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Abstract

Over the last decade creative industries, such as film and fashion, have become increasingly
commonplace items on economic development agendas at urban, regional, and national
scales. A sizeable academic literature has emerged to document this ‘creative turn’ in
economic policy. The existing literature often locates the widespread adoption of creative
industry policies within either a capitalist system that increasingly demands creativity if
accumulation is to be secured or a series of powerful travelling policy discourses which
impose themselves on local landscapes irrespective of fit. These explanations are, however,
rarely substantiated empirically to show how, in very material ways, capitalism or
travelling policy discourses make demands of a particular locality. In this thesis, Actor-
Network Theory (ANT) is used to argue for a less ‘determined’ approach to the study of
creative industries in economic development: the assumptions about macro phenomena
structuring the local are put aside in order to tell the story of one situated case of creative

industries-based economic development.

The specific case that is examined is the film industry of Aotearoa/New Zealand. In the
period from 1999 to 2005, the Aotearoa/New Zealand film industry went from being almost
entirely absent from economic development policy to playing a central role. The thesis
draws on extensive documentary analysis and 58 interviews to construct a description of
the practices, devices, techniques, and knowledges that were deployed to constitute, shape,
contest, and stabilise the role of the film industry within economic development. What emerges
from this description is that contingency and opportunism, rather than capitalist demands or
global travelling policy discourses, are key to explaining the prioritisation of the film industry.
This suggests that ANT makes visible political processes that often remain hidden from view

but are crucial to understanding the way that power is made and politics is done.
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Chapter 1:

Introduction

I think there would be some Ministers in my job who would have said, “Get a
life! The bloody film industry! Don’t ask me to do that!”

(Jim Anderton, Minister for Economic Development, Interview June 2005)

In early 2007, some eight years after Jim Anderton was first assigned to the Economic
Development portfolio and began to investigate whether there is a role for film within
economic development, the industry is the subject of a series of initiatives that stretch
across the multiple agencies and institutions which together make up the ‘economic arms’
of government. At the local level too, film has become a priority of government. Almost
without exception, cities and regions across Aotearoa/New Zealand have produced
economic development strategies around the film industry and established film offices to
encourage production within their locality. Now, if Anderton is correct in his assessment
above — and we have no reason to disbelieve him — then these developments suggest that
the political status of the film industry has moved from a point where a Minister for
Economic Development might reasonably have rejected the call for film-related economic
development with the cry ‘Get a life!” to one where the absence of an economic
development policy around film is the oddity and even perhaps, we could imagine, in some
instances considered irresponsible or foolhardy. That is, we appear in the course of not even
a decade to have seen the successful stabilisation of the film industry within economic

development in Aotearoa/New Zealand.

It is the change in fortunes of the Aotearoa/New Zealand film industry within economic
development at the national scale that is the subject of this dissertation. Most immediately,
then, it seems important to note that even a casual observer of trends in economic
development would probably say that it is not altogether surprising that it was the film
industry, rather than some other industrial actor, which came to be the focus of so much
attention by politicians and policymakers. The turn to creative industries within economic

policy, both in terms of support for specific constituent subsectors such as film and for the
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sector in its entirety, has been well-documented in numerous contexts (Cunningham, 2004;
Gibson & Klocker, 2004; Oakley, 2004; Volkerling, 2001). Writing on the role of creative
industries within regional economic development in the United Kingdom, Oakley
(2004:68) has, for example, remarked that:

One thing one can be sure about in opening any policy document, tender for
research or brochure on regional economic development in the UK is that the
creative industries will merit a mention somewhere.

This ‘creative turn’ in economic policy also touched Aotearoa/New Zealand, with the
primary economic development strategy under Anderton’s stewardship identifying the
creative industries as one of three key sectors to the economy (Office of the Prime Minister,
2002). We might, therefore, want to read the case of the film industry in Aotearoa/New
Zealand as a further instance of the global spread of creative industries-based economic
development. This kind of statement, however, implies a particular kind of relationship
between the local and ‘higher’ scales whereby what we observe in a given setting is in large
part the result of wider political, economic, or social processes imposing themselves on that
locality. Such a relationship is often assumed to exist by virtue of the widespread uptake of
creative industry policies around the world but is rarely subjected to empirical
investigation. This has meant that practices at the local level in these accounts are often
deemed, without much interrogation, to be the product of forces or developments at scales
beyond the local. That is, what occurs within the local scale is afforded very little, if any,

agency.

The aim of this dissertation is to leave the nature of the relationship between the local and
any other scales, if these can even be deemed analytically separate, open. The aim is simply
to tell the story of how a political project to introduce a subsector of the creative industries
to economic development in a specific locality was made and, at least for a time, stabilised.
Specifically, this dissertation tells the story of how the film industry in Aotearoa/New
Zealand came to occupy a key place within economic development. It asks and investigates
the following questions: what techniques, devices, objects, knowledges, and strategies were

deployed to bring this political project into being and to stabilise it? Who was deploying
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these? How, and by whom, was the project being contested? Were there alternative
projects? The nature of the relationship between the local and any other scales, if these do
exist in such a way, is then able to emerge from this investigation. It may transpire that the
political project around the film industry in Aotearoa/New Zealand was in large part
determined by what was occurring at global or macro scales, but by not assuming this from

the outset we also allow for the possibility that it might be otherwise.

The focus on the making and stabilisation of a political project suggests that theoretically
this dissertation might be anchored in the now well-established Foucauldian
governmentality tradition. However, it is the concepts and tools of Actor-Network Theory
(ANT) that will be deployed instead. The use of ANT to study politics and political
processes is a fairly recent development, most extensively pursued by Andrew Barry (2001;
2002a). There are, as Barry (2001) notes, good reasons for adopting an ANT approach
rather than a Foucauldian governmentality approach. We can summarise these reasons in
the form of two main arguments. The first argument for ANT is that it moves us beyond the
Foucauldian conceptualisation of government as the conduct of persons to also take
materiality seriously. That is, it focuses attention on the devices, objects, and techniques
that are integral to the constitution and stabilisation of political projects and also, more
generally, the social itself. The second, and related, argument for ANT is that it is
especially attentive to the particularities of how something is manifest in a given place at a
specific moment in time and, additionally, to how that ‘thing’ is also constantly undergoing
change. Foucault’s analysis, on the other hand, tends to be more concerned with identifying
historical forms and is, therefore, ‘too static to reveal the dynamic instability of socio-
technical arrangements’ (Barry, 2001:200). The importance of this latter point will become
apparent as we begin to examine the empirical material. We will see that, although the
place of the film industry on the economic development agenda may for the moment have
been secured, its terms of inclusion are constantly shifting in ways that Foucault’s
theorisation of the dispositif — his closest concept to the actor-network — would not be able

to adequately account for.
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Beyond these theoretical concerns, ANT is also being deployed here in a more practical
sense through the use of one of the main heuristic devices of Science and Technology
Studies (STS): ‘Open the black box!” This heuristic was first introduced by Callon and
Latour in a 1981 article and makes use of what is originally an engineers’ term for a device
whose internal structure and mechanism can be disregarded because it reliably transforms a
given input into predictable outputs. Callon and Latour (1981) argued that social scientists
have often ‘black boxed’ institutions, such as laboratories, and in so doing have missed
important elements of how the social and society is constructed. The call to ‘open black
boxes’ is above all about a focus on details: on the practices, devices, techniques, and so on
that operate ‘inside’ the structure, organisation, or institution that has hitherto been black-
boxed. It is, if you like, a focus on the details that go into, and are involved in, the making
of something. These details should not, however, be seen as ‘mere details’. They are instead
fundamental to the making of power, as Donald MacKenzie (2005:558) remarks in his

application of the heuristic to global finance:

[T]he macro actors of social life (including not just individuals, but also
organisations and even “structures’) are micro actors grown large through their
capacities to mobilise and command black boxes ... The contents of black boxes
are indeed “details”, but not “mere details”. If a black box ceases to function as
such — if it no longer reliably transforms inputs into appropriate outputs — then
the power of a macro actor can be disturbed.

There is a very good reason for using the ‘black box’ heuristic in this study of the film
industry and economic development in Aotearoa/New Zealand. We already know that in
the existing literature localities are often investigated within a frame that implicitly locates
agency in a scale beyond the local. In effect, this means that local political processes and
practices have often been ‘black boxed’ in much the same way that the insides of

laboratories were by social researchers studying science before the first STS accounts.

We see this ‘black-boxing’ particularly when we look at the explanations that have been
offered for the widespread prioritisation of creative industries within economic
development. There are two common ways of explaining the rise of the creative industries,

both of which deem the actions of policymakers and politicians to be determined largely by
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powerful forces beyond these individuals themselves. The first explains the increased
importance of creative industries through reference to the demands of the capitalist
economy (see for example, Scott, 2000a). That is, creativity is said to be important to the
continued accumulation of capital in a globalising post-industrial/post-Fordist economy and
the emergence of policies around creative industries is the almost inevitable response to
these demands. The second explanation attributes the widespread adoption of creative
industries-based economic development strategies to powerful travelling policy discourses
(see for example, Wetzstein & Le Heron, 2003). In the case of both of these explanations
there is always an input from a scale beyond the local — in the case of the first, a demand
for creativity if capitalist accumulation is to be sustained and, in the second, a powerful
policy discourse — that gives rise to a reliable ‘local’ output which takes the form of a
programme or policy around the creative industries and economic development. The
specificities of what happens in between — for example, the ways in which policymakers
and politicians actually engage with ideas of creativity-led economic development, the
objects and devices that materialise such policies, and the way these might also be

contested — are rarely attended to.

It is this ‘stuff in between’ that is of primary interest to this dissertation. This, then,
necessarily entails a commitment to empiricism. Again following Barry (2001), this is a
commitment to empiricism in two senses. In the first sense, it is a commitment to making
visible the details and, hence, complexity of political processes. As Barry (2001:22) notes,
it is only through such an emphasis on details that:

one gets a sense of the irreducibility and contestability of the social, the
disjuncture between the programmatic statements of policy and the messiness of
actuality, the contingency of history, and the interference and intersection of
diverse historical and geographical movements.

In the second sense, and this follows logically from the first, it is about a commitment to
situatedness. Just as Barry (2001:22) did not set out to make transcendental claims about
the nature of government and politics today, the aim here is not to generalise from the

Aotearoa/New Zealand experience but rather to ‘reveal a dimension of political life which
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is often neglected’. That is to say, through the commitment to situatedness we retain a keen
awareness of the fact that the substantive content of the ‘stuff in between’ may well vary
from locality to locality. This does not mean, however, that the details uncovered by this
type of exploration have implications only for the locality under study. What we find inside
the black box might challenge predominant explanations in quite fundamental ways. In the
case of this thesis, for example, the contents of the black box could potentially disrupt the
assumptions about agency that underpin many of the existing accounts of creative

industries and economic development.

By now it should be apparent that this dissertation is in part exploratory in nature. ANT has
only recently been applied to the study of political processes and has not yet been used in a
study of creative industries-based economic development. As such, this is also a ‘test’ of
what ANT might offer us: what insights do we gain from using ANT as a method and
theoretical approach? And, importantly also, what might be the costs of using ANT?

To begin to give the reader a sense of what ANT might enable us to do, the remainder of

this introduction sketches an outline — or, in film terms, presents a trailer — for the thesis.

Chapter 2 begins with a fuller exploration of the existing literature on the creative industries
and economic development. It traces the way this dissertation project evolved from an
initial engagement with this literature to its eventual framing as an ANT study of political
stabilisation. The final part of the chapter provides a brief introduction to Aotearoa/New
Zealand in order to ‘set the scene’ and explain why the film industry there provides us with
a useful case study of how a political project around creative industries-based economic

development is brought into being and provisionally stabilised.

Chapter 3 is a discussion of methodology and method. It outlines how, in practice, I went
about ‘tracing associations’ to construct an ANT account of the film industry’s role within
economic development. Specifically, this chapter suggests that multi-sited ethnography

provides a useful way of ‘operationalising” ANT.
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The next three chapters examine in various ways the ‘stuff in between’ — that is, the

contents of the black box.

Chapter 4 examines the political projects that coalesced around film over the last hundred
years in order to consider whether the argument that culture and economy are increasingly
intertwined can be substantiated in the Aotearoa/New Zealand case. The historical
explorations detailed in this chapter suggest that until the early 1970s, culture/economy is
not an appropriate lens through which to read the political projects that formed around film.
During this early period, the overriding feature is a very instrumental use of film by
government to achieve other ends, such as war propaganda. Once political projects
specifically about film emerge in the late 1970s, the culture/economy framing becomes
more appropriate as we begin to see various actors mobilise notions of the cultural and
economic to secure support for the development of a domestic film industry. The story,
however, is not one of ‘cultural’ and ‘economic’ essences that are shifting in relation to
each other over time, but rather of strategic deployments that tell us less about the extent to
which the film industry is ‘cultural’ or ‘economic’ and more about the conditions that

permitted its stabilisation as a political project at various points in time.

Chapter 5 brings us to the contemporary moment when the film industry is being prioritised
within economic development and also for the first time is located within a broader creative
industries project. This chapter takes as its starting point a divergence between the way that
this ‘creative turn’ in economic development is explained in political texts, such as policy
documents, and the way it is explained by policymakers and politicians in the research
interviews for this thesis. In the political texts, justifications are most commonly based on
international models of creativity-led economic development, theories of the creative
economy, and calculations of economic impact. In the interviews, on the other hand,
explanations centre primarily around opportunities in the local economic context,
contingency, and pragmatism. It will be argued that this divergence between the texts and
interviews tells us something important about the way that political projects are made and
stabilised, namely that politics is made possible through an act of ‘framing’ that translates

embodied, local, and contingent knowledges into objective, rational, and universal truths.
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The second half of the chapter then considers two examples where quantification was used

to do framing work in order to stabilise aspects of the government’s film project.

The last of the substantive chapters, Chapter 6, stays with the contemporary moment but
shifts focus to a new set of actors. Acknowledging that political projects are held together
by diverse associations and connections, it examines the role played by industrial and non-
governmental actors in making, stabilising, and contesting the government’s agenda for the
film industry. Specifically, the chapter considers two examples. The first example examines
the case of the Screen Production Industry Taskforce. Here, a select group of industrial
actors was charged by government with developing a strategy to grow the screen sector and
so vested, in a very direct way, with the ability to participate in the making of the film
project. In the second example, we examine two campaigns by a coalition of creative sector
unions and guilds to contest dominant articulations of the film project. These actors had
been excluded from official political processes, including the Taskforce, and so mobilised
events beyond these processes to try to reinsert workers into the worker-less imaginary of
the film industry and claim for themselves the right to participate in deliberations about the
future of the film industry. From the different positions occupied by the actors across these
two examples, conclusions are drawn about the abilities of industrial and non-governmental

actors to ‘make real’ their projects.

Chapter 7 is the first of two concluding chapters and considers the usefulness of ANT to the
study of politics and political processes. The chapter is organised around two questions:
firstly, what claims is it possible to make using an ANT approach? And, secondly, what

opportunities does ANT provide for political intervention?

The final chapter, Chapter 8, then returns to the substantive concern of this thesis: the
question of creative industries in economic development. The fieldwork is brought to bear
on the three explanations that are found in the existing literature for the prioritisation of the
creative industries. Given limitations in being able to address some of the existing

explanations that reference macroeconomic factors and globalisation, the final part of this
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chapter considers whether an alternative theoretical frame to ANT might have been

productive.

Let us begin now, however, with the argument for ANT.
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Chapter 2:
Why ANT? Explaining the Rise of Creative Industries within

Economic Development

At the dawn of the twenty-first century, a very marked convergence between
the spheres of the cultural and economic seems to be occurring.

(Scott, 2000a:2)

Britain was once the workshop of the world. It led the industrial revolution.
It was defined by shipbuilding, mining and heavy industry... Yet more
people now work in film and TV than in the car industry ... The overseas
earnings of British rock music exceed those of steel. I believe we are now in
the middle of a second revolution, defined in part by information
technology, but also by creativity.

(Tony Blair in Brown, O'Connor, & Cohen, 2000:437)

The PhD project on which this dissertation is based did not start out as an ANT study of
how a political project is made and stabilised. Informed by the existing literature on cultural
and creative industries, it began instead with claims such as those above by the academic,
Allen Scott, and British Prime Minister, Tony Blair, that suggested capitalism had entered a
new phase in which generating economic value is dependent increasingly on culture and
creativity. Against this backdrop, the prioritisation of the film industry within economic
development programmes in Aotearoa/New Zealand appeared to be an instance where
culture and creativity were being supported as a policy initiative in order to establish
conditions for the ongoing accumulation of capital, and it was in this light — as an example
of how a locality uses culture and creativity to respond to processes of political and
economic reorganisation — that the film industry was to be studied for this project.
However, encounters with theoretical and empirical literatures, and later the field,
suggested that this was not an altogether productive way of understanding what had
occurred in respect of the film industry and economic development in Aotearoa/New
Zealand. In particular, the implicit assumption within the existing literature about processes

and actors at higher scales determining the local became increasingly troublesome to
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sustain and led eventually to a focus, following Bruno Latour and others in the ANT
tradition, on the way political projects are made through heterogenous arrangements of

humans, devices, objects, technologies and so on.

What follows in this chapter is a narrative of the theoretical and empirical engagements that
informed this project over the course of its development. The chapter traces the project
from its beginnings in the existing literature on cultural and creative industries through to
the adoption of an ANT approach and its eventual reframing as an inquiry into the practices
of political stabilisation. It argues that many of the existing explanations for the rise of the
creative industries discourage an openness to the world and, therefore, foreclose the
possibility that the world might also, in very important ways, be organised differently to the

way we assume it to be.

Beginnings: The Existing Literature

The creative industries concept is actually a fairly recent invention. Most historiographies
of the term locate its first usage within a policy context in the ‘Creative Nation’ report of
Paul Keating’s Australian government in the mid-1990s and cite Tony Blair’s adoption of
the term in 1997 as the beginning of its widespread use (Cunningham, 2004; Galloway &
Dunlop, 2007). There is some suggestion that it is primarily a ‘political construct’ and that
analytically it refers to the same group of industrial actors as the ‘cultural industries’
concept which preceded it (see for example, Pratt, 2005). The existing literature, therefore,
contains references to both the ‘cultural industries’ and the ‘creative industries’. For
heuristic purposes, we can divide this existing literature into two parts.' The first is
concerned with a series of macro economic changes that have seen culture and creativity
become increasingly important to accumulation over the last several decades (see for
example, Lash & Urry, 1994). From this literature, the creative industries emerge as one
expression of a more general ‘cultural turn’ in capitalism. As the emphasis in this body of
work is on broad economic changes rather than the specific ways in which these have been

responded to by policymakers and politicians, the terms ‘cultural industries’ and ‘creative

" As this is a heuristic rather than bodies of work that have developed separately within defined schools of
thought, there is considerable overlap between the literatures assigned to each of these parts.
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industries’ are often used interchangeably. In the second body of work, on the other hand,
the distinction between these terms is important. This second body is concerned with the
cultural and creative industries as a policy response and looks at the way these industrial
actors have been used as a tool for economic development, regeneration, and place-
marketing (see for example, Gibson & Klocker, 2005; Pratt, 2005). Both the ‘economic’
and ‘policy’ literatures were important to the initial formulation of this thesis project, and

so we now consider each of these in turn.

The ‘Economic’ Literature

The claim by Allen Scott (2000a) that we are observing a convergence between the cultural
and economic points us to a development that is sometimes referred to as the ‘cultural turn’
in capitalism. Capitalism, it is argued, has entered an epoch in which economic value
depends increasingly on culture and creativity. There is a comparative historical claim
being made here about the preceding epoch, even if only implicitly (Slater, 2002a). The
discussions around the culturalisation of the economy often substantiate this claim through
reference to the transition from Fordism, where culture and creativity had little or no role to
play in generating economic value, to some variation of a post-Fordist or post-industrial
economy. Culture and creativity emerge from these discussions as a key element in the
after-Fordist “fix’ for capitalism. The growth of the creative industries as a specific sector

of the economy, therefore, is read as one outcome of that fix establishing itself.

Most of these accounts begin with the observation that for much of the twentieth century
Fordism provided a means of organising the economy and society in order to secure the
accumulation of capital (see for example, Amin, 1994; Boyer, 1990; Scott, 2000a). Its logic
of mass production and mass consumption, tied to a welfare state, ensured relative wealth
and prosperity, particularly in the post-war period, for most Western economies. That same
logic, however, also left little room for culture and creativity (Scott, 2000a). The
accumulation of capital was secured through efficiency gains that were derived from
increasing levels of mechanisation. Mechanisation was achieved most easily if products
were standardised. This meant that cultural and creative inputs — for example, design

features — presented an obstacle to efficiency and were eliminated as far as possible. The
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emphasis was on achieving economies of scale, rather than scope. As Scott (2000a:5) notes,
cultural elements ‘tended to become subservient to the more functional design imperatives

imposed by the need for manufacturing efficiency and competitive cost-cutting.’

By the early 1970s, however, Fordism was starting to fall victim to its own logic.
Increasing mechanisation meant that fewer workers were required for a growing industrial
output (Boyer, 1990). This led to significant unemployment, which in turn disrupted the
virtuous cycle whereby mass production was sustained through mass consumption (Jessop,
1991). Many Western economies were, therefore, faced with a crisis of overproduction.
This internal crisis was exacerbated by several external factors, most notably the 1973 Oil
Shocks and emerging globalising processes that saw manufacturing shift to developing
countries (Harvey, 1990). The combination of these internal and external factors plunged
many Fordist economies into recession. These recessions, which lasted up to a decade in
some contexts, are seen by most commentators to mark the end of the Fordist period and

emergence of a new after-Fordist economic arrangement.

There was considerable debate about the specific characteristics of the after-Fordist period
in the academic literature, though most accounts were in agreement that in general terms a
decline in the importance of mass manufacturing and an increase in the importance of
knowledge, services, and culture was being observed (Amin, 1994). The extent to which
culture and creativity, both as features of the economy as a whole and more specifically in
terms of the cultural (or creative) industries, were seen to play a role in this new economic
era varied depending on the account. In all cases, however, there was some sense that they
played an increased role. To illustrate some of the ways that culture and creativity were
theorised to be gaining in importance, we now briefly consider three seminal accounts of
the after-Fordist period: the Regulation School’s description of ‘Post-Fordism’, Bell’s

(1973) ‘Post-Industrial Society’, and Lash and Urry’s (1994) ‘Economy of Signs’.
The writers who argued for the emergence of a ‘post-Fordist” organisation of the economy

were in most cases associated with a Marxist theoretical movement called the Regulation

School. These writers identified flexibility and the rise of something they termed ‘flexible
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specialisation’ as key features of the after-Fordist economic arrangement (see for example,
Harvey, 1990; Jessop, 1991). The term ‘flexible specialisation’ referred to a reorganisation
of production, with the central logic shifting from scale economies to economies of scope.
Production, so the Regulationists argued, was becoming increasingly oriented towards
niche markets with consumers now buying goods not only to meet a particular need but
also to construct for themselves a particular lifestyle and identity (Boyer, 1990). These
fragmented consumer markets necessarily required diverse product ranges, and this
differentiation of products was most readily achieved through cultural or design elements.
Scott (2000a:6), who writes within this approach, argues that a ‘great surge’ towards
‘design- and information-intensive outputs’ occurred at this point. This took place both
within existing sectors of the economy and in ‘new post-Fordist industries’ that catered
specifically to the production of cultural goods (Scott, 2000a:6). Many of these ‘new post-
Fordist industries’ would now be collected under the creative industries heading and so we
see here the first of the economic explanations for the growth of the creative sector

following the Fordist crisis.

Our second account of the after-Fordist period, Bell’s (1973) notion of the ‘post-industrial
society’, overlaps to some degree with the descriptions of post-Fordism by the Regulation
School. However, whereas the Regulation School privileged production as the main
economic force and saw shifts in consumption as primarily an effect of changes in the
productive sphere, Bell (1973) argues that consumption itself is a major economic force.
Moreover, for Bell (1973), knowledge, as opposed to flexibility, is the defining
characteristic of the after-Fordist period. Central to Bell’s (1973) thesis, is the notion that
developed economies are moving away from the production of material goods to an
economy based around the exchange of services. Manufacturing does not disappear
altogether, but is no longer the mainstay of the economy. A key factor in this transition
from manufacturing to services is, according to Bell (1973), the increased importance of the
knowledge worker and so it is here that we see knowledge emerge as the primary enabler of
the post-industrial society. Knowledge workers are involved, for example, in the provision
of financial and management services — both sectors that experienced rapid growth after the

Fordist crisis. According to Bell (1973), knowledge workers are so central to the
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organisation of the economy in the after-Fordist period that they constitute a new ‘class’,
which he terms the ‘knowledge elite’.” In this ‘knowledge elite’, we find the beginnings of
an expanded role for creative workers as many of those involved in the production and
delivery of cultural services would be considered part of this class. A more explicit
emphasis on cultural and creative workers emerges, however, from Bell’s (1973; 1976)

arguments about consumption.

Specifically, Bell (1973) argued that rising disposable incomes and affluence had led to
shifts in consumer demand, with consumption in the post-industrial society extending
considerably beyond ‘essential’ goods and services. On the one hand, the greater role of
consumption was evidenced by increased demand for domestic services such as cleaning
and, on the other, by increased demand for goods that are cultural, designer, and for leisure
(as opposed to household) purposes. Bell (1973), therefore, makes similar observations
about consumption as the Regulation School but his analysis of causality and consequence
is different. For Bell (1976:20), as we noted before, this shift to more cultural forms of
consumption acts as a major economic force. In acknowledgment of this, Bell (1976) added
a second category alongside the ‘knowledge elite’ several years after publishing The Post-
Industrial Society. This second category was called the ‘cultural mass’ and referred to the
class of workers involved in particularly the distribution of cultural goods and services
(Bell 1976). We see, therefore, that in Bell’s (1973; 1976) account culture is also singled

out as an important feature of the way the after-Fordist economy is organised.

Lash and Urry’s (1994) description of the ‘economy of signs’ was published some two
decades after Bell’s (1973) thesis on the post-industrial society. Like Bell (1973, 1976),
Lash and Urry (1994:61) argued that the post-Fordist account privileged the role of
production over consumption and, additionally, that it underestimated the ‘extent to which
culture has penetrated the economy’. In a nod to the Regulation School concept of the

regime of accumulation, however, they proposed that within the ‘economy of signs’

? Several later theorists, most notable among them Manuel Castell (1996), would emphasise knowledge and
information even more strongly as defining characteristics of the after-Fordist age. This emphasis on
‘knowledge’ also found its way into policy and politics through the idea of the ‘knowledge economy’, which
we will see later became rhetorically linked to creative industry policies in some contexts.
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capitalism has become organised around a logic of ‘reflexive accumulation’ (Lash & Urry,
1994:64). The turn to signs and retlexivity, according to Lash and Urry (1994), can be
observed in the arenas of production and consumption. In respect of production, reflexivity
manifests itself in a tendency for the involvement of more knowledge, monitoring, and
feedback in the production of goods. In respect of consumption, on the other hand,
reflexivity is evident particularly in terms of ‘aesthetic reflexivity’, where this denotes the
increased concern of consumers with symbolic and cultural codes. For example, Lash and
Urry (1994) argue that even resolutely material goods, such as whiteware, are marketed
increasingly in terms of design, brand, and other symbolic attributes to the extent that their

purchase becomes also an act of consuming signs.

The rise of reflexive accumulation across the spheres of production and consumption is,
according to Lash and Urry (1994:4), epitomised by the increased demand for what they
term ‘postmodern goods’. These are goods that are primarily aesthetic, cultural, or
symbolic — such as films, videos, music and so on — and that constitute some of the main
outputs of the creative industries. In fact, for Lash and Urry (1994) the cultural industries
are emblematic of the economy of signs. Reflexive accumulation, they argue, is in essence
the organising logic of the cultural industries applied to the economy as a whole (Lash &

Urry, 1994).

We could say that of the three accounts of after-Fordism discussed here, Lash and Urry
(1994) propose the most significant role for culture and creativity. For this project,
however, it was not the arguments about the extent to which culture and creativity were
implicated in the economic logic of after-Fordism that were important but rather that there
was a general consensus that culture and creativity were characteristics of the emergent
economic ‘fix’. That is, to invoke Harvey (2001c¢), culture and creativity seemed to be

playing a key role in attenuating, for a time at least, the crisis tendencies of capitalism.
We have already seen some of the implications for the cultural and creative industries of

this role within the after-Fordist fix. Most immediately, we saw that all three accounts

referred to an increase in demand for the output of these industries. This meant that the
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