme, set up as a social enterprise in 2003, allowed work to

be purchased or to be rented at £1 per day. It catered to both artists without gallery
representation, and also to buyers with little knowledge of contemporary art or the insider
knowledge required to navigate exclusive social situations. Evoking dot-com populist
rhetoric, the scheme based itself on the principle that work that is the most popular

with art buyers earns the most money, allowing buyers to ‘be your own art consultant’,
‘avoiding nepotism and cliquey politics’ (Artswitch, 2009). Such schemes should perhaps
be seem as expanding a parallel lower tier of the art market, which involves less money,
prestige, connections or tacit knowledge. It is also unlikely to cross over with the upper
echelons of the art world, because the prestige of commercial galleries depends precisely
on the exclusivity of their social networks (of artists, collectors, etc) and their role as
institutional gatekeepers. It is because of this that the phenomenon of internet success
stories (common within popular culture), is unlikely within the art world. In fact, at this
point in time, the scheme no longer exists; the decision was made by the company’s
founder to shut it down because of conflict between the profit motive and the social aims
(Artswitch, 2010).
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The embrace of the ‘day job’ as a critique of the idleness, self-absorption and
isolation of the Romantic artiste dovetails neatly with policy imperatives to move
people into into the workforce, based (at least in part) on the perception that
paid employment could integrate people into mainstream society. Questions
about the division of labour in the workplace, or why some skills might be

valued and renumerated more than others, were noticeably absent, let alone any
discussion of exploitation.

However, there were times when Sally doubts herself (she seems to be using

the interview to think things through): is she really an artist, is the pleasure

she takes from teaching and facilitating workshops a sign that she isn't really

cut out for art, but is really meant to be a teacher? She mentions ‘feeling
inauthentic’--which she then counters by arguing that these doubts and feelings
of inauthenticity are based on outdated models of the artist: the cliché genius in
the studio who is not really part of society. She says that the job somehow keeps
her honest, stopping her from being detached from society and thinking she was
better than everyone else.

5.8 Experiences of Public Funding

The division of labour in the gallery system serves as the basis for codes and prestige
hierarchies; this means it is not in artists’ best interests to promote or mediate their own
work. Ironically, it was artists working in the public sector who were actually more
involved in the business aspects of their careers: in securing opportunities as well as
mediating and promoting their own work. As the field became more competitive and
funding became scarcer, these activities took up more and more of artists’ time, to the
point where time spent securing opportunities began to outstrip time spent producing
the work. As one artist said, ‘I’d say about 90% of the time can be spent in securing
opportunities and 10% of the time is spent on the work’ (Tamar, interview 13 October
2008).

Artists frequently applied for funding from Arts Council England (particularly the Grants
for the Arts scheme). In some cases artists would work with organisations who would
apply for funding (rather than the artists themselves). In other cases funding came from
non-arts sources, such as the European Social Fund or regeneration schemes by local
authorities, particularly for public or community art projects. Arts Council funding also
seemed easier to access outside of London because there was less competition. For

example, one of the artists divided her time between London and Norwich, allowing
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What begins to emerge was that Sally works during her every waking moment.
Work is all around her, she lives and breathes work, and she can’t imagine a

life without constant work (perhaps in a way that during periods of extreme
activity, you don't get tired until you stop). Constant unending work is her
habitus. Cynicism or ‘slacking’ isn’t even conceivable, as she, and the workshop
participants seemed to completely identify with their jobs. Even the way she
speaks suggests never slowing down, never stopping.

I ask Sally to reflect on whether people have to work harder now than in the past,
and she mentions that when she last spoke on the phone with her parents, they
were shocked at how much she crammed in, and that she didn't take time out
just to relax or spend time with friends and family. She also mentions that in the
seventies, the pace of life was more relaxed and that one did not have to make
such stark choices—that it was possible to both be an artist and have a house
and children, something which she felt is not really possible now. Her generation
(she is 28) decides to either have a house and children or to become an artist,
but not both.

her to access arts funding from East Anglia which would not be available to her in
London. Another had relocated to Hertfordshire, primarily because of her job, but also
because of greater funding support; she mentioned that contemporary art and specifically
experimental art practices tended to not be produced in the region, which allowed her to

occupy a particular niche.

The artists generally could not actually rely on grants as a stable source of income. High
levels of competition meant that the artists were subject to all the pressures, uncertainties
and speculative dynamics of applying for grants, commissions and other opportunities.
They needed to manage their expectations accordingly, working hard at applications at
the same time as knowing that their chances of success might be slim at best. A certain
degree of multi-tasking was involved, as the artists had to simultaneously pursue and
secure funding opportunities and produce the work itself. This process also required

a great deal of efficiency and administrative competency, which required the artists
todevelop skills associated with arts management, fundraising or small business. Some
of them were in fact employed in arts management, indicating that they had reached a
level of professional skill that they could now be paid for these sorts of activities. In
what might seem like an extreme situation (a reflection of the level of competition), one

artist set up an advisory board for herself as an individual, as one might normally do for a
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I ask her if the cost of living was lower, or if there was a better social safety
net, or better access to social housing, would it be necessary to work full time.

I mention that I would be researching artists in Berlin (where costs were much
lower), and my impression that it wasn’t as common for artists to work full-time
there. At these points, our conversation comes to an impasse. Sally responds
with a blank stare (suggesting incomprehension). I begin to wonder if her belief
in the value of work could be so strong, that she could not imagine a life that

is not based around work. Sally’s acceptance of an identity that is both about
constant work and identification with work, and her ‘professional development’
workshop raises questions about the relationship between the erosion of the
social safety net and perhaps a ‘structure of feeling” around the naturalisation of
constant work.

I also ask her about her thoughts on the recession and the possibility of mass
unemployment (based on the newspaper headlines of the time). Might the
recession change our relationships to work, if many people lose their jobs?

company; revealingly, the primary goal of the board was mainly to advise on project and

funding applications.

For the rest of the chapter, I will discuss neoliberal pressures on the arts. These
manifested themselves as managerialism in public funding; an increasing orientation
towards targets, outcomes and employability initiatives in arts education; and pressures

for artists to have shorter careers and be successful more quickly.

5.9 Managerial Pressures on Arts Funding

Even before the neoliberal reforms of the past thirty years, the autonomy of the Arts
Council, and its predecessors, had its limitations; in his 1979 essay ‘The Arts Council’,
Raymond Williams remarked that the principle of ‘arms-length’ was in fact closer to
‘wrist length’ (1989b, p.43). Consistent with the developments described in the second
chapter, more recent policy reforms applied the same criteria, blanket-fashion, to different
aspects of the public sector. This had the effect of flattening out differences between
fields, and requiring artists and organisations who receive public funding are required

to carry out centralised government agendas. Audit and quality control regimes also
became increasingly common, leading to a loss of autonomy for publicly funded arts

organisations. It was this loss of autonomy that led to the demise of the National Arts
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Again, trying to be positive, she actually says it could ultimately be a good thing,
evoking hippie voluntary simplicity: growing our own vegetables and bartering
instead of spending. She doesn’t seem worried about losing her own job
(perhaps because, at the time of the interview, education budgets were yet to
be cut) or the possibility that many people might be living in poverty. This seems
like a typical middle class response: guilt at a perceived consumerist excess, and
the idealisation of simple living.

After the interview, I am left asking why the mismatch in expectations: why did I
assume that she would have a different attitude towards her job, or that she and
the other workshop participants might be more cynical? It's incomprehensible. Is
this a projection, because the decision to study art, for me, was about escaping
small-town boredom and disaffection, the sausage-factory routine of school and
the dull life T knew was waiting for me, where I would inevitably marry the boy
next door? Has this led me, unconsciously, to assume that art might be in some
way about asking questions and not taking things at face value, rather than
adjusting to lifelong compromise? Is it because of a sense that even the best

Association (NAA), a professional organisation for artists, according to an interview with

Susan Jones, the director of Artists’ Information or A-N:

But the trouble with funding is that it always has strings attached to it, and then
you find that the Arts Council starts to influence what is done, ‘we’d rather you
did this and this’, and then gradually sucked all the kind of energy out of it... It
ended up a rather bitter, argumentative kind of organisation, that had £90,000 of
Arts Council revenue funding and could have done a lot with this (interview 10
December 2008).

She described a situation where it became increasingly impossible to both receive

public funding and also maintain any independence from government (crucial for any
professional association). Artists also historically had little say in cultural policy matters,
a situation which Jones termed the ‘paternalism of arts-policy making’ (interview 10
December 2008). This could reflect perceptions of the artist as lacking the necessary
skills to play a useful role in cultural policy, despite the fact that many artists have had to
develop considerable skills to manage their own careers. However, Jones also suggested
there was some basis to this perception, because many artists’ first inclination was to

speak from their own perspective rather than acting as community representatives:

There was a review that came out the other year, the McMaster review, that
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jobs can give one many reasons to be cynical? If anything, these moments of
incomprehension remind me not to make any assumptions.

said, there should be two artists on every board. That’s got a lot of issues
wrapped around it. Well, how are they going to nurture and develop those artists
so that they can in fact make really good contributions to boards, rather than ‘I
think..., well from my own perspective, I think...". That notion of representing a
wider artist community when you sit on a board has to be taken into account...
(interview 10 December 2008)

Writer and researcher Paul Glinkowski, who worked in the visual arts department of the
Arts Council’s national office from 1996 to 2004, said that he felt that there had been a
‘vacuum in representation’ for visual artists in the Arts Council since 2003, which marked
both the demise of the National Artists Association and an Arts Council restructure which
meant that a National Framework Plan that had been drawn up for visual artists was
shelved. Later recommendations for greater participation by artists in decision-making
made in two influential reports, the McMaster Review (DCMS 2007) and the McIntosh
Review (ACE 2008) had not yet been heeded by the Arts Council. However, Jones also
mentioned an chronic inability to formally consult with artists or deal with representative
organisations, as well as a tendency to do this on a more ad-hoc basis: ‘They would be
like, we’re going to talk to so-and-so who we already know about, or to the artists who
have had grants from them’ (interview 10 December 2008). She characterised the Arts

Council as a fearful and defensive organisation with high staff turnover, facing both
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GITA

It’s difficult to schedule in a meeting with Gita. She’s sandwiched me into an hour
between board meetings with two different organisations, which are happening at
the office across the street from the cafe where I've agreed to meet her.

Gita is in her early thirties. She is wearing a bright red shirt, jeans and trainers:
casual but neat (in her job as a freelance arts manager, she perhaps does not have
to dress up at work, although there’s a formality to her behaviour which seems
slightly out of place with the casualness of her dress). She’s soft-spoken, courteous
and chooses her words carefully, perhaps all too aware of how easily rumours
could spread. There’s a wariness and nervousness to her behaviour: eyes darting
quickly from side to side; thin, anxious grins. This is a cautiousness that I have
sometimes seen with arts managers: they’re all too aware of how easily rumour
spread, damaging reputations and relationships. She prefaces descriptions of
conflict situations with phrases such as ‘I don’t want to mention any nhames’, and
describes her role within them as competent and impartial: as someone who does
not caught up in internal conflicts, or sidelined by larger issues. This wariness makes

continual public criticism for being a waste of public money and also having to respond

to demands imposed by central government:

But the difficult thing for the Arts Council is that they are concerned about
people who represent what may be views that contradict their policies. They
don’t know how to handle it. And in fact they are fighting off criticism on a
daily basis. I’'m sure that if [ was in the Arts Council that I would think, I’'m
doing the best I can. ( interview 10 December 2008)

Ironically, one of these policies included equality issues:
...they should hand the grant-giving out, delegate it to peer review. Which is
not what they’re going to do. Because they’re frightened that things like peer
review wouldn’t deliver the exact objectives, such as their targets for cultural
diversity’ ( interview 10 December 2008)

Equality issues in the arts have always been controversial because they specifically
challenge some very fundamental principles of the field: the genius myth and the
presumption of universal definitions of ‘artistic quality’ (despite the challenges posed
by feminism, Black Arts and post-colonial theory). The most common argument made
against incorporating equality issues into cultural policy is that they will that it will

compromise artistic quality. The workforce of visual arts organisations in the UK remains
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our interactions slightly tense; at times I wonder if she really says what she
thinks, and if I'm being judged on my own professionalism and competency as a
researcher.

Gita’s work consists of installations and performances dealing with question

of cultural identity, particularly representations of South Asia, the UK and

the US. However, rather than talking about her art practice, she talks about
her experiences as an arts manager; she is currently involved in six different
organisations and has been working in arts management for ten years. In

her arts management work, there is a sense that Gita is trying to continually
improve her abilities and find the best techniques to be as efficient as possible.
Although Gita frequently mentions the term ‘artist-led’ to describe some of the
organisations and projects she’s involved in, none of the organisations she
describes actually involve artists taking on a key administrative role; they're all
run by arts managers. There is perhaps a sense that the stakes are too high,
and even small mistakes could have serious consequences, such as the loss of
funding.

very homogeneous; research suggests that only 4% of staff identify as members of Black/
Ethnic Minorities (Galloway, Lindley and Behle, 2005, p.4). There is thus a legitimate
concern that unless they are forced to act differently, artists and organisations will
‘naturally revert’ to patterns of institutionalised discrimination. Another issue is that when
equality issues are incorporated into the audit regimes mentioned earlier, they become
seen less as the outcome of social movements and more as yet another bureaucratic

requirement encroaching on artistic autonomy.

Both the artists and some of the arts managers I interviewed expressed their frustrations
with arts funding, characterising it as bureaucratic and inflexible (the phrase ‘box-ticking’
would frequently come up). Jackie (an art educator and community artist) described how

parameters had become so rigid that she had very little room to develop projects.

But it used to be that something that was done by artists and was quite fluid
and quite open to change and to different ideas and risk-taking, it’s being
incorporated more and more into government plans ... And so now you have an
obligation to provide this and that, and it’s become... not about rights of access
in a particular way, but everyone wants you to have outcomes for it all and that
stuff. It starts to hamper it and what I found more recently was that it’s shifted
away from something that’s been about artist-led projects, and more about
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She describes the experience of being on a fellowship for culturally diverse arts
managers and realising that she was brought in and ‘paid all this money’ to give
the impression that something was being done, but not really to actually change
anything or even indicate that there were any problems. She even found out
that behind the scenes, there were debates as to whether or not an Asian arts
manager would automatically develop an Asian-themed project (revealing some
of the assumptions in funding agencies).

However, she also knows that one sometimes only has a brief window of time to
accomplish things, because she works in a situation where there is very high staff
turnover. For example, she feels she was able to productively engage with issues
around race and representation while she was doing the fellowship, because
then, she had direct contact with the people and knew who all they were—once
that moment had passed there was little she could do to sustain the dialogue.
She also mentions working at an arts organisation that was badly run (she
compares it to a dysfunctional family) and telling the other staff that she was
considering joining a union, but never followed through with her plan because it

quite management-led projects, where artists are dropped in at the last minute.
And it’s become a lot more about quality control and so it’s been a lot more
about ‘would you just do what you exactly said you’re going to do?’ (Jackie,

interview 24 September 2008)

Spontaneity had come to be seen as a sign of unreliability and inconsistency. Jackie said

she found negotiating all these external demands stifling:

And it’s that stage now, and so someone at the National [Gallery] who’s
producing a pack about about working with people and a pack of resources, and
it all sounds exciting and interesting, but it just kills me dead, ’'m not interested

at all. (Jackie, interview 24 September 2008)

Her frustrations were leading her to question her involvement in museum education and
community art, and led her to speculate about continuing to do art projects, but outside
the context of the art world.

5.10 The Streamlining of Artistic Careers and Arts Education
Another way that the cultural field has been neoliberalised is through the shortening

and streamlining of artistic careers. By ‘shortening’, [ mean the expectation that artists
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would have involved staying in the job, and she wanted to leave rather than stay
in a difficult situation.

She also does not feel strongly enough about these sorts of issues for them

to make her angry. Instead, other things make her angry, like conspicuous
consumption or waste: people who go to restaurants and only eat half the plate,
or who order fizzy drinks when they could easily have tap water. She talks about
the time she spent in the US and her shock at how much people wasted things,
but also mentions the fact that she comes from an immigrant family, and was
taught to save and fix things, rather than throwing them out. She seems to have
a strong sense of pride in her upbringing, which she says will prepare her well
for the recession, because we will need to all scale back on individual spending
habits. The possibility that those with the least disposable income who might
have to scale back the most does not enter the conversation. The prospect

of massive cuts to the arts or public services — which could directly affect her
future employment — also does not seem to be a concern. Maybe this is because
her situation is stable at the moment. Gita doesn’t spend a lot of money or buy

become more successful more quickly, accelerating what Bourdieu calls the temporality
of consecration (1993, 54). By ‘streamlining’, I mean the process by which codified
norms and accepted formulae become established for successful artistic careers. I see this
as the result of developments in the art world and arts education which focus on career
development and success within narrow terms, at the expense of other, slower, forms of
artistic development; this is exacerbated by the increasing competition within the field.
Within this context, arts education becomes more focused on the accumulation of cultural
and social capital (such as in terms of how they might provide an entry to art world
networks). One possible consequence may be the homogenisation of the field, where only
artists who have followed certain types of career paths can have any measure of success
(for example, only those who have studied art immediately after completing school; or

who attend certain art schools, or work in certain artistic genres).

In The Field of Cultural Production, Bourdieu discusses the temporality of the
consecration: that avant-garde producers renounce short-term economic profits and
recognition in favour of long-term symbolic recognition and profits (/bid). The ability

to take economic risks ‘seem to depend to a large extent on possession of substantial
economic and social capital’ (Bourdieu, 1993, p.67). Those without these resources must

make compromises in order to earn a living. Writers, such as:



180

things very often, and says that ‘T am quite good about planning my finances'.
However, she also mentions that her partner is doing a funded PhD, which means
that there is a regular, stable source of income.

She then talks about how she has formalised some her interpersonal
relationships — again, another way of doing things better and more efficiently.
Gita has set up ‘mentoring’ so she can receive advice from more experienced
practitioners. She has even created her own personal advisory panel ‘for my
work as an artist, well actually, not just for my work as an artist, but just for me’;
she’s been able to fund this through one of the networks she’s involved in. The
advisory panel mainly deals with funding applications, although it sometimes
involves feedback on art projects. She says it has been useful, although she says
that 'I always felt you have to be a company to have a board, and it just sort of
felt indulgent to set up a panel to just sort of guide me’. Gita seems happy with
these sorts of structures and feels they are genuinely helpful.

But what does it mean to set up your own personal advisory board, and how

some of the Parnassians, all from the petite bourgeoisie, either had to abandon
poetry at some stage and turn to better-paid literary activities... We also find that
the least well-off writers resign themselves to “industrial literature”, in which

writing becomes a job like any other’ (Bourdieu, 1993, p.68).

Keeping in mind that Bourdieu’s study was of nineteenth century literature, how

does his analysis help us to understand the impatience of an artist like Robert, who is
keenly aware of both his status as a ‘young artist’, and also that to be successful, he
needs to have accomplished certain things by a certain age? One arts administrator [
interviewed (who did not wish to be quoted directly) described frustrations with artists
who were increasingly more concerned about their CVs than their work, and who had
unrealistic expectations for early success. Could we understand these expectations as the
abandonment of the tendencies Bourdieu described (the renunciation of short-term profits
for greater long-term recognition), or to make that difficult, risky period at the beginning

of careers as short and painless as possible?

One interpretation of this concern for career success could be that it is a direct result

of artists from petit-bourgeois and working-class backgrounds entering the field, who
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does it affect your understanding of what you do? Freelancing does require one
to operate as a business, although different types of freelancing might require
lesser or greater degrees of ‘businesslike’” behaviour or values. In the theatre
field (where Gita has trained) the lines between being an individual practitioner
and actually being a company tend to blur: it is common to set up a theatre
company, and to appoint and pay ones’ self as the artistic director.

In order to keep such a high level of activity going, does this require such

a degree of efficiency that it actually becomes necessary to develop such
structures as a personal advisory board? If the board mostly advises Gita on
funding applications, then what does this say about the intensity of funding
competition? Gita is relatively visible and successful within certain circles and

is certainly able to support herself, but her visibility does not seem to extend
beyond these circles. And how does this requirement to become efficient (to the
point of taking on corporate structures as an individual) affect Gita’s sense of
herself or her work, or her relationship to other artists?

cannot afford to wait through years of poverty, particularly in an expensive city such

as London. However, if we look more closely, the situation is more complicated. This
desire for immediate success and fame could be seen as different from Bourdieu’s
characterisation of petit-bourgeois and working class writers, who eventually give up
fame and recognition for the stability of bread-and-butter activities. When artists want to
be instantly successful, this is not simply about the need for financial stability; it is about
ambition. In other words, this is about ‘making it’, not ‘making a living’ (or may in fact
reflect a model of success in which the stakes are so high that the only way to make a
living is to ‘make it”). From such a perspective, taking on commercial work or secondary
employment to pay the bills would actually be either a sign of failure or a waste of time,
or both.

The model set by the by the YBAs could certainly be seen as playing a role in creating
these expectations, because it represented the possibility that one could both make
millions and do something fun and pleasurable for a living. It also seemed to reconcile
the historical opposition between market success and avant-garde innovation. The hype
around their ‘youth’ also signalled a much shorter time-frame for consecration. For
example, the transformation of the Turner Prize from a ‘lifetime achievement’ award to a

signal of the ‘next big thing’ can be seen as this increasing focus on youth, as the average



182

BETH

Beth shows me into the kitchen, takes her glasses off and makes some tea and
offers some biscuits: Garibaldis in brightly coloured wrapping, the kind you can
get for £1. This says to me that she doesn’t have much money (she’s not offering
me stuff of the organic, fair-trade variety), nor is she offering me something
she’s made herself; she is trying to balance making art with two different retail
jobs, and doesn’t have much time on her hands. I'm hungry (it's around supper
time, but I forgot to pack something and there weren’t any corner shops or
kebab shops in the area) and I maybe end up eating too many of them.

Beth has long, red hair; she is wearing a sweater and jeans; plain and slightly
worn, possibly second hand, and not really fashion-conscious (although she
wears gold hoop earrings). Although Beth just came from work and she works in
retail, she’s not dressed up; maybe it's a more casual kind of workplace, or she’s
taken off her work clothes, or this is what she wears to paint: clothes she can
get dirty. Her manner is calm, thoughtful, reflective; it feels like she’s thinking
aloud, and using the interview to help her figure things out. She speaks slowly

age of recipients dropped from 44 to 33 between 1984 and 1998 (Stallabrass, 2006,
p.177).

I am suggesting that this emphasis on youth reflects the shortening of the temporality
of consecration. This means that success comes at the beginning, rather than the end of
careers, a phenomenon that Richard Florida has called ‘front-loading’ (2002, 14). This
accelerated temporal framework of consecration can be seen as consistent with the logic
of what Angela McRobbie has called the ‘one big hit’:

A single big hit is what almost everyone inside the creative economy is hoping
for, because it can have a transformative effect, it can lift the individual out of
the pressure of multi-tasking and all the exhausting networking this entails’

(2007).

The temporality of the ‘one big hit’ is inevitably short-term; once one is legitimated,
then (so the narrative goes) then this is how one will always be remembered; anything
afterwards will be automatically consecrated. For example, it does not matter Emin and
Hirst are now seen as laughable figures (not much different from washed-up rock stars),

because they made their names long ago.
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and deliberately. Her story is about being resourceful, living within limited means.
Beth went to art school because it seemed like an easier option for her than
university—it was possible to do a foundation year first to try it out rather than
making that big leap” and committing to a full four years. Fewer requirements for
assignments and class attendance would make it easier to get away with working
part-time, which was a financial necessity. She also felt going to university

would mean relocating to another city, which was too expensive (although other
cities would have been cheaper than London). Beth could have in fact gone to
university in London, but perhaps for her, university was associated with the
ritualistic experience of temporarily leaving home, perhaps for a town with a leafy
campus where she could entirely dedicate herself to her studies, with no outside
responsibilities. This wasn't possible for her.

\

On the recommendation of a friend of her mother, Beth enrolled on the
Foundation course at Wimbledon School of Art and stayed for the entire BA;
there, she learned practical skills and a thorough knowledge of materials: how
to make paint ‘from scratch’, stretch a canvas, the properties of different brushes

These developments have taken place within a wider social context in which youth is
seen to embody contemporaneity itself (an incredibly lucrative commodity); ageing
implies losing touch with the Zeitgeist. If money and careers are to be made sooner rather
than later, then there is no time to lose—as to wait too long would be to risk losing the
spotlight to someone younger. This dynamic has existed in the art world for a long time
(inter-generational conflict narratives have long been intrinsic to the art field). However,
aspects of the Post-Fordist economy have caused it to accelerate and intensify. This might
explain, then, why an artist such as Robert would continually emphasise his youth; he is

acutely aware that he can only carry the ‘young artist’ label for so long.

If artistic careers are becoming increasingly short-term, and based around youth as an
embodiment of contemporaneity, then this is at odds with the expansion of arts education,
or the entry into the field of people from non-traditional backgrounds (such as those who
have studied art as part-time and mature students). I will now discuss arts education in

greater detail, and how it too has been subject to streamlining processes.

Consistent with the reforms described earlier, arts education (like cultural policy), has
also been increasingly subject to targets and audit regimes. This has had the consequence

of cutting down the time and space for experimentation, and other aspects of learning
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and the possibilities of working with paint. This knowledge enabled her to
experiment and make materials from scratch on very little money.

Her experience of the MFA programme at the University of Reading was less
rewarding, due to the the mismatch between the environment there (which,
arguably, may have been more middle-class) and her work ethic and approach
to art-making. Beth found the research-based model of art practice at Reading
difficult to understand. For Beth, being an artist was about working hard and
spending hours in the studio in front of the canvas. The students at Reading
were never in the studio; apparently they were out ‘researching’ and ‘gathering
stuff’, although she suspected that they actually weren’t working very hard.

The funding was cut for the second year of the MFA, which led Beth to leave the
programme and return to London. Although she had been working part-time and
paid her fees in instalments, she had a £1000 overdraft on her bank account
and was afraid of owing even more money. She could not assume a stable
future income to justify the risks of going into debt. One of Beth’s classmates, a
qualified teacher, was able to fund her studies through developing and teaching

which cannot easily produce quantifiable outcomes. Paul Glinkowski referred to
comments made by Grayson Perry during the conference ‘The Art of Giving: The Artist
in Public and Private Funding’ at Tate Britain in February 2008. Perry described his

art school experience in the eighties as a ‘space to play for a few years, an excuse to

drop out and follow your own curiosity’; he said that this space to play and ‘drop

out’ is disappearing; because of the introduction of tuition fees, many students are now
working during their studies and many now graduate with high levels of debt. This means
that there is more pressure on students to have a viable income in order to pay off the
debt, which is bound to influence how they think about their professional opportunities.
(interview 10 December 2008). This may lead some people to not even consider studying
or working in the arts; for those who do, the pressures for instant success may become
even more intense. Susan Jones expressed similar concerns, describing a situation where
art students had less time to reflect and explore, and for slower, less instrumentalised

artistic development:

I got my first teaching at art school so I can go in and talk to students. None of
those things are happening now. People can’t get that kind of ‘in’ into it, which
is not making for such a rich experience for the students, they’ve got jobs,
they’re working ten hours a week, contact with the studio is minuscule, they
suffer. What we are in danger of is a great poverty in the visual arts, in terms
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an access course for international students, which combined introductory art
training with ESOL instruction. The ingenuity of this is admirable, as it literally
means creating a job from nothing. But what happens when this kind of
resourcefulness becomes a norm, or a requirement to fund one’s studies?

Beth now works at two different HMVs in the City; one is five minutes away from
the other by bike. She has always worked in retail, and she says that she has
always met interesting people this way (she mentions that one of her colleagues
at Waterstones was an opera singer). Her shift starts early in the morning, which
means she can leave at a decent hour and come home to paint. She’s already
begun training as a bookkeeper, but is not sure how to pay for the training
courses to learn the necessary software packages. Her hope is that she could
earn enough during tax time to support herself the rest of the year, which she
would dedicate to painting. Arts-related jobs, which require unpaid internships,
are out of the question—they are for people who could ‘get money from Mummy
and Daddy’, who are now ‘the people who will be deciding whether or not we get
funding’.

of time to become invested in it. And the Arts Council coming up with whiz-
bangy centres of excellence, you know, whatever. And it’s not going to help the
masses in the long run. You cannot short-cut the rigour and the intensity of a

learned, developed process. (Susan Jones, interview 10 December 2008)

Jones is making three key points. The first is that it was easier in the past for people who
were active in the field to come in and talk to students on an informal basis, which is no
longer possible (perhaps as student-staff relationships have become more formalised).
The second is that art students (as well as possibly artists) do not have the time to dedicate
to their work as they once did, because of work and debt pressures, as lack of studio
availability. The third is that cultural policy-makers tend to focus on impressive-looking
initiatives, such as the ‘whiz-bangy centres of excellence that perhaps prove to the

public that they are delivering ‘value for money’, but these do not necessarily benefit the
majority of artists. As a consequence, it is specifically those slower forms of development
and seemingly unproductive moments which do not deliver results in the short-term,

but are nonetheless necessary for artistic development which begin to suffer. Could we
possibly see this as a form of de-skilling, where arts education becomes so rushed that
people do not have time to develop? Or is de-skilling in fact the wrong term (because the

arts by definition reject many conventional definitions of ‘skill’?)
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Despite her calm demeanour, there are occasional flashes of anger and
resentment: anger at the council for making it impossible for childless people,
particularly women, to get council housing; or how the tax system penalises
people in low-paid jobs, discouraging them from staying in employment rather
than thinking ‘why should I work when I can just get the dole?’. She also angry
at the benefits system, which she says is so complicated and bureaucratic, she
says, that the only way you can learn to navigate it is if your family knew how
to play the system (such knowledge tends to stay within families and is rarely
shared through other kinds of networks, let alone made public). Her father,
although he was on benefits, was not one of these — he always worked hard.

It's at these moments where the interview becomes awkward. I can appreciate
some of her frustrations, but feel uncomfortable with where the conversation
is going. It's all about separating the deserving from the undeserving poor, and
she’s trying very hard to position herself as ‘deserving’. The logical conclusion
of her argument would be the abolition of benefits, rather than for making the
system easier to understand or less punitive towards single, childless people. I

5.11 Culture as Employability

If arts education now gives students less time to experiment and develop, and students
are under greater financial pressure, this coincides with greater emphasis on career advice
and professional development, both within arts education and in terms of support for
recent graduates. This can be seen as consistent with the cultural policy developments
discussed earlier, which prioritise employability). One arts administrator I interviewed
(who did not wish to be quoted directly) described a ‘proliferation of professional
development support’ over the past five years. She welcomed the aspects of this which
involved genuinely useful advice, but questioned how much it actually involved listening
to artists’ needs and concerns. This was echoed by Jackie’s description of the experience
of receiving this sort of advice from Artquest (an organisation specialising in advice and

information for artists):

And Artquest, there are some good people there, who do some really great
things.... but what they do is produce a whole lot of information, but that can
be quite empty, that doesn’t reassure you, when you’re looking for someone to
chat to and it’s like, why don’t you check into this network or that sort of thing,

it ends up just being a funnel (interview 24 September 2008)
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don’t want to get into an argument with her, so I just nod and listen.

Art, for Beth, is about hard work and social mobility. It's about deciding to
dedicate herself to her work rather than having children ‘because I know I'll be
supported’. For example, she takes field trips with the other artists who live in her
building to museums and high-end commercial galleries in central London. She

is hard-working and enterprising, working in the studio every day and setting up
her own stall at the Battersea Art Fair.

However, the position she holds in the local hierarchy of galleries is relatively

low. Her paintings sitsomewhere between craft production and contemporary

art (she says, 'if I were living during another generation I would have enjoyed
lace-making or embroidery’). Good honest hard work (defined as spending

hours in the studio) is often not enough; one must also know how to play the
game. She will probably never show her work in the West End galleries she visits.
Beth does not seem like someone who knows how to chat up the right people,
assimilate the latest trends, or reproduce that magic balance of the familiar and

Instead of more personalised forms of support (perhaps from her peers), Jackie was told
to ‘check into this network’ or other forms of impersonal and generic career advice. The
arts administrator mentioned earlier also suggested that one of the consequences of the
expansion of professional development support is that it might play a role in giving recent
graduates unrealistic expectations, particularly for instant career success. The implication
is that these professional development services (and, by extension, the policy imperatives
that have led to the establishment of these initiatives) that encourages artists to become
both more focused on their own careers, and to also have unrealistic expectations

about early success. While beyond the scope of this text, in another context it might

be interesting to explore why and how these expectations are being encouraged within
these career advice services, and if, consistent with both the audit regimes and social
exclusion policies discussed earlier, the providers of these services in turn are required to
demonstrate that they are giving art students and recent graduates confidence in their own

career prospects.

However (perhaps as a reaction) there was also the tendency to reject genuinely practical
advice, reasserting the principle of the ‘economic world in reverse’, and making it a taboo
to talk about money. Susan Jones described how an artist she knew was doing a talk in

an art school about basic book-keeping skills such as taxes and balancing budgets,and
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the unexpected. She does not seem to understand, for example, that there is
greater status involved in having someone else set up a stall that would feature
her work, than in setting one up herself. Within the higher echelons of the art
world, artists must be enterprising in ways that do not seem entrepreneurial (the
more effortless the better), and which especially do not encroach on the territory
of the gallerist.

Beth’s work does not commaodify or exoticise working-class identity as an
embodiment of ‘authenticity’ (an approach other artists from her background
have adopted with great art world and financial success). Her artwork, abstract
paintings based on patterns, is inspired by everyday life (walks to the park,
looking at fixtures in the pub). These are the sorts of quotidian observations that
inspired the first generation of Pop artists in the 1950s and 60s, but it's not about
the literal incorporation of popular culture into high art; the recent tendency

of mining popular culture’s most degraded, abject aspects would in fact be
completely foreign; her approach is actually about noticing things the she finds
beautiful.

was told by one of the lecturers: ‘you shouldn’t talk about money, if they consider money
in that kind of way, they will produce bad art’ (interview 10 December 2008). This may
reflect either arrogance on the part of educators who are out of touch with the realities
faced by their students, or desperation at what they feel is a losing battle to stop art school

from being completely instrumentalised (or perhaps both).

5.12 Artists’ Responses to Neoliberal Pressures: Re-asserting Artistic Autonomy
I will now discuss artists’ responses to these developments. One obvious response can
be to re-assert the conventions of the discipline, as in Jenny’s reaction to the changes to

funding:

The funding system’s trying to eradicate art, as far as I can tell. Because every
word that came out of that woman’s mouth was ‘education and participation’.
And ‘excellence’ didn’t come into it. It’s all about ‘let’s make artists social
workers’.... It’s not really about what the art is, it’s about who the audience is.
It’s almost as if, if you don’t tick the box saying this will help disadvantaged
children in the community, you will not get funding (interview 6 November

2008).

Jenny saw Arts Council staff as lacking specialist expertise; she was also concerned about
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TAMAR

Tamar is in her early forties; she has cropped hair (which she has bleached light
blonde, almost white), small glasses with thick black rims, and is wearing a
sweater, a leather jacket and a worn and faded pair of jeans. She has a nose ring.
She speaks slowly, with the deliberateness of someone speaking English as a
foreign language (she says, later on, that she has always felt like a foreigner and
that learning English was very difficult). Tamar’s practice involves photography,
installation, video and performance (ranging from street interventions to ‘black
box’ theatrical work). She is also a member of the board of directors of an arts
organisation.

Tamar moved to the UK from Israel in the mid 1980s; she lived and studied in
Sheffield, then moved to London in 1992. She describes herself as never having
a job but having ‘lived off public funding”: ‘grants, housing benefit, bursaries,
commissions’ (including public art projects with housing associations), fees from
projects, as well as teaching in prisons and widening participation programmes.

her work being judged by inappropriate criteria (in this case, audience development),

rather than only by aesthetic judgement.

Another common response to managerialism in state funding was to reject it altogether.
Robert saw the odds of receiving funding as so difficult that he felt there was no point
trying. He also talked about grants as though they were a ‘handout’ (although the support
he received from his parents did not fit this category):

Robert: I’'m really disorganised, I don’t read art magazines, and I’m shit at
applying for things.

KF: Is it because of the bureaucracy?

Robert: Yeah kind of. Applying to the Arts Council and that kind of thing, it’s
just horrible.

KF: Do you feel that grants are no longer accessible?

Robert: I never heard of any grants, I never thought I would get any grants. If
I’m making enough money and I can do what I want to do then I’m kind of
happy. I’'m just lazy on that front. I don’t know. I don’t imagine that I’d get a
grant. [ never applied... I don’t know, I never got any awards or grants, or any
aid or help or anything. You’re just resourceful. If you need to get a bar job for
3 or 4 days a week you do that. If you need to rent a warehouse with a bunch of
people so you only pay £20/week you just do that. If you need to squat, you just
do that. (Robert, interview 9 October 2008)
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After moving to London, Tamar became involved with a community centre in her
neighbourhood (Holborn), where she set up a darkroom and ran it voluntarily
for several years, also teaching photography workshops. This was a formative
experience for her, connected to a commitment to community activism; the
centre ‘really addressed the community’. The centre eventually closed due to
internal politics, and the council let go of it (‘I think it's flats now’). Tamar sees
the centre as a kind of tail end or ‘residue’ of a previous era that she was lucky
enough to experience: ‘It's very much an old ethos of community centres... the
last end of that kind of socialist era in the UK. She says that many community
centres have now become leisure centres, with activities driven by top-down
agendas, or 'it’s all this kind of middle-class, it's like let’s all do the yoga for
children over here’. She feels that it's become more difficult for communities to
determine their own needs. As she speaks about this, I could hear the loss in
her voice, as well as a painful sense of resignation that none of this could be
reclaimed or even re-invented and a sense of not having any clear way forward.

Tamar speaks about arts funding with a similar sense of resignation and loss:
that funding has become increasingly subject to government agendas and quality

Robert’s attitude also reveals a bohemian distrust of bureaucracy, and aspects of
libertarian individualism (although he probably would not name it as such). However,

in considering his response, it is also important to acknowledge my impression that
Robert was ‘performing’ for me during the interview, as he tried to present himself as an
intriguing figure (was this an example of Virno’s virtuosity or opportunism?). If we read
Robert’s response as performance, we could interpret his comment that he did not read art
magazines as asserting the originality of his work (implying that it was not derivative of
what he saw in magazines, as he never read them); we could interpert his alienation from
the funding system as assertion of his ‘artistic personality’ (exemplified by his lack of

interest or ability in navigating the funding bureaucracy).

5.13 Another Response: Leaving the Field

Another response to these developments was to change discipline. For some of the artists,
art was ceasing to be pleasurable or personally satisfying. For two of the artists, the
expansion of the art market made art too much about money and relations within the art
field too competitive. They decided to change their practices in order to find environments

which were both more supportive and also in keeping with their personal ethics.
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control measures, particularly expectations for audience numbers and a visible
public presence. This means that lying on reports and applications has become
fairly common practice: ‘people have to lie and bump numbers up, and do a lot
of internet stuff so there’s a website and people can look at the website and pick
the numbers up, and deal with it that way’. There is concern for the state of the
field: ‘the whole sector has to rethink how they operate because you really can’t
rely on it any more. And I'm talking as a board member of an organisation who
now has to continually rethink... It's all going into private corporate marketers
again, so it's going to be quite difficult. It's going to be a very difficult time'.

Tamar has become increasingly disillusioned with the visual art field; she feels
that art has become too much about money. Although Tamar ‘loves making
things’ and takes great pleasure in working with materials, she felt the values of
art market have started to creep into her thinking, influencing how she thought
about her work, to the point where she could not avoid thinking about prices
when she was making work. Tamar uses terms such as ‘creative industries’ and
‘designed commaodities’ to characterise how the art field has became ‘popularised’
as part of a wider lifestyle industry; she also mentions the television show

At the time of the interview, Tamar was trying to redefine herself as a theatre artist. She
was doing so both for pragmatic reasons (it would allow her to access better funding)
and also because she felt that theatre as a discipline (or, at least, independent theatre)

did not encourage greed or competition in the same ways art, because being successful
did not necessarily result in becoming a millionaire. Tamar had already been working
with performance as part of her art practice, but was now deliberately trying to make her
work fit more easily into theatre conventions. At the time of the interview, she had begun
a three-year AHRC fellowship in the Drama department at a London university. She
talked about the importance of artists defining their work as ‘research’, in order to access
funding, which she saw as less affected by cutbacks than arts funding. In particular, she
recommended this route to artists who did not produce saleable objects; she acknowledged

that object-makers also do research, but do not have have the same financial concerns.

Tamar’s decision coincided with the development of ‘practice-based research’ grants,

art practice PhDs and other related developments within academia. These could be seen
as both as a sign of openness towards unconventional research methodologies (as in
‘artistic research’), and also as a sign of further credentialisation. Tamar’s decision also
raises the issue of the role of education in providing a regular source of income for artists,

such as teaching work or access to research funding, and how much artists might return
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Changing Rooms, as though now art has become glorified interior decorating.
In response to this, Tamar is now trying to deliberately, consciously shift

her practice into theatre: to give up making objects, and to adopt theatrical
conventions such as staging and scripts. Whilst her work does have some
theatrical elements (she does, after all, do performances), this shift seems less
motivated by the imperative to explore new directions in her practice than the
search for a more supportive environment for her work. She is possibly idealising
the theatre field. For example, she says that there is less money at stake in
theatre, which means it is less about money: ‘it's hard for everybody, but it's
hard because even the most prestigious commissions, you're never going to be
like a Damien Hirst. And so there’s much more of a sense of support, a lot less
competitive, a lot smaller.”

Tamar’s fellowship at a London university, which coincided with her shift into the
theatre field, was also the first time she has had any stable income, after years
of grinding poverty. There were struggles with the benefits system, including
attempts to cut off her housing benefit when she received a grant: the council
saw it entirely as disposable income, rather than money she allocated towards

to education throughout their lives out of a search for a stable source of income. There
is another question around how the work itself might be influenced by redefining it as
academic research. Academia may have suited Tamar’s art practice, but other types of

artwork may not fit so easily.

As mentioned in the previous chapter, Carlos had decided to stop making art, and dedicate
himself entirely to the NGO he had set up in Mexico with other members of his family.
This decision was also motivated by his discomfort with the art market, and the values
associated with it — and consequently, the realisation that if he rejected this, he needed to
completely redefine what he was doing. The NGO involved archaeologists, biologists,
historians, linguists and other researchers, through contacts at two different universities;
it also included artists’ residencies, in which artists worked within this interdisciplinary
environment. Carlos stated that his background as an artist had taught him lateral
thinking, which he said played an important role in setting up the NGO. Carlos can be
seen as making different shifts at once: a shift in role (from artist to intermediary), a shift
in field (from electronic art to aspects of research) and a geographical shift (from the UK/
Europe to Mexico). What does it mean to transform one’s activities in so many different

ways at once? In the interview, Carlos discus