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ABSTRACT

The production of recordings is examined from a social production
perspective. It is argued that "conventional sociology of art"
presents a partisan view of creative activity which prevents it
acknowledging the reality of cultural production today as exemplified
by the recording of popular music. Some recent developments in
related intellectual traditions show how "art" and "artists" are
social constructions and lead towards a more inclusive,
phenomenologically influenced, "social production" perspective.

It is argued that the production of recordings takes place in the
shadow of earlier work, within a structure of aesthetics and concepts
of creativity created by the various institutions of the "art world",
especially those of the cultural market-place.

The development of recording as a business in the U.K. is traced
and contexted within the contemporary development of both national and
international entertainment and cultural industries. The impact of
business arrangements on the production and distribution of
recordings is examined.

Wider social concerns are shown to be assimilated into the
finished recording through the structure of the work organisation
responsible for its production. This incorporates both the
characteristic capitalist division of labour and the related artistic
division of labour, which affect the finished recording through the
impact of specific working relations and practices on the distribution
of opportunities for decision making on aesthetic matters amongst
recording personnel.

Similarly, the technology of recording which has a profound
effect on the shape of the finished artifact is shown to mediate the
priorities of capitalist organisations. Differing aesthetics adopted
by recording personnel are shown to be related to the dominant
technology of the time.
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CHAPTER ONE
Introduction

The aim of this thesis is to analyse the social relations of the
production of recorded popular music from the point of view of what
has been called a "social production" perspective within the sociology
of art. We propose to answer such questions as: What are recordings?
How are they made? Who makes them? Why do they sound as they do?

We shall argue that only such a social production perspective
recognises that creative work is essentially a social phenomenon. All
work, "creative" or otherwise, is carried out within a social context
which frames and structures production. It is as a result of socially
constructed definitions that certain activities become described as
"work", and some of these as "artistic" or "creative". We shall argue
that the imagination acts in relation to stimuli, some of which are
themselves social, within a conceptual framework that is socially
constructed. All such cultural production is unavoidably shaped by
social factors in the context in which it is made, for example, the
financial arrangements of the various agencies involved, the structure
of the work organisation in which production takes place, and the
technology which is used.

To argue this is not to negate the role of individuals concerned,
but to acknowledge that those individuals who contribute do so in
relation to a number of socially constructed factors. Bourdieu has
summed up the stance we are taking ". . The sociology of intellectual
and artistic creation must take as its object the creative project as
a meeting point and an adjustment between determinism and

1

determination."



Sociology of Music

There is a much less extensive literature on the sociology of
music than there is of cultural production in general, and of other
specific cultural forms. Although music should, after all, be catered
for by sociologies that purport to cover cultural production in
general, relatively little attention has been devoted exclusively to

it. The principal exceptions to this rule, Adorno, Blacking, Frith,

Silbermann and Weber2

are remarkably few in number in comparison to
literature, for example.

The content of a specific sociology of music, presents unique
difficulties which make greater than normal demands on sociological
analysis if it is to have any value. As Willener has commented "The
manifest underdevelopment of the sociology of music is due, we feel,
to reasons which are alien neither to the nature of music itself, nor
to the various sociological approaches which, though well adapted to
many situations, are nevertheless inadequate to capture mercurial
musical phenomena."3

The main difficulties from the sociologist's viewpoint, the
nature of music itself, the problematic definition of "music" and
"musician", and the varieties of collective production are too
prominent to be overlooked or brushed aside.

Music's ephemeral and audial quality is not easily related to
social phenomena, and its interpretation must be largely subjective.
Most sociologists, indeed most people, are likely to be ill at ease
with musical meaning and may lack confidence in manipulating musical

concepts as evidence. There are difficulties in distinguishing music

from non-music. Even within what is generally agreed to be music,



there are different musics, varying so profoundly in social and
musical origins, execution and aims, that an attempt to embrace all of
them in one sociological analysis is fraught with problems. The term
"musician", too, may present problems of definition.* Similarly,
there may be uncertainty about when music becomes music; must it be
played, or can musical indications be usefully analysed even though
they may be expressed in different ways to create the object music?5

A further difficulty for sociologists derives from the
characteristically collaborative nature of musical production. Most
musical performance requires the joint efforts of a number of people,
and an adequate sociology of music must also be able to cope with this
collective activity.

It is our belief that a "social production" approach has the
scope to overcome some of these difficulties. For this reason it is
potentially valuable not only in the case of music, but also for other
cultural forms.

The next chapter explores the limitations of what we shall call
"conventional sociology of art", practised within a positivist
framework; while Chapter Three draws on some recent advances in
Marxism, Art History, feminism and interactionism to suggest a basis
for the more satisfactory, sociologically founded social production

analysis that is followed in the remaining chapters.

Terminology.

—a._Z "Art"

Williams has traced the development of the term "art"6 from its

origins in the Latin "artem", meaning skill in general, a use which is



still active in English, to the more familiar, contemporary use which
is now dominant, referring to particular non-utilitarian skills such as
painting, drawing, sculpture, music, which emerged in the 19th
century. At about the same time, he notes, the abstract, capitalised
"Art" with its own internal but general principles associated with
creativity and imagination, entered into general use.

The term "cultural product" is preferable, if unwieldy, as it
does not imply any aesthetic pre-judgement in distinguishing "art"
from "non-art" and encompasses both.

b) "Artist"

An "artist" is one who makes "art". The term has developed in a
similar way to its parent form from its 16th century usage referring
to any skilled person it has become more specific, as first "artisan"
which referred to a skilled manual worker, and later "scientist" and
in this century "technologist" developed as separate categories and
further restricted the range of intellectual and imaginative skills
attached exclusively to the concept of "artist”. The concept of "art"
and "artist" are discussed further in the next chapter.

c) "Artiste"
Within the contemporary recording industry the person(s) featured

singing or playing musical instruments as "authors"’

on a recording
are also usually referred to as "artist(s)", although other similar
individuals who are not featured are referred to as singers or
musicians. The term seems to be a corruption of the French form
"artiste" which has been used in the entertainment industry since at

least the mid 19th Century as a preferred term to distinguish

performers, individuals such as actors, entertainers, singers and



musicians, from those concerned with the "Fine Arts" who write, paint

8

or sculpt.” In the account that follows we shall use the term

"performer" to refer to the featured singer or musician where the
recording industry would use the term "artist".

d) "Popular music."

"Popular" is preferred to "rock" or "pop" as a general term that

encompasses these without being encumbered by aesthetic judgements.

9

Harker” reminds us that in this use, "popular" means "liked

by" or "suited to" a particular person or group which, in a market

economy, is reduced to a commercial transaction.

Sources

Primary source information on social relations in the production
of recordings was obtained by carrying out tape-recorded focussed

10

interviews with twenty-one recording personnel professionally engaged
as producers, performers, musicians, arranger/musical directors and
recording engineers. The interviews were subsequently transcribed.

The first subjects were contacted using trade directories, subsequent
contacts were made by following up personal contacts. Additionally,
the writer spoke informally on the same matters to a number of other

recording and music business personnel, and observed recording

sessions taking place.
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CHAPTER TWO

Sociology and the concept of the artist.

A sociological analysis of the production of recorded popular
music presents a number of special problems for much of what has been
presented as the sociology of art. We shall argue that these
difficulties derive from the positivist premises on which that
sociology is based, and that these premises and assumptions prevent
the sociology of art from properly contexting creativity within wider
social relations.

In this chapter, therefore, we propose to consider some of the
maxims of what we shall call "conventional sociology of art", looking
particularly at those that have a special relevance to a sociological
analysis of the production of recorded music. We aim to pinpoint a
number of fundamental limitations of post-war writings on the
sociology of art, largely, but not exclusively, American. We shall do
this by exploring the problems they have in analysing atelier-type
production of works of art, and of coming to terms with recent changes
in the technology of making art-works, and the commoditisation of
cultural production.

The sociology of art has tended to overlook the problems caused
by these factors, partly because it is unable to accommodate them, and
partly because, ironically, despite its claim to be value-free, it has
incorporated a number of aesthetic assumptions. Most importantly, it
assumes an idealistic definition of creativity as the prerogative of a
special individual.

We will argue that sociologists of art working within this

conventional tradition have tended to generalise the characteristics



of the fine artist as the "measure" of creativity. They have also
tended to assume that concepts of art and non-art are static and have
failed to acknowledge that art is not a "transhistorical category" 1
but, as Walter Benjamin,2 for example, has shown, is shaped and defined
by its economic, social and technological environment. Inevitably,
these change over time and from place to place.

Although we will argue later that all art is social, we propose
to consider the particular case of what might be termed "atelier"
production, where the special problems for a sociology of art con-
ceived in positivist terms are exposed. We would include under this
heading film-making, certain kinds of print-making, the making of
radio and television programmes, and record production, amongst
others.

As Becker3

has rightly reminded us, art-works, like other
knowledge and cultural products, can be conceived as the products of
the activity of a number of people.

The common thread running through atelier type of production is
that in each case a number of people contribute to the work in such a
way that there appears not to be a distinguishable "artist" who is an
originator of all creative input. Even those who do claim the title
of "artist", which may be disputed, may be entirely dependent on the
specialist skills of others. This raises the question of "creativity"
and the definition of the roles of individuals involved, especially of

those who may not be sanctioned or acknowledged as creative either at

the level of production or in the public domain.



"Conventional sociology of art"

Bird has identified in the literature of the sociology of art
a set of positivist premises which, she maintains, have been held to
constitute a distinctly sociological way of examining art.* We shall
refer to this perspective as "conventional sociology of art."

The positivist perspective in sociology seeks to establish and
contribute to a "science of society" that is based on social facts and
is complementary to what is thought to be the procedures of natural
science. It assumes that reality is constituted of phenomena which
are causally linked to one another, and whose existence can be
established empirically. Hence, "universal" scientific laws may be
constructed which offer explanations of events.

The perspective includes as relevant only what it regards as
"objective", value-free facts, rather than accounts that are factually
meaningful to the actors concerned. It must, therefore, rely for its
account of behaviour on the categories of the observer. Inevitably,
its ability to offer sociological explanations of events and its view
of what constitutes a legitimate sociological problem will be affected
by the availability and accessibility of data, and this may tend to
colour its perception of the problems it regards as suitable for
sociological investigation.

Bird's first premise of conventional sociology of art is "the
formulation of general laws regarding the production of art - under
what conditions and circumstances do certain types of art appear - and
the testing of these laws against the facts of the production of art,
in the past, present and future."> To this end, systematic studies

have been undertaken to assist in the formulation of general laws.



The second premise that Bird identifies is a belief in the nec-
essity of aesthetic neutrality. It is assumed that the sociologist
should not be concerned with the value (i.e. the impact or effect) of
the artistic product, as such a value can only be subjective, but
should be limited to finding out the objective facts of production
and consumption. However, we would argue that this overt neutrality
obscures a covert endorsement of a particular aesthetic. Bird argues
that the aim of aesthetic neutrality, which is an extension of the
principle of ethical neutrality, has, by its public emphasis on
"objective facts", inhibited many sociologists from considering the
art-work itself for fear of compromising their neutrality.

Bird notes that when content analysis, which is an exception to
this rule, has been undertaken, a stance of strict aesthetic
neutrality has been adopted. Such content analysis is essential to
any developed sociology of culture for, according to Williams, it has
been particularly useful in areas of analysis of types of content and
of the selection and portrayal of certain social figures.6

Bird's third premise, the socio-economic model, which she derides
as "fact gathering", has been responsible for the majority of the
literature of what is known as the sociology of art. It attempts to
reconstitute the reality within which artistic production has taken
place and assumes that the objective facts are to be found in the
relations governing the production of art in the social structure.

Many studies within this model have been primarily concerned with
problems of consumption, a tendency that may be related to the ready
availability of statistical information about its differing aspects.

In most areas of cultural production, there are business agencies such

10



as market or audience research companies who provide information of
this sort, while organisations such as film distributors, paperback
publishers or booksellers who make or provide products for sale in the
market place, depend on reliable information about consumption for
their existence. It is therefore to be expected that, as H. S.
Bennett writes, "The owners and operators of popular culture

know how many of what kind of units are sold in what regions during

what time periods."7

This does not, however, necessarily make the
figures suitable for sociologists and, as we are cognisant of the
limitations official statistics have for sociologists, so we should
treat the "official statistics" of the recording industry, with
caution.8

Other studies have concentrated on descriptive analysis of the
role of participants, intermediaries and supporting institutions and
personnel in the art process, but without, as Bird points out,
penetrating the process of production, the means by which ideas become
concretised and emerge out of this context.

Bird concludes, arguing from her review of the literature and her
own experience of participation in a research project founded on these
premises, that the disappointing results obtained by sociologists
following these principles are evidence that the premises themselves
are inappropriate to a proper understanding of the creative process.
She is led to argue that sociologists must differentiate between art,
between artists, and between art-consumers if they are to cope with

the mass of facts which are potentially infinite, even for an

historical study where they might be expected to be finite.
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We would argue, notwithstanding Bird's view, that underlying this
apparent aesthetic neutrality, which regards all art works as equal,
there is a "deeper" aesthetic partisanship which enables "art" to be
distinguished from non-art. Indeed, the very idea of a "Sociology of
Art" presupposes a prior definition of "art". Furthermore, we would
suggest that certain characteristics that are ascribed to "art", such
as its being regarded as "personal expression", lead to unsub-

stantiated assumptions about its production.

Art and craft

Conventional sociology of art incorporates into its analysis
assumptions about that cultural activity it chooses to call
"artistic". It assumes that cultural products described as "art" are
qualitatively and recogniseably different from "non-art". 1Indeed, as
we have just suggested, the very idea of a separate "sociology of art"
presupposes these distinctive qualities.

The distinction that the conventional sociology of art makes is
between the aesthetic and the utilitarian, between "art" and "craft",
a differentiation whose existence is taken for granted and which is
made on the grounds of end-use between one kind of finished product
and another, for conventional sociology of art offers no evidence for
arguing that the procedure of production is any different for the two
types of product. Becker has noted, in considering this different-
iation, that "the same activity using the same materials and skills in
what appear to be similar ways may be called by either title, as may
the people who engage in it."9 The fact that the boundary between the

two categories is negotiable, means that the distinction between them

12



is socially ascribed.

In everyday use, "craft" and "art" refer to what Becker calls
"ambiguous conglomerations of organizational and stylistic traits,"10
which are nevertheless regarded by the public and the practitioners
involved as being distinct. Sociologists of art working within the
conventional framework appear to share these beliefs.

Becker identifies two major and one intermittent definitional
strands in "craft", firstly, the knowledge and skill to produce some-
thing that is useful; secondly, virtuoso skill in carrying that out;
and thirdly, in some but not all cases, that it should be thought to
be beautiful.

The first factor, utility, "is measured by a standard which lies
outside the world that is or might have been constructed around the
activity itself."!l  Measurement by external standards is an important
feature of "craftness". Usefulness implies the existence of a person
or organisation who can define both a use for something and aesthetic
standards. In general, craftsmanship is carried out as work for an
employer, using the skills of the worker, but subject to the final
approval of the employer.

The second feature, virtuosity, varies according to the work
being done, but in each case involves "an extraordinary control of
materials and techniques."12 Most crafts are difficult, and require a
long "apprenticeship" to master the physical and mental skills
necessary to become a first class practitioner.

In some crafts, it is thought necessary that some aesthetic
standards should be upheld, and a third criterion, beauty, is intro-

duced. It is a small step from this to the concept of an artist-

13



Artistic expression and the role of the artist

The use, as a defining quality of art, of the notion that it is
the creative expression of a special individual, circumscribes and
prejudices considerations of its production. The commitment of
conventional sociology of art to regard art as the creative personal
expression of an "artist" leads it to support a division of artistic
labour, and to distinguish the role of artist from that of others
involved. It is a division between, on the one hand the artist who
has a considerable degree of freedom, and on the other, those who use
their skills to make practical objects and/or who assist the artist.

Conventional sociology of art does not regard the location of
this division as a problem, because the role of artist as a special
individual is thought to be qualitatively different from the role of
other participants, as it is the determining influence on the finished
work, and is, by definition, the source of the expression that causes
the work to be artistic.

One reason why the artist is not seen as problematic is that
conventional sociology of art generally assumes that, like the art work
itself, being artistic is a quality intrinsic to the individual. The
artist's role is derived from this authority rather than from the
circumstances in which art works are made. Again, we can see this
demonstrated in Barnett's paper. Thus, he writes, ". . . from the
standpoint of sociology, the artist is born into a society possessing
a particular culture. He is socialised by his society in ways that
affect his personality and, in particular, his attitudes toward and
entrance into the art world via formal training, apprenticeship or his

individual efforts. Once the individual artist is committed to art as

15
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a career Being an artist is, therefore, removed from the

social relations of the production of art to the qualities of the
individual.

Hauser has written eloquently of the emergence of the ideology
that is the basis of this view: "the fundamentally new element in the
Renaissance conception of art is the discovery of the concept of
genius, and the idea that the work of art is the creation of an
autocratic personality, that this personality transcends tradition,
theory and rules, even the work itself, is richer and deeper than the
work and impossible to express adequately within any objective form

the idea of genius as a gift of God, as an inborn and uniquely
personal individual creative force, the doctrine of the personal and
exceptional law which the genius is not only permitted to but must
follow, the justification of the individuality and wilfulness of the
artist of genius - this whole trend of thought first arises in

Il17

Renaissance society Bourdieu has referred to this as the

ideology of the gift.l8

The articulation of the ideology of the "artist as genius", that
Hauser identifies, was not a causal factor in the separation of
artists as special individuals but has provided a legitimation and
justification of one aspect of wider social relations that have
developed for quite separate reasons. The "rise" of the "artist", for
example, is a manifestation of a more fundamental characteristic of
developing capitalism, the increasing separation of mental and manual
labour, and the subordination of the latter to the former.

The distinction between artist and non-artist is not simply one

of mental or manual labour. There are, for example, image makers such

16



as painters working on canvasses who are in some respects manual
workers, but who are conventionally regarded today as "artists", with
the privileges and status associated with that title. Other image
makers, such as engravers have not always been described as "artists"
and do not enjoy the accoutrements.

Frequently, underlying the division between artist and non-artist
are contrasted employment relations. Painters, working for
speculative sale in the market place and described as "artists" are,
in practice, minor capitalist entrepreneurs. Their artistic freedom
is the freedom of the small businessman working within the constraints
of the market and the state legal system. On the other hand,
illustrators, who are also image-makers, tend to be employee members
of work organisations. Their role of worker in a creative project, a
subordinate member of a productive work unit who has discretion to
take decisions on small immediate matters only, is not described as
artistic.

Within organisational units involved in cultural production,
there is a clear correlation between being in a dominant employment
role and the chances of being recognised as "creative", although there
are other art institutions such as academies, colleges, galleries and
journals for whom the distribution of "artistic life-chances" is a key
functionlg.

Although Barnett acknowledges that the role of artist craftsman
may be different in pre-literate societies, he does not generally
expect difficulties in distinguishing the contemporary artist's role.
Thus, he confidently urges the sociologist to make a systematic

inquiry into the "social relations, social structures, norms and roles

17



which characterise the vocation of the artist"zo.

He recognises only
a difference in degree between artists suggesting that, although the
precise position of the artist may differ between arts, there is,
unchanging at the centre of any art-work, always a distinguishable

artist. Hence, he is able to make him21

the central pivot of his
views of the proper concerns of the sociology of art.

Where the identity of the individual artist responsible for a
work may be obscure because production is overtly collaborative,
conventional sociologists of art have tended to focus on one individual
for their analysis, identifying him as the "artist" at the centre of
the production of the work. This, then, enables them to pursue their
"psychologism".

Barnett cites two American studies of music, by Mueller and by

Nash22

which illustrate this process at work, and show its
arbitrariness. Orchestral music directly requires the work of a
number of people in composing, conducting and playing musical
instruments for it to take place, yet Mueller chooses to concentrate
on the conductor in his study of the impact of social factors on
American symphony orchestras, while Nash looks at creativity in music
by considering only the composer.

In the cinema, the development of an "auteur theory"23

may be seen
as an attempt both to assume and to identify an "artist", one indivi-
dual who is able to stamp sufficient personal taste on the films with
which he has been associated so that they can be regarded as suitable
for analysis as his "art". Cases have also been made out for the

24

screenplay writer to be regarded as the "real" artist for example“,

but whichever individual is chosen, what remains unchanging is the
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assumption that an individual endowed with special qualities is at the
heart of any artistic content. The existence of an "artist" would
legitimise the claim of certain types of film to be regarded as "art",
and incidentally improve the status of film reviewers and critics.

Huaco adopts a similar approach in his Sociology of Film Art where, in

attempting to generalise about the social genesis of film waves, he
acknowledges the crucial role of the availability of a cadre of film-
making technicians, yet uses biographical data on film directors to
help account for the ideology of the films in question. Thus, he
covertly regards them as "artists", who use their work to make an
individual comment on the social world and regards the films thay have
been responsible for as vehicles for these views.

The genesis of creativity

Bird comments that conventional sociology of art does not,
curiously, enquire at length into the sources of artistic creativity,

or how art is made.25

It is now apparent that it does not need to,
because while assuming that certain individuals are intrinsically
artistic, it assumes that the source of creativity lies in the
artist's imagination. By being taken out of the social arena, and
placed in the imagination, the problem of the genesis of creativity
becomes a psychological rather than a sociological problem.

In common with others working from this perspective, Barnett sees
creativity as the outcome of the tempering of the artist's imagination
by social constraints. He argues that the artist has a free hand in
choosing the medium in which to work, and can choose which techniques,
traditions, values and materials to use from those already preselected

26

by society, which he has to regard as "given". Fischer, too, looks
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for the source of creativity in the artist's imagination. He does not
concern himself with possible difficulties in identifying either art,
or the artist, stating clearly his general theoretical position that
"a very important determinant of the art-form is social fantasy; that
is, the artist's fantasies about social situations".27

Thus, a romanticised view of creativity still prevails in recent
conventional sociology of art as a core assumption that is taken for

granted; its central concept of the "artist" as a uniquely gifted

individual may be seen as related to a historically specific period.

The "Fine Art" Tradition.

Fuller has identified the same view of "art" as the creative
expression of a special individual, as a central theme in what he
calls the "Fine Art Tradition"zg; it is our argument that conventional
sociology of art has, ironically and unwittingly, assimilated this
aesthetic stance.

Fuller carefully distinguishes between the Fine Art Tradition,
which is a set of ideas and beliefs about the production of images,
and the reality of the production of images. He points out how the
"historicist funnel of 'Art History'" attempts to incorporate into one
lineage images produced in various materials for a variety of
purposes. The specific images produced by Fine Art professionals in
the circumstances of 19th Century capitalism, free-standing works for
an open-market, and the particular ideology of individual genius which
sustained them, are thus presented by the Fine Art Tradition as

universals, and hence as "the apotheosis or consummation of an

evolutionary tradition "Art" . . . extending back in an unbroken claim
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to the Stone Age."29

However, as he demonstrates, the reality of the production of
images has only resembled the mythical Fine Art Tradition when free-
standing oil paintings were the dominant form of visual work during the
limited period of entrepreneurial capitalism in Britain in the 19th
Century. Then, "fine art" served the ruling class by using pictorial
conventions on their behalf to present their view of the world. To
suggest that the Fine Art Tradition represents the major form of
the production of images, either before or after that period is, as
Fuller suggests, to "distort" history and to condone a mythical
account of production practice.

Furthermore, it is particularly inappropriate to apply concepts
of art developed for painting, indiscriminately to other cultural
products. It is a testimony to the strength of the myth enveloped in
the Fine Art Tradition that it has been assimilated into everyday
"commonsense" thinking, not only about the production of paintings,
but also about all other areas of cultural production including the
production of recordings. When the circumstances of production have
been obviously different, as in the production of artifacts such as
feature films, television programmes, or magazines, it may be
suggested that this inconsistency in their production is sufficient
reason for regarding these cultural products as something other than
art, and therefore inappropriate for an analysis of the sociology of
art.

The major assumptions of conventional sociology of art about the
nature of artistic activity have, therefore, apparently been derived

from the aesthetic stance of the Fine Art Tradition. Our argument,
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then, is that conventional sociology of art has a distorted and
limited view of the true range of the social relations of cultural
production which curtails its ability to provide a satisfactory
analysis.

We now propose to consider some aspects of cultural production
which are of especial relevance for our study of the production of
recorded music, and which pose particular problems for conventional
sociology of art, and highlight its limitations. We shall consider,
in turn, financial developments in cultural production, atelier and
collaborative production, and then technical developments in the

production of cultural works.

The art market

A further set of assumptions derived from the Fine Art Tradition
that conventional sociology of art very often makes are that works of
art are destined for a market place, that the artist's livelihood
depends on at least a modicum of success there, and that the inter-
mediaries familiarly associated with a market are a "natural"
accompaniment to the production of works of art. Barnett, typically,
writes, "If he is to make a living as an artist, the work of art he
creates, whether in literature, music or the visual arts must
elicit a favourable response for some public . . . This necessitates
contact with a body of institutionalised machinery in the form of art

galleries, publication houses and boards of directors of symphony

orchestras . ."30

Albrecht, too, in his account of the "proper" course of

sociological analysis of the art process, makes the same assumption
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about social relations in the production of art works. The eight
elements he commends for study in the whole complex of art include
"Disposal and reward systems, including agents and patrons, museums

distributors, publishers and dealers .. . "; "Art reviewers
and critics"; and "Publics and Audiences."31

One factor in this emphasis on market exchange may be the ready
availability of relevant information in an accessible form. The
factors of any exchange are routinely measured and provide tangible
data in a familar form. Records of exhibitors and sale prices of
paintings, for example, may have survived for a century or more and
may seem more reliable than an account of production pieced together
from various sources.

The accounts of conventional sociology of art of the arrangements
of intermediaries tend to give a gloss of "naturalism" and inevit-
ability to what we would argue is both arbitrary and historically
specific.

A secondary consequence of the emphasis on the role of the
market-place is to reinforce the tendency to regard as true art, only
those cultural products such as paintings that are portable and
saleable in public, and dismissing as merely minor arts, as Greer
comments, the "massive" cultural forms of architecture and
gardening.32

Conventional sociology of art's concentration on idealised market
relations with its assumption of a "perfect" market for freely
expressed creative work, clearly displays the limitations of this

perspective in providing a proper sociological analysis of cultural

production. Firstly, the support and sustenance of art creation by
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successful exchange of finished products in the market place is only a
limited part of the possible range of social relations within which
cultural production takes place, and secondly, it fails to take into
account the effect on cultural production and cultural products of the
market itself.

Williams3> has outlined a classification of the greatly varying
social relations and institutional arrangements by which cultural
production has taken place which underlines the limitations in the
range of relations considered by this perspective. He distinguishes
four major types, each of which contain further variations and sub-
divisions; firstly, "instituted artists" where a cultural producer is
recognised as such as an integral part of the general social
organisation; secondly, relations of patronage, which includes
financial support of aristocratic households, commercial organisations
or the state, general social support, and sponsorship by intermediares
in the market; thirdly, market relations which are highly variable and
include the "artisanal" independent worker supported in an immediate
market, "post artisanal" relations where the producer sells indirectly
to the market via an intermediary, and the market and corporate
professionals based on a contract for specialist cultural services;
and fourthly "post market" relations where producers are members of
governmental or quasi-governmental departments. There is a great deal
of both historical and contemporary diversity, and although a tendency
towards a general historical sequence of development may be discerned,
the different relations can coexist contemporaneously within and
between different arts. Thus within painting, for example, patronal

relations have persisted side by side with both artisanal and post-

24



artisanal market relations.

Commoditisation

It is ironic that in criticism of conventional sociology of art
we would also cite its failure to acknowledge contemporary effects on
art of the market in extremis, namely the effects of commoditisation.
Simultaneous with the changes caused in the nature of art by
technological developments to which we shall refer later, and partly
consequent upon them, have been those caused by the developing
capitalist environment. The consequence of commoditisation is that
cultural products are shaped in ways that incorporate the priorities
of selling and profitability over aesthetic or expressive elements.
There is a good deal of evidence to support the view that cultural
production in advanced capitalist societies has become progressively
commoditised.34

Jameson has summarised this view: "In a world in which exchange-
value takes precedence over use-value (such is, essentially, the
definition of a commodity) it is not surprising that the making of
works of art would also be governed by this dominant structure which
reaches down to influence everything in our daily world, our relation-
ship with other people just as much as our relationships with
objects."35

The technological advances that have transformed art by mechanical
reproduction have also had important implications for commoditisation.
Indeed, Buck-Morss quotes Benjamin as commenting that "technology

serves society solely for the production of commodities,"36 because,

developed under capitalism, the uses and shape of technology were
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inevitably determined by capitalist priorities. She notes that
"Benjamin maintained that . . . the industrialisation of artistic
production had structural parallels to factory production. (Art works
had become commoditised and) . . . intellectuals had become wage
labourers."3’ Benjamin believed that mass production and mass
distribution had led to a structural convergence between art and
industry, which transformed artworks into commodities whose value
derived from their exchange potential, and transformed artists and
factory workers into technicians. The writer's relationship with the
client was no longer one of patronage, but was based on an exchange
value in the market. The artist was a producer of commodities, as the
pre-eminence of the market meant that most cultural products are
created to sell.

Adorno, who acknowledges Benjamin's work on technology and
commoditisation as being the basis of his own, suggests that commodit-
isation of art is the culmination of an historical trend. He claims
responsibility for the term "Culture Industry" as a short-hand term to
describe the commoditisation of cultural products and the network of
commercial organisations that are both its cause and its effect.38

The Culture Industry is characterised by the determining of
consumption by the planned manufacture of products intended for a mass
market, a feature of almost all consumer goods industries. Hence, the
culture industry "integrates" its consumers from above; regarding them
as malleable objects controlled by the industry, rather than domin-
ating it in any way. An important characteristic is that separate
areas of cultural activity develop into divisions of one integrated

system. We shall note in Chapter Seven the extent to which this

26



situation already prevails in the recording industry, as a result of
both technical capabilities as well as economic and administrative
concentration. The one system has immense power over the consumer.
Adorno writes "the masses are not primary, but secondary, they are an
object of calculation, an appendage of the machinery. The customer is
not king, as the culture industry would like to have us believe, not
its subject but its object."39

He argues that the cultural products of the Cultural Industry

"are no longer also commodities, they are commodities through and

wl0

through. As such, profitability becomes built into the form of the

commodity. One manifestation of this is the way in which "the
incessantly new which it (the Culture industry) offers up, remains a

disguise for an eternal sameness."41

This sameness is the result of
standardisation which arises out of competition for profit. Adorno
has described this in connection with popular music, where
standardisation is, as in other cultural products of this sort, a
"fundamental characteristic".42

We have shown, therefore, that the idealised notion of the art
market of conventional sociology of art seriously understates the
range of social relations within which cultural production takes place,
and, particularly, fails to take into account the effects of

commoditisation. Analysis based on these ideals will, therefore, be

limited.

Atelier production

Conventional sociology of art also experiences difficulty

in accommodating into its analysis the production of artworks

27



recognisably made by more than one person. These various forms of
collective production might be brought under the general heading of
"atelier production". In each case, a number of individuals are
clearly perceived to be collaborating, to a greater or lesser extent,
in the finished work.

Consideration of atelier production enables us to bridge the
conceptual dualism of art and society that conventional sociology of art
creates, and to see how the one is integral to the other.

The term "collective production of art" has itself, as Wolff has
noted43, been used in two distinct, though overlapping ways. Firstly,
it has been used to refer to "social production", where all facets of
the social world are regarded as being contributory factors of prod-
uction, and therefore would include both the actors and the structural
constraints and facilitations of the broader social context. It is to
a consideration of the collective production, in the sense of social
production, of recorded music that this thesis is addressed.

Secondly, "collective production" has also been used in a more
specific, interactionist way, that might more exactly be referred to
as "collaborative production", (and which Beckeraa, as we shall see,
calls "collective action"). In this meaning, it is assumed that
production is by actors in interpersonal communication, understood to
mean face to face contact, although with the added possibility of some
limited non-immediate and non-interpersonal interactionas, but not
strongly influenced by any broader social context. The social

conditions that are introduced are facilitative and essentially

meaningful to the actors concerned.
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We shall argue in Chapter Three that a "collaborative production"”
approach, by itself, is insufficient for a full and proper
sociological understanding of art as it tends to isolate the making of
art works from the rest of society. That is not to deny its useful-
ness, but we would argue that it is embraced by a "social production"
perspective as one of a number of contributory components. The
difficulty for the conventional sociology of art arises because of the
inconsistency between its assumptions about the genesis of creativity
based as we have seen, on the psychologism of the "Fine Art
Tradition", and the observed circumstances of the social genesis of
creativity and the social construction of the artist in collaborative
production.

Cultural works have been collaboratively produced under many
different productive arrangements. Although more often associated
with the well-documented cases of Hollywood film-making and television
production in this century, with their dependence on a formal division
of labour, collaborative production should not be thought of as a new
development, for it has routinely been the basis of music-making,
printmaking and engraving, and drama for the last hundreds of years.

The history of individual production of art is relatively recent,
for as Hauser points out, for centuries collaborative production was
the normal mode of production for works of art. In the middle ages,
as part of the monastic movement, he notes that "The production of art

proceeded within the framework of well-ordered, more or less rationally

organised workshops with a proper division of labour n46 Writing
and book illustration, for example, was carried out jointly by
specialists in painting, calligraphy and painters of initials.*’ The
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applied arts were produced by the same methods. Masons' lodges worked
collaboratively on building projects in a way that subsequently fell
into disuse as a method of production, until revived in the twentieth
century in film production. He writes: "The mason's lodge (opus,
oeuvre, Bauhuette) of the twelfth and thirteenth centuries was a co-
operative organisation of the artists and artisans engaged upon the
building of a large church or cathedral under the artistic and admin-
istrative direction of persons appointed or approved by the body which
had commissioned the buildingﬁ48 There was normally a manager or
principal who was responsible for the provision of materials and
labour, and a master mason or architect responsible for the execution
of the work and the allocation and coordination of tasks and

individuals.49

Many of the craftsmen involved remained in the same
network, working together on a number of projects over a period of
time. The lodge was a solution to the problem of maintaining a
disciplined and coordinated lay work force to replace monastically
based arrangements that were not suited to the developing urban market
and money economy in the building trade. The object was to achieve a
division and integration of the available labour in a way that
maximised both specialisation and the harmonisation of the work of
individuals.50
In the Florentine society of the early Renaissance, painting was
a craft carried out in studios "still dominated by the communal spirit

w31 Master, assistants and

of the mason's lodge and the guild workshop.
pupils might work on the same paintings, sometimes because they

specialised in the painting of different subjects, but also to

deliberately dilute individual style and differences to make a
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communal form.>? Michaelangelo is described as the first "modern"
artist who expected and was expected to exercise decisive personal
influence over the finished work. Thereafter there was a gradual
bifurcation of artistic labour, and with the rise of an independent
bourgeois class in western Europe, some art workers were able to
sustain an economic and ideological independence outside the former
institutional framework, while others remained within it as craftsmen
attached to guilds.

There is, then, a long history of collaboratively produced art-
works. Appreciation of the social genesis of creativity has, to an
extent, been obscured by the mythical ideal of the individual creative
artist. As we have noted, conventional sociology of art has been forced
to accommodate collaborative production either by suggesting that the
product is not "art", and that as "work" or "entertainment" it is not
appropriate for an analysis based on the sociology of art or, by
attempting to identify one of the collaborators as the "artist"
responsible for determining the shape of the production and ultimately
the outcome of the work in hand which is seen as his personal artistic
expression.

Some different types of collaborative production.

We have noted already how the conventional sociology of art's
assumption of the presence of a special individual leads it inexorably
to the imposition of a division of artistic labour between the
"artist" and the "non-artist", working together on a cultural project.
It is the attempt to distinguish between labour in this way that is at

the heart of the difficulties for the conventional sociology of art in
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analysing atelier production, for there the notion of "art" as the
personal expression of an "artist" is clearly inappropriate.

Three different circumstances of collaborative production point to
the weakness of conventional sociology of art which "naturalises" a
particular division of artistic labour.

Firstly, where cultural production is dependent on elaborate
technology, we see difficulties caused by specialisation of skills and
expertise. For example, the making of a cultural product such as a
feature film is dependent on technical skills to carry out essential
lighting or camera work. Without this work there could be no film, so
"artistic" and "technical" work are equally important as they are
mutually dependent. Frequently, any such distinction between them is
arbitrary, as technical work and decisions are intermeshed with
aesthetic ones; certain techniques of camera focussing or film
processing, for example, may be considered an important "artistic"
element of the film.

A second type of collaborative production which is imperfectly
incorporated into a conventional sociology of art analysis is an
organisation of production in which a number of contributions, to a
greater or lesser extent essential, are chosen and coordinated by one
or more individuals. The role of this co-ordinator is generally one of
selecting from other's creative work, or of directing others' work to
his overall plan. In either case, his contribution will be at the
level of ideas rather than the physical practice of the art in
question. The most readily observable cultural producer in this
category would be the film director who, as artistic arbiter, takes

decisions about other workers' acting, screenwriting, or camera work.
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He would, however, fit uneasily into the category of "artist" of the
conventional sociology of art. The finished work may reflect his
overall vision, but it also incorporates the expressive and creative
work of others.

A third type of collaborative production that creates diffic-
ulties for conventional sociology of art is cultural production that
is the end product of the joint action of a number of individuals.

We have already mentioned the problem caused by orchestral music,
and the solution of conventional sociology of art of treating the
composer as an "artist" and the music as his "art", the outcome of
which is that the composer and his written symbols stand at the centre
of analysis. We would argue that this is not satisfactory, the
symbols can only exist as realised music, not solely because of the
composer's work, but also as a consequence of the entrepreneurial
skills and work of an organiser and the interactive and expressive
skills of conductor and individual musicians, each one of whom makes a
contribution, and without whom the final piece of music would not
exist as it does, or would be diminished.

Each of these types of collaborative production illustrates the
analytical weakness of conventional sociology of art based on a static
conception of artistic activity, namely its failure to theorise the
social relations underlying the notion of "artist". The search for,
and identification of, an artist as the sole source of creative work
is a weak basis on which to construct a sociology of art, when the
arrangements of atelier production clearly show how cultural
production may be socially constructed. Conceptions of what and who is

considered to be creative are bound up in capitalist relations of
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employment, subordination and control.

Technical developments in art

Conventional sociology of art has also failed to address the
problem of technical change in cultural production. It has not been
seen as part of its role to investigate the implications of technical
change in cultural production for, as we have noted, this perspective
has a static, historically specific concept of its subject matter.

The development within cultural production of material systems of
signification and of complex amplificatory, extending and reproductive
technical systems has emphasised divisions in social relations.

It has been argued53 that any art is socially divisive, as its
perception and appreciation involves the ability to decipher the
artistic codes it incorporates. Hence, art is only accessible to those
such as the bourgeiosie who are in possession of education, the means
of appropriating this cultural wealth. The appropriation of art by
the bourgeoisie is completed by the school system, one of whose
functions is to confer value and help define the hierarchy of valid
cultural wealth.54 Technical systems, however, have tended to increase
social division, for whereas access to dance or listening to music was
at least partially open, as all could see or hear, this is no longer
true with material systems such as writing, which requires specialist
training for both producers and receivers.”> These extra constraints
make the development of the technology of reproduction of cultural
products sociologically significant.

According to Williams, the most significant sociological

consequence of these changes is the appearance of complex asymmetries
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in the relations between dominant and subordinated cultures.”® There
was, for example, a clear assymetry between the relatively rigid forms
of social and cultural reproduction and the new diverse and mobile
modes of cultural production and distribution offered by printing.

From very early times, reproduced symbolic visual images have
been used as a mode of defining political and economic power in, for
example, coinage. Subsequently, with the reproduction of cult and
religious objects it became a major cultural mode. The reproduction
of illustration led ultimately to the printing of texts as we know it
in the 15th Century.

Williams suggests that assymetry is evident in three major areas
of tension and struggle. Firstly, there is the struggle between the
state's attempts to licence and control cultural products, and the
producer's freedom of expression. Secondly, and crucially, in the
market place assymetry is prominent in the conflicts involving profit-
seeking commercial organisations which are usually of relatively
recent origin, and the older established cultural and political
authorities whose values their cultural products may oppose. There
may also be tension between profit making and art in a commodity
market; products must be potentially profitable if production is to
continue, cultural innovation may be shaped by marketing exigencies.

Thirdly, assymetry has occured as a consequence of technological
changes in cultural production. This is evident in the relatively
simple technology of writing, which produced an assymetry between the
power it gave the writer and his ordinary membership of society.
However, in general, the assymetries of print technology were limited,

as printing enabled a new form of stratification, based on
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differential access to literacy to reinforce the earlier social forms.
Printed knowledge and culture have acquired greater authority than
comparable oral forms. Significant new assymetries have now emerged
with the new technologies, such as cinema, broadcasting, and sound
recording which embody systems of direct access that do not require
any form of selective cultural training,57 and which, crucially,

realign the imbalance between general oral culture and the selective

technically transmitted culture.

Traditional and non-traditional art

One of Walter Benjamin's concerns was the way in which one
particular aspect of the superstructure, the technology of mechanical
reproduction, has overturned traditional concepts of art. An
indication of his radical intent is contained in a remark on photo-
graphy; "much futile thought has been devoted (in the 19th Century) to
the question of whether photography is an art. The primary question -
whether the very invention of photography had not transformed the
entire nature of art was not raised.“58 Benjamin addresses this
primary question about transformations in the nature of art,
particularly those attributable to mechanical reproduction.

He argued that works of art can be categorised into two polar
types, "traditional" art which originated in ritual where the emphasis
is on cult-value, and "non-traditional" art which originates in
commerce, is created to satisfy a potential market, and emphasises
"exhibition" value. Art of this nature presupposes a wide market,
already existing or easily created, as the sale of the finished
product may be the only way of sustaining the costs of manufacture and

distribution.

36



He argues that art-works developed out of magical instruments,
and that a "creation with entirely new functions"?? is developing out
of these art-works as mechanical reproduction becomes an integral part
of production. Hence "art" as we know it is a function we will later
recognise as having been "incidental" and transitional; it is not,
"transhistorical"60, but specific to a time and place. "There have
not" says Benjamin "always been novels in the past, they do not always
have to exist in the future; there have not always been tragedies, not
always great epics. Commentaries, translations, even so-called
forgeries have not always been divertisements on the borders of
literature . . . All that should make you conscious of the fact that
we stand in the midst of a powerful process of the transformation of
literary forms ol

However, the differences between traditional and non-traditional
art also have a technical basis. Traditionally, according to Benjamin,
art had a unique existence in time and in space, and each artwork had
a unique history from which it derived its authority; that is, "the
essence of all that is transmissable from its beginning, ranging from
its substantive duration to its testimony to the history which it has
62

experienced."

Mechanical reproduction

Any art-work's historical existence is undermined by reproduction,
as this "substantive duration", its unique life, ceases to be
important. Successive developments in techniques leading to

mechanical reproduction, reinforced by the developments of the market
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economy, allowed "non-traditional" art to flourish at the expense of
"traditional" art to the extent that a quantitative shift has turned
into a qualitative shift. Benjamin notes that a transformation of
this kind had occured previously in pre-historical times when works of
art themselves developed from instruments of magic.

The effect of the replacement of human perception by mechanical
means, substituting and enhancing as a consequence of general
technical invention, has been to make irrelevant what Benjamin
described as the "outmoded" concepts of traditional art such as
"creativity", "genius", "eternal value" and "mystery", replacing them
with new and less familiar concepts.63

Although art has always been reproducible, as any man-made
artifact can be copied, it is only in this century that techniques
of mechanical reproduction have developed to the extent that it
affects the original art work itself by eliminating its uniqueness and
the qualities it derives from this. From its uniqueness, a work of
art gains an "aura" and it is this which, in Benjamin's well known
phrase, "withers in the age of mechanical reproduction."6{+ It withers
in the face of a multiplicity of reproductions in two respects, a
plurality of copies replaces a unique existence, and reproductions
take an art image out of its original context and into the environs of
the person looking at or hearing it. Although this situation may not
touch the actual work of art, it depreciates its presence, and
contributes to the loss of aura.

Benjamin suggests that the film industry's use of a "star system"

with its artificial "personality" is a response to this loss of aura

and an effort to counterbalance it. He maintains that screen acting
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is fundamentally different from stage acting because the film actor
performs before an inanimate and unresponsive camera, removed from his
audience, and therefore his performance must forgo any aura that would
be derived from his presence.65 In a similar vein, he compares the
work of the camera-man with that of the painter noting how the painter
maintains in his work a natural distance from reality, while the
camera-man "penetrates deeply into its web" like a surgeon who cuts
into the patient's body. He notes also that the painter's picture is
total, whereas the camera-man assembles a "picture" of multiple
fragments. Benjamin suggests that once the criterion of authenticity
is conceded, as it is with mechanical reproduction, then the work of
art is emancipated from its "parasitical dependence" on ritua166 and
becomes based on politics. The entire function of art changes, for if
its uniqueness derives from its place in history and tradition, then
the loss of uniqueness or aura heralds the destruction of tradition
and the cultural heritage that is bolstered by the bourgeoisie.
Benjamin's work on technology and technical change in cultural
production is important in underlining the impermanence of the forms
and purposes of cultural products; and in helping to explain some of
the reasons for that impermanence. He argues particularly that
technology has contributed to and reinforced changes in the nature and
purpose of art which make redundant a number of the concepts we have
seen to be associated with the Fine Art Tradition, and which have
subsequently become incorporated as assumptions in analyses within the

conventional sociology of art.
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Conclusion

In this chapter it has been argued that sociological analyses
within the framework of what we have called "conventional sociology of
art" are disabled by a number of presuppositions that perspective
holds about creativity and creative activity which lead it towards a
limited, one-sided view of art.

In particular, we have identified as the central point of its
analysis, its privileging of an ideological and idealised notion of
the "artist" as the source of creativity which, we suggested, derived
from an historically specific set of social relations. The inherent
limitations of this approach are brought into focus in the second half
of the chapter by our consideration of some aspects of the reality of
cultural production under capitalism, particularly the much wider
range of economic relations than conventional sociology of art allows,
the prevalence of varying forms of atelier-type production and the
impact of technological changes.

In the next chapter we shall consider some recent approaches which

suggest ways towards a more satisfactory sociology of art and cultural

production.
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CHAPTER THREE

Recent approaches relating art to society.

In the previous chapter we argued that the predominant
perspective in the Sociology of Art, which we called "conventional
sociology of art" is limited by its own assumptions and is unable to
give a satisfactory account of the reality of the genesis of creative
work. In recent years there has been growing evidence of a major
rethinking of the broader problems of relating art to society. This
is manifest in a variety of attempts to rethink some established
approaches, and in this chapter we shall consider in turn some
advances made in Marxism, Art History, Feminism, and American inter-
actionism, with particular emphasis on the latter.

All represent useful developments as each, in different ways,
posit cultural production as a social construction arising out of and
in interaction with the society in which they are made, rather than as
something separate from it. Together, therefore, they lead us towards

an analysis based on a social production perspective.

a.) Marxist analyses of art.

Within Marxist approaches to Art, three broad emphases can be
distinguished; firstly, on the social conditions of art, defined as
the study of situations and conditions of practices; secondly on
social material in art works, sociologically manifest as the theory of
"hase" and "superstructure", the reflection in art works of the basic
"Facts" or "structure" of a given society; and thirdly on social

relations in art works.
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Some recent writers have reasserted the importance of a
consideration of the specific circumstances of production to a proper

understanding of literature, and by analogy, other cultural products.

1

Bennett™ has argued, following Balibar and Macherey, that

hitherto most Marxist criticism has not been truly Marxist, for in
attempting to reconcile the historical and materialist premises of
Marxism, the interrelations of base and superstructure, with the
ideals of bourgeois aesthetics, it has compromised itself by
incorporating them. This, of course, parallels one of our criticisms
of the positivist sociology of art, namely that it has assimilated a
specific aesthetic, and thus offers a one-sided analysis. Bennett
suggests that the results have been unhappy because Marxism and
traditional bourgeois aesthetics are, or ought to be, opposed to one
another. For, on the one hand Marxism emphasises the differences
between forms of writing, as a consequence of differing historical and
ideological circumstances, while on the other hand, bourgeois
aesthetics looks for those universal qualities which make written
works Literature (or Art), and which transcend the concrete
historically specific circumstances of their writing.

There has, however, been some recent work, largely inspired by
Althusser, which has advanced on this impasse and suggests a way
forward. Althusser has been interested in art only in passing, and

2 Nevertheless, his

even then uses the ideals of bourgeois aesthetics.
perspective on art is instructive, for he argues that art is a
practice which works on and transforms the raw material provided by

ideology to make visible the reality of the existing ideology and lead

towards a full understanding of it.
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Pierre Macherey has built on these ideas of transformation and
practice to argue that the author is essentially a producer who
transforms certain given materials into another product. There is no

reason to regard this particular transformation as any more special

3

than any other.” Like any worker, an author constructs his product

from material that is already processed, in his case materials such as
forms, values, myths, symbols, and ideologies. Macherey is therefore
opposed to the Romantic notion of an author as a special creative

individual, and he has suggested that it is not so much the author who

produces the text, as that the text "produces itself" through the

author.4

This emphasis on production is taken up by Eagleton,5 who has
recently directed attention back towards what he calls the "literary
mode of production". Literary practice should be seen, he argues, as
a process of production which transforms the raw materials constituted
by literary traditions and conventions and the prevailing social
ideology within a particular literary mode of production, that is, the
material and social context in which literature is made, read and
exchanged. Eagleton suggests that the literary text surely "bears the
impress of its historical mode of production", in other words, that
the external context of its production is imprinted on the literary
text, and would be revealed by careful reading.

There is a clear lineage of thought from Althusser through
Macherey to Eagleton. Similar ideas have been developed by Raymond

Williams in his Marxism and Literature, on a parallel plane, but

clearly not in ignorance of work proceeding elsewhere. He starts from

a dissatisfaction with the wooden thinking about the concepts of
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"base" and "superstructure" in which art is part of the super-
structure. He draws attention to the way in which much thought has
been limited by an obsessive concern with the literal meanings of
words which were intended as metaphor and, in consequence, a tendency
to regard both base and superstructure as fixed properties rather than
dynamic and variable. He notes that a link between the two, between
Society and "art", of determination, is not only a limiting concept,
but "a complex interrelated process of limits and pressures."6 He
goes on then to reject the concepts of "reflection", and what he calls
its sophisticated version, "mediation" because both imply a distinct
separation of pre-existing areas or orders of reality between which
mediating or reflection occurs. The direction of this argument has
led Williams to call for a sociology of culture that analyses a
"material social process" that comprises indissolubly all the elements
that go into cultural production. Thus it would overcome and
supercede the separation of content from context, "art" from
"society", the separate artificial and misleading realms of bourgeois
aesthetics and bourgeois sociology. He writes, "a sociology of
culture in this new dimension, from which no aspect of a process is
excluded and in which the active and formative relationships of a
process, right through to its still active 'products' are specifically
and structurally connected: (is) at once a 'sociology' and an

'aesthetics'“7.

b.) Art History

In the field of Art History, T.J. Clark, in particular, has

developed some new approaches in much the same vein, attempting to
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redefine its proper subject matter and approach. He has acknowledged
that it is easier to proscribe those methods to avoid than to propose
a new set for systematic use, but nevertheless has outlined his own
scheme for a social history of art, and applied it to a consideration
of Gustav Courbet's three major paintings, "Burial at Ornans", "The
Stone-breakers" and "Firemen going to a fire.n8

Clark characterises four approaches, frequently encountered in
the social history of art, which he proposes to supercede. Firstly,
the notion of works of art "reflecting" ideologies, social relations,
or history; secondly, the representation of history as "background" to
the work of art, as something which is essentially separate from the
production of the work of art, but which occasionally intrudes;
thirdly, the idea that the artist derives his sense of social being
from the artistic community which mediates the values and ideas of
society and their changes, which themselves are determined by
historical conditions; and lastly, intuitive analogies between form
and ideological content.

He is right to reject the dualism, the separateness of "art" and
"society" that each of these approaches presupposes. In their place
he offers a vision of a method that explains "the connecting links
between artistic form, the available systems of visual representation,
the current theories of art, other ideologies, social classes, and

9 The specific

more general historical structures and processes."
field of study of the Social History of Art, and by extension, the
Sociology of Art should be what is taken for granted in the making of

art works. Clark aims to discover the "concrete transactions

hidden behind the mechanical image of 'reflection', to know how
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'background' becomes 'foreground' and to ascertain the real and

complex relations between form and content."l0

"How 'background' becomes 'foreground'", how context becomes

content is, we would argue, the proper domain for the sociology of
art. Clark outlines two kinds of questions which he believes

the sociology of art should be able to answer. Firstly, he

suggests examining the relationship between the work of art and its
ideology, that is, the beliefs and techniques by which social classes
attempt to "naturalise" and make apparently inevitable their
particular histories. Secondly, he suggests questions about the
conditions and relations of artistic production in specific cases:
"Just why were these particular ideological materials used and not

others? Just what determined this particular encounter of work and

ideology?"11

Clark argues that the two kinds of questions are not entirely
separable for, he writes, he does not believe that a work's ideology
can be identified without asking questions about the conditions of its
production.

In our answers to these, we are led "towards a close description
of the class identity of the worker in question, and the ways in which
this identity made certain ideological materials available and
disguised others, made certain materials workable and others
completely intractable, so that they stick out like sore thumbs,
unassimilated towards an account of how the work took on its public
form - what its patrons wanted, what its audience perceived. To find
that out we have to look for the wordless appropriation of the work

that sometimes leaves its traces in the margins of the critics'
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discourse, in the dealer's records, in the casual transmutation of a
title as the picture passes from hand to hand."12

An approach of this sort clearly precludes regarding the genesis
of creativity as unencumbered individual expression, and places it in
a social context, for the imagination of any individual works within
the constraints of a particular society. Clark acknowledges the
antecedents of this approach in Marx's comments on the dependence of
Raphael's existence as an artist on the social institutions and
culture of his time. Marx wrote, "Raphael, as much as any other
artist, was determined by the technical advances in art made before
him, by the organisation of society and the division of labour in his
locality, and, finally by the division of labour in all the countries
with which his locality had intercourse."!3

It is instructive to look at the particular factors Clark
considers relevant in the case of Courbet, where "the real problem" is
to describe and account for the specific matrix of these factors in
the relevant period 1849-51, as it was these that made Courbet's
paintings distinctive and effective at a particular time. These are,
in Clark's own words, Courbet's "situation in rural society, and his
experience of changes within it; the various representations - visual
and verbal - of rural society available to him; the social structure
of Paris in the 1840s; the iconography of Bohemia and his use of it;
the nature and function of his notorious life-style in the city; the
artistic ideas of the period; (and) the aspects of artistic tradition
which interested him."l4

It is not necessary for our purposes to review here the details

of these points, but we should take note of the breadth (as well as
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depth) that Clark explores as relevant and necessary to a proper
understanding of Courbet's work, and to being able to answer the
specific problem of the relation between background and foreground he
sets himself.

Clark makes clear the contribution of the social structure and
the creator's place in it to the final work of art. He shows that
Courbet's successful use of rural events and characters to make
political points is highly significant in view of the political
tension and social structure of the period. In the middle of the 19th
century, the poverty and overcrowding in much of rural France was
providing fertile ground for political agitation, fuelling the fears
of the comfortably off of a repetition of 1789. At the same time,
Paris, the centre of the Art World, and a large urban area, was not an
urban society in the modern sense of the term. Its image as an
urban, self-conscious, rich, spectacular society was a "fragile
illusion."1? Large-scale rural immigration was recent and continuing
by the train load, so that first- or at least second-hand knowledge of
rural life and current living conditions can be assumed amongst the
Parisian population which flocked to the major art exhibitions.
Knowledge of this background is essential to our understanding of both
why Courbet chose to paint rural subjects (although it was, of course,
what he himself knew most of), and why they were so immediately
accepted by an apparently urban population.

There has been no attempt to make a similar detailed analysis for
any particular musical work. Lloyd, in his study of English folk

16

music, is clearly cognisant of the place of material social cond-

itions in cultural production. "The mother of folklore is poverty",
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he writes, and castigates those whose idealism and preconceptions
about "folk music" prevent them from acknowledging the importance of
material means in its production, and in particular, their abhorence
of the idea that "hours, wages and conditions have anything to do with
what and how a man sings."17

Laing has looked at the historical antecedents of recorded
popular music and, sharing Clark's concept of cultural production
taking place within and as part of a historically specific set of
social relations, in which a number of separate factors impose on
production, attempts to account for its present day form and style.
His patchy historical account, which clearly owes much to Lloyd, leads
him to review some of the technical, human and commercial "media"
which have helped shape the nature of popular music.18

We see in these approaches, exemplified and articulated in
Clark's view of Art History, a series of similar concerns to those
expressed in some of the recent Marxist approaches we have reviewed.
In each case, the art work and its instigator are located in their
social and economic environment, and seen as a product of these. The
idea of creation is demystified and is seen to be dependent on

specific historical circumstances.

c.) The Feminist Perspective

A third approach to Art History and the Sociology of Art which
offers some useful insights into the social construction of art and
artists has been the recently developed feminist perspective. In Fine
Art there is abundant evidence that women are grossly under -reported

in pantheons of established "great" painters. Although all feminist
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art historians are concerned to address aspects of this phenomenon,

there are, as Pollock reminds us, a number of different perceptions

within that general framework.
On the one hand there is Greer, for example, who, in The

Obstacle Race, claims to look at the sociology of art to answer, as

she puts it, the "true" questions such as "What is the contribution of
women to the visual arts?" and, "if there were any women artists, why
were there not more?" contained in the "false" question "Why were

there no great women painters?"19

However, in offering an answer to
these questions, she retreats into a form of psychologism. To the
extent that she offers a conclusion to her study, she suggests that
the major obstacles standing in the way of women painters are internal
rather than external,20 arguing that painting is quintessentially a
masculine activity, the mythical ideal of artist being an anti-social
although socially tolerated form of obsessive neurosis and, as such,
at opposite poles from the "carefully cultured self-destructiveness of

21

women"“" with their damaged egos, and defective wills. Greer reminds

us that female creative power has generally been expressed not in
painting, but in "so called" minor arts.??

Pollock, by way of contrast, proposes a feminist Art History
informed by Marxism requiring, she maintains, "the mutual
transformation of existing Marxist and recent feminist art history"
such as the essentially "bourgeois Art History" of Greer. She exposes
the sexual divisions embedded in concepts of art and the artist as
part of the cultural myths and ideologies of art history, and in

addressing the same questions about the dearth of women artists as

Greer, shows how art history, in adopting its mythical ideal of
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artist, assumes he is male.

She argues that women have always produced paintings, but the
recognition afforded that fact has varied according to changing
definitions of the artist and conceptions of femininity. Before the
19th Century, the relationship between the two was uneasy, but not
antagonistic, but with the establishment of bourgeois society, the
discrepancy between the two concepts becomes greater, and eventually
develops in opposition to each other. By the 20th Century, Pollock

reports, "most art history systematically obliterated women artists

23

from the record,” regarding creativity as a male prerogative.

Nevertheless, she argues, women artists and art do have a structural
role in the discourse of art history, as a foil aganst which to assert
the superiority of male artists and their art. In her own words, "the
art made by women has to be mentioned and then dismissed precisely in
order to secure this hierarchy."24
The feminist perspective advances our understanding of the
sociology of art, by demonstrating how a further social element, the
forms of sexual domination, are brought into cultural production. The
feminist perspective has highlighted the social construction of creative
roles, by showing how women have been systematically excluded from

access to them by the patriarchal ideology of bourgeois-dominated

society.

d.) Interactionism

A fourth instance of recent rethinking which has offered useful
insights for the sociology of art has been developed by Howard S.

Becker, informed by the perspective of socal interactionism. He has
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addressed the problem of a satisfactory sociological analysis of
collaborative cultural production and has suggested an approach using
the concept of the "Art World". He dissects this World to consider
the division of artistic labour within it, the different statuses
accorded this labour and the means used by the participants to enable
them to work together. He suggests that an understanding of these is
the proper focus of the Sociology of Art, as "a sociological analysis
of any art . . . looks for that division of labour."2>

Becker argues that artistic works result from "people doing
things together",26 the outcome of joint action. The notion of "joint
action" was developed by Blumer from G. H. Mead's "social act"; he
defined it as "the larger collective form of action that is
constituted by the fitting together of the lines of behaviour of the

separate participants."27

As each participant necessarily occupies a
different position and engages in a separate and distinctive act, it
is the fitting together of these that constitutes the joint action.

In order to act in an appropriate manner, each individual must share a
common understanding of the objective, although this does not excuse
them from interpreting and defining one another's ongoing acts.

Becker applies this idea to artistic production. He writes,
"Think with respect to any work of art, of all the activities that
must be carried on for that work to appear as it finally does. For a
symphony orchestra to give a concert, for instance, instruments must
have been invented, manufactured and maintained, a notation must have
been devised and music composed using that notation, people must have

learned to play the notated notes on the instruments, times and places

for rehearsal must have been provided, ads. for the concert must have
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been placed, publicity arranged and tickets sold, and an audience
capable of listening to and in some way understanding and responding
to the performance must have been recruited."28

He displays here a clear understanding of the social nature of
artistic production, that artworks are not solely the work of an
individual "artist", but are the outcome of work by a number of in-
dividuals, and further, that the content of the work is socially
constrained in a number of important ways. Together, these contrib-

uting agents and agencies comprise the "Art World".

The Art World

In Becker's scheme an "Art World" is where art is made, as it
"consists of the people and organisations who produce those events and
objects that world defines as art."?? It therefore comprises "all the

people whose co-operation is necessary in order that the (art) work

30

should occur as it does." Generally speaking, the necessary activ-

ities typically include "conceiving the idea for the work, making the
necessary physical artifact, creating a conventional language of
expression, training artistic personnel and audiences to use the
conventional language to create and experience, and providing the
necessary mixture of these ingredients for a particular work or per-

31

formance." Becker maintains that it is sociologically both
"sensible and useful" to regard the coordinated activity of those
people comprising the Art World as being responsible for the "joint
creation" of the work of art32

Each Art World takes its own "decision" about the artistic merit

of the work at its centre - "every co-operative network that
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constitutes an Art World creates value by the agreement of its

members as to what is valuable.">3 Any Art World is able to confer the
status of art on work it produces; thus the genesis of art is firmly
placed in the concrete social context in which it is constructed.
Becker has acknowledged his debt in the formulation of the concept of

the Art World to some recent developments in asthetics, in particular,

34

the so called "Institutional theory"~" which has adopted an essentially

"relativist" position.

Becker emphasises that there is not just one Art World, for every
art work has an associated Art World "radiating out from it",35 and
comprising the network of people whose co-operation has produced
something which they call art. There are likely to be very many art
worlds coexisting at any one time. Becker offers an image of a
dynamic universe of differently structured Art Worlds, some of which
are in clusters and form constellations, others of which are entirely
independent. "They may be unaware of each other, in conflict, or in
some sort of symbiotic or co-operative relation. They may be
relatively stable . . . or (be) quite ephemeral. People may participate
in only one world or in a large number, either simultaneously or
serially."36

There are a number of inconsistencies in Becker's articulation of
the concept of the Art World, and the extent to which they are un-
resolved reduces its value as a sociological tool, and seriously
weakens his analysis, as we are unable to satisfactorily establish the
nature of the Art World he is exploring. For while he shows an

appreciation of the relevant features of a full analysis of the

collective production of art, in what we have referred to in the
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previous chapter as its "social production” meaning, his
interactionist perspective and practice belies this. This difficulty
lies at the heart of the Griffins' major accusation of Becker's lack
of conceptual clarity for we are unable to establish whether he is
referring to the limited collaborative production, or to the all-
inclusive social production.

In referring to the nature of the action which leads to the
creation of the art works he appears to use the terms "collective" and
"co-operative" interchangeably, defining neither term. As Nesbit
writes, the essence of co-operative action is that it is a combination
of efforts towards a specific end in which there is a common

37

interest. On the other hand, collective production has no such
intention necessarily present, individuals would be acting
collectively if they all did the same thing in parallel.

The imprecision about the type of relationships between actors
comprising Art Worlds recurs throughout Becker's discussion. As a
social interactionist, we would expect Becker to be concerned with
co-operative action, although he does not properly clarify his under-
standing of its nature, sometimes referring to it as "co-ordinated".
The Griffins ask "does Becker mean that individuals act co-operatively

while in awareness of other actors?"38

Becker gives an example of an
orchestral concert which includes both circumstances where awareness,

knowledge, and content are very likely, and circumstances where any

. . . . . 39
contact, knowledge or even awareness is unlikely, if not impossible.
Thus, in the first case, we can assume that the actors involved in

orchestral rehearsals, or concert publicity are continually adjusting

their actions in the light of and in response to others, and we might
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see this as co-ordinated. In the second, where there is no contact
between actors whose contributions are essential to the production of
the art work, individuals, such as those concerned with the invention
of instruments or devising of notation, will not adjust their actions
to accommodate others. Although Becker does not distinguish between
the two types of social network implied, there is clearly a very great
difference between them.

He suggests that the Art World may be relatively small, as he
claims that the status of art and artist arise out of a consensus of
those who comprise the Art World. A consensus is only really tenable
for individuals who are cognisant of each other. Yet within the same
paper a much wider definition of the Art World is also referred to,
one that is all-inclusive, comprising "all those people and
organisations whose activity is necessary to produce the kind of
events and objects which that world characteristically produces.“40
This, in many circumstances, is not to define it meaningfully at all
for it is difficult to distinguish it from "society" as a whole, as we
have to include all those who conceive the idea, who execute it, who
provide equipment and materials, and who 'provide' and comprise an
appropriately informed audience.

It is apparent that in the case of contemporary works of art
created with a modicum of technical support and made available
through the mass media to a spatially separated audience, the numbers
of people we could include as constituting the Art World, on this
definition, may be very large. As an example, the Art World of a new

work by an established playwright and premiered on television, would,

using Becker's analysis, consist at the very minimum of the play-
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wright, actors, television studio personnel, publicists and writers
who have forewarned and prepared the audience, and critics who help
mould opinion afterwards and, say, five million people watching it.
The Art World for this play would therefore constitute at least five
million and one thousand people. But if we include all those people
whose activity was necessary, we might include, amongst many others,
previous playwrights and critics whose work was studied by the play-
wright and informed his latest work, his literary agent for
encouraging and advising him; those employees of the paper and pencil
industries who made his materials, and the retailer who sold their
product to him; the carpenters and painters who made the studio set;
the workers who made the cameras, lights and transmitting equipment,
and those who operate them; and the workers who made the television
receiving equipment, and so on.

Clearly, to include people whose relationship to the art work is
through one of some of these categories, is to make the concept of Art
World unmanageable, and we certainly could not assume that all its
members had an interest in, or even knowledge of, the work to which
they are contributing. Yet all contribute inescapably to the
existence of the artwork, and in some cases shape it, and a break in
that chain might make that existence problematic. It seems that in
this case, where modern industrial technology is used, it is not
possible to distinguish an Art World as a separate entity to society

as a whole.

59



The artistic division of labour.

Having argued that art is produced within an Art World, Becker
next considers how that Art World is constituted to produce art, and
the division of labour that is necessary in order for it to do that.
One of Becker's arguments for using the concept of "Art World" rather
than a more abstract term, is that it would act as a reminder that
artistic works are the result of "people doing things together".41

We have already noted the tasks Becker lists as necessary for the
creation of any art work, from conceiving the work in the first place,
to training audiences to understand the conventions used. It is, he
comments, unlikely although not impossible for one person to do all
these tasks, but typically, a number of people participate in doing
the work, for without this participation it would not be created. The
way in which these tasks are divided amongst people is sociologically
significant.

A particular division of labour is not a natural phenomenon,
whatever it may appear like to the participants but, according to

Becker, results from a consensual definition of the situation.'42

He
notes that once a division of labour has been established in an Art
World, or indeed any organisation, the participants of that
organisation will tend to view it as natural. It is further to be
expected that those to whom a particular division of labour offers
advantages will, as Becker says, resist attempts to change it by those
who regard it as unnatural, or inefficient.é"3
The technology of any art does not, either, make one division of

tasks more appropriate or "natural" than another, and Becker gives a

number of examples from different cultural fields showing how, with
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the same technology but in different circumstances or societies, the
necessary tasks are carried out by different people. Thus, some art
photographers make their own prints, while others seldom do: in some
Eastern cultures calligraphy is an integral part of poetry, whereas in
the Western tradition most poets are happy to leave the final form to
a printer to make legible. We will see that in the recording industry
there are in some circumstances significant variations in the division
of labour for carrying out essential tasks.

Becker's particular interest is the "division of artistic labour"
in the Art World, the boundary between those individuals who may be
called "artist" and creative, and those individuals or groups who are
not, and whom he describes as "support personnel". He is concerned to
identify the person regarded as most responsible for the artistic or
expressive content of the work, the "artist" who is the central
character in his Art World.

There are, however, some shortcomings in Becker's approach to a
division of artistic labour. Despite setting out to address and
demystify the concepts of "art" and "artist", he only partially
succeeds. For although he shows the limitations of the myth of a
single artist responsible for all aspects of an art work, the basis of
the Fine Art Tradition we discussed in the previous chapter, by
arguing that both "art" and "artist" are social constructs, he never-
theless shares the Fine Art Tradition's regard for "art" and the work
going into it as special and distinct from other cultural production.

Although Becker argues that there is no a priori "artist", for
the artist emerges out of the consensus of the Art World, he does

nevertheless assume that one will be found, for he places him at the
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centre of each "Art World". 1Indeed, his Art World might more
appropriately be referred to as an "art wheel" with the artist at its
hub, and around whom supporting personnel circulate as they carry out
their business on his behalf and for his benefit. It is relevant to
note here that, following Kuhn in his work on scientific paradigms,44
Becker psychologises change in artistic styles, by explaining them in
terms of artists' desire for change as conventional approaches become
dysfunctional for them.

Becker is right to distinguish between collaborative workers in
the Art World, for there are real differences in their work, status,
and authority. However, this does not lead us necessarily to a single
two way division between "artists" and "others", and our reservations
about his procedure are that he is not sufficiently convincing that
there are fundamental differences between "artists" and "others", or
that these differences are more significant than other differences
between support personnel. He suggests that in any art work made
collaboratively there will be contributions of both art and craft, two
kinds of work carried out by artists and craftsmen. He writes "The
person who does the work that gives the product its unique and expres-
sive character is called an 'artist' and the product itself 'art'.
Other people whose skills contribute in a supporting way are called

'craftsmen'. The work they do is called a reraft! m42

Implicit,
therefore, in this view of collaborative production within an "Art
World", is the notion of a distinguishable "artist", someone who is

different from other members of the team, and who is responsible for

the work that the Art World defines as "art".
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Each Art World has a special, leading individual, an artist.
The artist and his support personnel together create a cultural
product which becomes designated as "art" as a result of a consensual
definition made by the Art World. Becker claims that "what is taken,
in any world of art, to be the quintessential artistic art, the act

whose performance marks one as an artist, is a matter of consensual

definitionﬂ46

It follows from this consensual definition, what we
might call the "social construction of the artist", that as "art" and
"artist" are not natural physical phenomena but social phenomena then
the activities (and people) that we defined as "artistic" may change
from time to time and place to place. Becker shows with a number of
examples that this is the case.

Art worlds differ, for example, in the way they ascribe the title
of "artist" to a participant. 1In some Art Worlds it is the
culmination of a long apprenticeship whereas in other it is left to
the lay public. An activity may also change status from art to non-
art, or vice versa, and Becker refers us to Kealy's work on recording
engineers, a number of whom were accorded the status of artist when
technical advances first offered very much greater expressive
possibilities, but when these became more widely attainable the status
was forfeited.'47 Hence, we would argue, Becker postulates an "Art
World" which presupposes and centres on an artist, while arguing
simultaneously that it is the same "Art World" which decides whom of
its members may appropriately be referred to as an "artist".

There are, therefore, a number of questions that may be raised

about the concepts of art and artist within the Art World which Becker

does not adequately answer. For example, can either an Art World or
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an artist exist without the other? Could an Art World conspire not to
define one of its members as an artist, when he might normally be
accorded that status? What consequences would that have for the Art
World? Would it in those circumstances, or if certain statuses
changed, suddenly cease to exist? or could it remain in existence
pending a decision on another candidate? What consequences are there
if members of an Art World were unable to agree on who, if anybody,
should be described as artist?

Power

The Griffins also argue that, while Becker is aware of the
existence of "aesthetic conflicts" within Art Worlds, apparently

within co-operative relationships, he fails to recognise the role of

power in their resolution.48

Even where a compromise is agreed,
coercion is not necessarily absent, and one of the protagonists may
have coerced the other. Aesthetic conflicts, like other conflicts are
resolved by relative power and relative resources.

Within any Art World we can see that power is distributed
unequally, in some cases hierarchically in accordance with a formal
pattern of authority, in others informal patterns may have developed
dependent on individual participant's personalities, or on outside
factors such as financial power, or "artistic" status or reputation.

Becker cites as an example of aesthetic conflict the case of a
sculptor and the lithographic printers who were to print from his work.
The sculptor wants to incorporate large areas of solid colour, and

when he learns that this may cause the printer difficulties because of

the possibility of roller marks showing, proposes to incorporate such
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marks into his design. As the printers felt that to leave roller
marks on the finished work would contravene their own craft standards
they were not prepared to do it for him.

At first sight we might expect the sculptor to be the more power-
ful, as he is, in effect, an employing entrepreneur. He does not
necessarily need this firm of lithographers as he could learn to do
the work himself, find another firm, or simply not produce the
sculpture. In practice, however, this power is constrained. He does
not gain anything by not making what he wants to make. Presumably, he
does not wish to spend time teaching himself to print lithographs, and
he may not be able to find another firm of comparable competence and
price able to do the job. Similarly, the lithographers are not
powerless, they clearly do not need the work and their reputation is
valuable to them, and worth more than this contract.

We can see how support personnel limit the exercise of "artistic"
power and, therefore, are able to impose a countervailing will of
their own. In this case the sculptor recognises the limits to his
freedom of action and adjusts his actions to take them into account.
Becker would argue that what we then see is a consensual agreement.
However, the fact that the conflict of wills is covert rather than
overt should not blind us to the fact that the resolution was, and
will always be, in favour of the greater power.

Becker's failure to recognise the role of power and coercion in
the consensus he sees undermines the authority of his analysis, as the
difficulty in dealing with power diminishes all analyses founded on
the theoretical basis of symbolic interaction. Layder argues that

symbolic interactionists are unable to comprehend power as a property
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of structural position, wielded or at least possessed, by an

individual by virtue of incumbancy of a social position. This blind
spot arises because in the symbolic interactionist perspective, power
is an attribute of individuals or groups of interactants rather than

as an outside constraint independent of the interpretive capacity of

those involved.z"9

The value of interactionism

Becker makes a useful and valuable contribution to the Sociology
of Art in one of the first major attempts to come to terms with the
problems of analysing the making of art that is collectively produced,
by suggesting the co-ordinates of a sociological analysis. We would
suggest that the division of artistic labour is particularly important
and is a starting point for our own inquiry into recording. However,
we have identified in his key concept, the Art World, a number of
shortcomings which limit its usefulness; it is flawed in its vague-
ness, and the apparent inconsistency this vagueness obscures between
the interactionist collaborative production unit that Becker would
investigate, and the wider context of social production that he is
clearly aware should have a place in any understanding of how art
works are made; the lack of clarity about the nature of the action
that takes place within it; its apparent inability to deal with power
in the resolution of conflict; and its privileging of art and the
artist.

In general, a collaborative production perspective on its own,
such as is offered by interactionism, is insufficient for a proper

sociological understanding of art, as it only considers those
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activities most directly and physically related to the making of art

works, and separates and insulates them from the outside social world.

The social production of art

In this chapter we have reviewed some recent developments in
Marxism, Art History, feminism and American interactionism which
suggest ways of revitalising the Sociology of Art so that it is more
able to cope adequately with the reality of cultural production and
release it from the limitations of a positivist perspective. Taken
together they point towards a satisfactory sociological account of the
complex intermesh of factors that contribute to creativity and
cultural production. In particular, each in different ways highlights
aspects of the social construction of conceptions of creativity and
the organisation of creative roles. Through the process of
production, these in turn impact on the cultural product itself and on
the individuals who are producers. We propose to draw on insights
from each of these sources in the analysis of the production of
recorded popular music in the chapters that follow.

Janet Wolff has recently drawn together some of the strands we
would wish to follow and articulated them as a "Social Production of
Art" perspective. She suggests that the work of art, which is more
accurately (and neutrally) described as a "cultural product” should be
seen as the "complex product of economic, social and ideological
factors, mediated through the formal structures of the text, and owing
its existence to the particular practice of the located individual."??

Any analysis should be able to account for and incorporate all the

contributing factors to production; and the sociology of art is
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properly concerned with study of the practices and institutions of

artistic production. This necessarily involves the study of aesthetic

conventions and the social and historical locus of the artist. "It
also discloses the ways in which these practices are embedded in and
informed by broader social and political processes and institutions,

with economic factors historically playing a particularly important

role."51

These themes will be considered in the following chapters in our

account of the social production of recorded popular music.
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CHAPTER FOUR

The contemporary production of sound recordings,

This chapter briefly sets out the processes involved in the
contemporary production of a recording and introduces some terms, as a
necessary preliminary to the discussion of the following chapters. 1In
general, recordings are initiated for profit by entrepreneurial
organisations as sources of profit in their own right, or as part of a
wider project. Individual capitalists themselves may play a role in

the production or may hire others to work on their behalf.

The Studio

Most recording is carried out in a "studio", which normally
comprises two separate rooms, a recording room and a "control room".
The sounds made for recording for inclusion in the final product are
made in the recording room. It is likely to be at least 400 sq. ft.,
sound-proofed to prevent the intrusion of extraneous noise, and in
the more sophisticated studios, designed and equipped to offer a
variety of acoustic environments. An all-purpose non-ambient environ-
ment is generally regarded as the most useful for recording popular
music; as most acoustic environments can be simulated electronically
from this base.

The recording room is linked by microphones and speakers, and
visually by a sound-proofed window or closed circuit television to the
"control room" where the engineer and producer work and which houses
the equipment for receiving, storing, modifying and replaying the
sounds made in the other room. It may also serve as a general

waiting, sitting, and listening room for others involved.
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Control rooms conventionally focus on the recording console, the
"desk", through which all sound is controlled and routed. In
appearance, the console is a bank of switches, faders and dials for
operating and controlling microphones, tape recorders, amplifiers,
electronic enhancements and loud speakers. Present day consoles are
an aggregate of parallel control units, each corresponding to one of
the sound channels on the recording tape, each of which is capable of
being recorded or worked on in isolation, while kept in synchrony with
the other sound channels. The console is normally designed for
operation by one person, in some cases incorporating small computers
to assist the recording engineer in memorising and coordinating the
control switches. Recording consoles represent major items of capital
expenditure and, on first installation, are usually designed to
specification.

A recording studio is a considerable capital investment; studios
tend to be owned either by recording companies as integral parts of
their operation, in which case they are primarily for the use of their
own contracted performers, or by independent entrepreneurs for hire to
others for particular projects. Costs vary enormously, ranging from

10 to 100 per hour, depending not only on the specification of the
recording equipment, but on such factors as location, comfort and

reputation. The studio may expect to supply the engineer(s).

Recording

Once a decision to invest in making a recording has been made,

producer and performers are engaged, an appropriate concept for

recording is articulated if it has not been done so already, and
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arrangements are made for the recording to take place. Its
production, the concretisation of the concept, will normally follow a
standard pattern. There are four basic stages, the initial recording
when relevant sounds are collected and stored; mixing, when these
sounds are electronically enhanced, edited, and amalgamated into a
final recording; manufacture, when the finished recording is
transferred into a suitable form and then duplicated; and publication,
when it is distributed and sold to a public.

Our particular concern with the production of recordings
encompasses the first two stages, but we are, throughout, aware of the
ways in which the later manufacture and publication, particularly
through the financial imperatives on the entrepreneurial
organisations, impinge on production.

The numbers of individuals directly involved in the production of
recordings is generally small. In Chapter Eight we shall analyse the
social relations of the organisation of production, but it is
pertinent to note the principal roles here. Recordings are normally
produced under the direction and control of a producer; the work of
operating the recording equipment, recording and manipulating the
sounds, is carried out by one or two recording engineers; and musical
sounds are made by the performer(s) whose names are associated with
the recording, with assistance as required from session musician(s)
interpreting the work of composer and arranger. Some individuals may
combine more than one role, such as engineer and producer, and
performer and composer. Others may assist these principals, but are

regarded as having minor roles.
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Those recording personnel who are engaged to work on a project,
will be those whom the entrepreneur believes are capable of making the
type of recording he wants. Recording personnel are typically engaged
on a fixed-term contract, although in some cases, recording engineers
may be permanent employees of an entrepreneurial recording company or
a studio. Performers will normally be contracted for a number of
projects; most others will be engaged for the project in hand. The
organisation may be made more complicated when the entrepreneur is

also a participant, usually as a producer, but occasionally as a

performer.

Initial recording

During the initial recording, all sounds for possible inclusion
in the final product will be made by performers and any session
musicians in the recording room (or occasionally, on stage in front of
an audience) and recorded onto a storage medium such as magnetic tape,
by the recording engineer.

Performers and musicians strive to achieve recordings that are
consistent with the conventions of recorded sound and the aesthetic
aims within these that have been established by the producer. This
frequently involves painstaking repetition, perhaps the most
characteristic feature of recording.

Each sound source may be recorded sequentially and separately in
isolation, allowing individuals to take more than one role,
performances to be repeated in order to perfect them, and greater
flexibility for all the individuals involved. Alternatively,

musicians and performers may record simultaneously together, in the
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same way as if it were a "live" stage performance, a method that may
offer advantages both in terms of costs, because it saves time, and is
thought to improve the performance recorded in terms of music making,
because it may enable the performers and musicians concerned to
respond to each other's work together and generate some excitement and
emotional input.

Most recordings of popular music today are undertaken in both
ways, with the rhythm section recorded simultaneously, and those
individual performances that are highlighted and therefore open to
scrutiny being recorded separately, edited and treated as required,

and "overdubbed" on to the remainder of the recording during mixing.

Mixing and reduction

The essence of modern multi-track recording technique is that
once sounds are recorded, the technical equipment allows great
flexibility because of the independent storage of each sound
source. Thereafter, there is an almost infinite range of acoustic
and artistic possibilities, restricted only by the sounds that have
been recorded or are available.

Once the initial recordings are made, they are edited, that is,
combined or "mixed" together and normally "reduced" to form a "master"
recording in stereo. The standardisation of technical equipment, a
point to which we shall return in Chapter Seven, permits mixing to be
undertaken at an entirely separate time and place from the initial
recording. It is usually carried out by producer and engineer alone.

The mixing and reduction of sound recordings is the same

principle as editing the more familiar visual medium of film. An
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indication of the radical effect editing can have is graphically
outlined by Butler in his account of its crucial role in the case of
film. "The potential infuence of editing on the finished product can
scarcely be exaggerated. It can quicken the action by the removal of
alternate frames, or slow it down by the insertion of additional ones;
it can ensure a smooth progression or jerk an audience from scene to
scene with shock cuts; it can totally alter the meaning and
significance of a sequence, or even the entire film, by revealing one
aspect before another; it can, as Eisenstein demonstrated in an ever-
lastingly quoted instance, bring stone lions to life. It can ruin a

potentially good film, and can to some extent rescue a poor one - but

this is not easy."l

The effect of mixing on recorded sounds may be no less
substantial; its impact can be seen when, from time to time,
differently mixed versions of a recording are made available to the
public.

During mixing, recorded sounds are edited, relative volumes for
each recorded sound-source set, and electronic enhancement, if any,
added. They may also be located spatially for a simulated stereophonic
or quadrophonic effect on replaying. The producer will normally
choose between different recorded performances, or fragments of them
for the parts to combine in order to construct the sound for which he is
aiming.

He also sets relative sound volumes. There is no "natural" sound
level to electronically amplified or recorded musical instruments, and
there can be no "natural" balance between the sounds of instruments

recorded on different occasions. Indeed, sounds are recorded at a
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maximum volume in order to minimise the signal-to-noise ratio and
eliminate interference. Electronic enhancements may be used to create
an artificial sound environment, but is more often used to treat
conventional vocal or instrumental sounds to create new sounds or make
them more interesting. The recording tape itself, may be slowed down,
speeded up, or reversed.

The assembling and reconstructing of the different sounds into
the sequential collage that is the finished recording might be
regarded as a form of performance in its own right, as sounds are
combined from different recorded sources, and heard together for the
first time. This collage of recorded sounds is the usual culmination
of production work, and it is duplicates of it that are subsequently
sold and looked upon as recordings.

The characteristically fragmented and complex procedure means
that the recording and mixing of a three-minute piece of music could
spread over a number of days. For convenience, and in order to spread
costs and retain a greater number of options for publication, it is
more usual to make a number of individual recordings during one

period. In this way, a project may take a number of weeks.

Manufacture

When the recording is finished it is transferred onto a "master"
disc or tape from which duplicates can be manufactured. This transfer
can be critical to the sound of the finished work reaching the public,
and although it is possible for minor amendments to be made to the
sound at this point by recording personnel, this is unusual.

Duplicate discs and tapes are manufactured by an industrial process
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that is entirely independent of the production of the sounds recorded

and in which economies of scale can reduce the cost of manufacture of

each duplicate to a few pence. All recordings are manufactured in

the same way, regardless of content.

Publication

The cycle of production is completed when the manufactured
duplicates are made available and distributed for retail sale. By no
means all recordings which are produced are ever published. Recording
companies sell recordings to retailers, either directly with their own
salesmen, or indirectly through wholesalers. Their relationship with
the public is, therefore, in this aspect a mediated one, although
their marketing of recordings and performers and promotion through
various media is aimed directly at a potential public.

In the following chapters we shall examine how the technological,
economic, ideological and organisational factors supporting this

system of production lead us to argue that recordings are socially

produced.
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CHAPTER FIVE

The institutional context of production.

In this chapter we shall consider how the cultural institutions
of the society in which cultural production takes place embed them-
selves in that production. Cultural production is evaluated not
solely by individuals on "absolute" criteria, but by a network of
institutions according to socially produced criteria. These criteria
permeate cultural products by establishing the aesthetic framework in
relation to which production takes place. White and White use the
term "institutional system" to refer to the "persistent network of
beliefs, customs, and formal procedures which together form a more-or-

less articulated social organisation;"1

the purpose of which is the
creation and recognition of art. Wolff spells this out in more
detail; she writes, "In the production of (what is judged to be) art,
social institutions affect . . . who becomes an artist, how they
become an artist, how they are then able to practise their art, and
how they can ensure that their work is produced, performed and

made available to the public.“2

Thus, we not only want to consider the social context in which
art works exist, what Bird3 refers to as the "socio-economic
environment”, traditionally studied in conventional sociology of art,
in order to understand what happens to "art" once it is made, but we
also want to investigate the social structures and institutions
associated with cultural production in order to better understand how
the finished artifact is defined and shaped by that context.
In particular, we shall focus on three aspects of especial interest in

the production of recordings, the social categorisation of cultural
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production, the role of cultural markets in sustaining particular

definitions of creativity, and the role of the public in production.

Social Institutions

Social systems are not homogenous. As our particular interest is
the contemporary recording of popular music, we are concerned with
recording in a bourgeois dominated, class-based society with
capitalist economic relations. In such a society, culture, like
society as a whole, is fragmented, stratified and dominated by the
bourgeoisie. The logic and practices of capitalist economic relations
are such that there is a tendency for cultural artifacts to be shaped
by the demands of the market place, dominated as it is, by a small
number of monopolistic enterprises. The social relations of the
recording of popular music are, therefore, those within a specific
bourgeois and monopolistic capitalist social system.

The imperatives of this wider social system ultimately shape
decisions about the production of recordings. Institutions of the
"art world" of recordings are organised in ways consistent with these
wider social imperatives, and mediate their effect on recordings. All
recordings are concretisations of concepts about appropriate things to
record and these mediated imperatives affect decisions about,
amongst other things, the type of material that may be recorded, the
specific material for recording, the way this is carried out, and who
undertakes it. In an analysis of recording, therefore, we need to be
cognisant of how and why certain ideas and individuals rather than

others are brought forward for recording.
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Although appearing to be "natural", because it is familiar, the
conceptual and institutional framework of cultural production is
historically specific and socially constructed. A sociological

investigation cannot eschew analysis of such taken-for-granted phenomena.

Musics.

"Music" in its widest sense, is one result of a social
categorisation of sounds, a classification that has designated some
sound energy as "noise", and others as, for example, "speech", or
"background hum" or "music", while still others are conventionally
ignored. The distinction between "music" and "noise" is an ascribed
characteristic, the boundaries of which may be vague, and may, from
time to time, be in dispute. In bourgeois culture, "music" has become
defined as deliberately made sounds, usually in a formal relationship
with each other, and normally made on a limited range of mechanical or
electronic contrivances, or by human or certain animal voices.

Systems of artificial sound, "music", would appear to have a role

in all societies,4

although the form that this "music" takes varies
considerably and a piece produced in one culture would not necessarily
be recogniseable as such in different cultures.

The term "music" itself covers a wide range of cultural
production, some of which is regarded by bourgeois society as
legitimate and some of which is regarded as non-legitimate. Within
the general category of "music", there are major sub-categories, such
as classical music, church music, or popular music; sub-sub-categories

dividing these up into, for example, chamber music, orchestral music,

and baroque music; or rock, rock and roll, and soul music; and further
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sub-divisions of each of these groupings. To refer, therefore, to
"music" in general, or "popular music" or "classical music" without
being aware of these differences may be to make misleading assumptions
about the homogeneity of a number of very different phenomena.

The same point may be made about the visual arts, where similar
distinctions are usually made between, for example, oil and water
painting, lithographs and engravings, or between works of the
Impressionists, the Fauvists, and the pre-Raphaelites.

In practice, popular music is largely defined in opposition
to the "art" or "serious" music sanctified by cultural and educational
agencies and may refer to any style of music, even overlapping from
time to time, with "art" music. The musical differences between such
music in the European serious tradition and popular music are
essentially the latter's Afro-American musical criteria and the
electronic amplification of instruments. "Popular music" need not be
popular, and indeed most, as measured by the sales of recordings, is
not.5

Stratton suggests that popular music is conventionally defined
experientially and non-rationally. He argues that concerned
individuals learn to "know" what is, and what is not, "rock music"
and that as there are no sets of criteria that can be articulated and
which must be fulfilled, "A person knows from experiencing a piece of
music whether or not it is 'popular music', but only for him or
herself."®

The parameters of the broad band of acceptability as popular
music are set in Britain by the broadcasting agencies, dominated today

by the BBC. Other mediating agencies, such as the consumer music and
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other press, discotheques, public performances of performers, fan

clubs and word of mouth, are still significant, but usually of

secondary importance. Broadcasting agencies determine the types of

music that may be regarded as popular and may help define the varying sub-

categories. As recordings are made to sell, inclusion in programming

is vital for a recording if a potential buying public is to be alerted

to its availability, and it is inevitable that the "gatekeepers" of

these broadcasting agencies exert a very great influence over the type

of recordings made. Broadcasting agencies will at the least be

concerned not to lose their audience by playing unconventional types

of music, and concerned to maintain broadcasting standards of decency

and party political neutrality in terms of song lyrics. These

constraints are largely effected by self restraint or through their

internalisation on the part of recording personnel. Periodically,

recordings achieve commercial success precisely because they

deliberately flout the conventions, and compensate for the lack of

broadcast exposure by the publicity associated with proscription;7
The coexistence of different types of music and other cultural

products is related to the various socio-economic sub-environments in

which each was produced, according to Bourdieu,8

who has argued that as
there is an economic base to aesthetics, an economically
differentiated society will support differentiated aesthetics.

It is pertinent at this stage to recall Lloyd's dictum about
"folk" music which has a wider application, "Deep at the root there is
no essential difference between folk music and art music; they are

varied blossoms from the same stock, grown to serve a similar purpose,

if destined for different tables. Originally, they spring from the
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same area of man's mind; their divergence is a matter of history, of
social and cultural stratification."’

In a society stratified on a class basis, the differing aesthetics
associated with each class will also tend to be stratified in the
same way. One aspect of bourgeois hegemony is the superior status
ascribed to the bourgeois aesthetic, and it is significant that, under
capitalism, it is this aesthetic that becomes described as "art", and the

yardstick against which others are measured.

The categorisation of cultural production.

Pierre Bourdieu has sought to explain the bases of different
treatments of cultural production by arguing that categories such as
"art" are defined and conferred on cultural products by certain
authorising and consecrating agencies in society. He also
acknowledges ambiguous cases where the categorisation is not clear
cut.

The Intellectual Field

He has put forward the concept of the "intellectual field" to
explain the manner in which these consecrating agencies work. The
"intellectual field" is a system of power lines (like a magnetic
field) made up of the various authorising and consecrating agencies.
Its specific structure at a given moment of time will be determined by
these agents whose influence may vary, depending on the "weight" and
activity of the groups they represent. The intellectual field arose
historically when creative artists freed themselves from dependence on

the Church and the aristocracy, and artistic institutions such as
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academies and salons developed in their place as arbiters of taste.

More recently, dealers and mass-media critics have become an

additional source of influence. Bourdieu sees the competition for

cultural legitimacy as providing the "specific logic" of the
intellectual field. Since it cannot be assumed that all of these
agencies will act in the same way and at the same time, "various
systems of expression from the theatre to television are objectively
organised according to a hierarchy independent of individual opinions,
that defines cultural legitimacy and its degreesﬂlo

At any time, cultural activities may be legitimate, non-
legitimate, or in one of a number of transitional stages. Bourdieu
illustrates this with respect to contemporary society. "One passes

by degrees from the entirely consecrated arts - like theatre,

painting, sculpture, literature or classical music (among which
hierarchies are also established that may vary in the course of time),
to systems of signs which (at first sight anyhow) are left to
individual judgement, whether interior decorating, cosmetics or
cookery." 1In addition, there are those of intermediate status,
intermittently legitimate, such as photography, whose position,
"halfway between 'vulgar' activities abandoned apparently to the
anarchy of individual preferences and noble cultural activities

10 explains the ambiguous reactions it

subject to strict rules"

receives, particularly from the "cultivated" classes. Photography,

like cinema and jazz, is in the process of becoming legitimate.
Bourdieu's work on the intellectual field supports a

phenomenologically inclined stance that recognises that different

music may have different criteria which are equally valid.
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There are difficulties, however, with his analysis. Vulliamy,
for example, has drawn attention to an important limitation, namely
the static picture of a dynamic environment. How and why, he asks, do
the "spheres of legitimacy" change over time? He points out that
Bourdieu's placing of jazz, for example, in an intermediate category
does not answer the interesting question of how the meaning of jazz
(or other popular music) changed in such a way that what was once
regarded as "uncivilised music" subsequently became suitable for
scholarship.12

The status ascribed to different cultural products has important
implications. The position of the recording of popular music vis a
vis the market, for example, is one such consequence, for cultural
production is not necessarily undertaken for the market by profit-
seeking businesses. The origins of recording lie in the commercial
entertainment boom of the late 19th Century, but the reason why the
performing and recording of popular music continues to remain
supported solely by the market place lies, ultimately, in its not
being regarded as worthy of state or business support. Consequently
its survival as a cultural form has depended on its success in the
market place; this applies equally to the sub-categories of popular
music where being "in" or "out" of fashion is a reflection of the
level of support in the market, and styles of music supercede one
another as bases of active performing and recording. By way of
contrast, state and private patronage is considered appropriate for

the performing, although not usually the recording, of "classical"

orchestral music.
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Mass Culture

One intellectual tradition which uses this economic context as a
basis to justify a differentiation between what it calls "art", which
essentially means bourgeois culture, and marketed forms of "non-art",
which it calls "mass culture", is represented in the influential
collection of the same name edited by Rosenberg and White.13

Mass culture has been characterised as being created "for
everyone, indifferent(ly) to sex, age, education . . . and formed by

the requirements of profitable mass production, standardisation and

bureaucratisation."14

Coser has succinctly summarised the salient
features attributed by these critics: "It (mass culture) is
distinguished from folk culture and from high culture by its
standardised mass production, marketability and parasitic dependence
on other forms of art and culture. It embodies a sharp cleavage
between the consumer (the audience) and the producer. The latter
exploits and manipulates the former. These characteristics radically
distinguish mass culture from other cultural forms."1?

The proponents of the "mass culture" theory on the left of the
political spectrum, such as Adorno and Marcuse, and on the right, such
as Leavis and Eliot both point to the way in which non-legitimate
cultural products such as film, pulp fiction, popular music, and
popular broadcasting are made primarily for consumption as
entertainment, arguing that their roles are simply to divert, and that
the effect is to dull consciousness to a state of passivity. They are
qualitatively different, therefore, from "art", and standing

16

outside the "Fine Art Tradition" need not disturb its assumptions.
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Although recorded popular music is intrinsically a commodity, we must
be mindful that not all musicians working within one of the idioms of
popular music are primarily motivated by financial gain and may be trying
to create what they consider to be serious artistic music,17 and secondly
that the offering of cultural products for sale has not necessarily
precluded their being regarded as "art".

Swingewood has recently rejected the "mass culture" perspective on the
grounds that it is essentially conservative and upholds a static
ideological concept of culture. He notes that under a capitalist economy
and technology, a capitalist culture has achieved an economic and cultural

richness and diversity on a scale unparalleled in earlier human

history.18

A consequence of the influence of the theory, however, is that the
music establishment and many critics have failed both to appreciate
the different musical criteria of popular music or to differentiate

its constituent varieties. We shall look further at this

differentiation below.

The role of cultural markets.

One of the practical consequences of the social categorisation of
cultural production is that some cultural products become reliant, to
varying degrees, on the market. The concepts of creativity within which
production takes place, ideas about such things as who is regarded as
"creative", and about what "being creative" means tend to be defined by
intermediaries of the market place.

H.C. and C.A. White's study of French painting in the 19th

century19 illustrates how the institutional context of cultural
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production, may define the concepts within which creativity and
production takes place. In particular, they illustrate the role of
cultural markets in favouring particular conceptions of creativity.
They also show how the institutional framework may change, and allow
in its train, a whole new range of possibilities to emerge, thereby
pointing to a social source of aesthetic and stylistic change.

The Whites trace the emergence of Impressionism as a legitimate
style of painting, and relate it to changes in the institutional
structure of French painting. This change, caused both by the
internal contradictions in the previous arrangements, and the
contemporaneous development of a bourgeois art market transformed the
way in which works of art were conceptualised, judged and reached the
public, and, whereas there was nothing before, created careers for
painters in particular styles.

They adopt a Mertonian functionalist perspective in analysing
this phenomenon and in accounting for change. Merton recognised that
while an activity may be functional in contributing to the well-being
and sustenance of a given system, it may also be having an adverse
effect on another part of the same system or on a different system,
and be "dysfunctional" for it.20

The Whites show how the French Royal Academy had become
"dysfunctional”, and how, in its place, there emerged a dealer-critic
network as the institutional system in which the painters worked. The
Academy was based socially on the agrarian aristocracy, having
developed tenuously from the destruction of the medieval guilds. In
the 19th Century it became victim largely of its own ideology and

working organisation. As painting became centralised in Paris and
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painters became numerous, it was simply overwhelmed by weight of
numbers of both painters and their works, became clogged up, and late
attempts to streamline it, merely lowered it in public esteem. During
the same period, sustained by the growing economic and cultural power
of the bourgeiosie, an alternative arrangement, a dealer-critic system,
evolved. In the first place this new system coped with the overflow
of the marginal or unconventional painters who could not get their
work displayed by the Academy.

Whereas the Academy had been organised around painters' works on
canvas, and had undervalued their career aspirations, the dealer-
critic system helped develop the careers of painters and benefitted
from more general changes in the socio-economic environment which had
led to the development of a bourgeois market for portable and
decorative works of art, at the same time as there was a rapid decline
in sources of patronage. The new dealers were able to nurture and
exploit the new markets informed and guided by a new intermediary, the
journalist critic. Painters rather than paintings were the aesthetic
focus of the new system, not as a result of any collective altruism on
the part of dealers, but because it was in their long term interests,
as much as in the painters', to support a career that spanned a number
of paintings. This, as we shall note later in this chapter, is the
principle behind all "star systems".

The Whites detail how some painters were forced, through their
disaffection with, and rejection of, the official training system, to
make private arrangements in what was becoming established as an
"alternative program". Two features of this were an atelier system

and outdoor work in the company of fellow painters - arrangements in
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opposition to the practice in "official" establishments. As a result,
the network of close working relationships of the Impressionists
forged under these arrangements, began to resemble the traditional
(and pre-Academy) guild.21 According to the Whites, "The
Impressionists' definition and solution of formal and technical
problems was to some degree, then, a result of the social structure of
the group and the circumstances of their work in partial isolation
from the official system and its styles.“22 The development of a
dealer-critic system enabled them to form a viable group, rather than
remain a collection of marginal individuals.

One of the consequences of this was the construction of a new
conception of creativity. The White's argue that a new meaning for
the individual work of art emerged out of the work of the
Impressionists as a group and the bourgeoning dealer-critic system.
Individual paintings were regarded as part of painters' interpretation
of nature, "a piece of the whole" rather than standing alone for
consideration in isolation.23

The Whites emphasise a factor that is crucial in the analysis of
the production of recordings, namely the role of cultural markets in
favouring particular conceptions of creativity. They also vividly
remind us how the institutions which make and shape cultural products
are themselves social constructions made in response to other social

forces.

The creative individual - copyright and authors.

" The institutional structures of society as a whole and of the

recording industry permeate the production of recordings through their
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construction of the concepts of creativity within which recordings are
made. We can now see how the exigencies of the production and
distribution systems of the recording industry sustain and support a
particular concept of creativity in recording, the notion that the
performer is the sole source of creative work.

The notion of individual creativity and genius, which we
discussed in Chapter Two frequently interrelates with the notion of
author. 1In its modern sense, "author" means originator of completely

new work and as a consequence of the development of commercial law,

24

its owner. The idea of an "author" as owner is supported in the

UK. and elsewhere by the state through copyright law, which aims to
protect intellectual property.

Copyright, the right to prohibit work being copied, is intended
to enable intellectual property to be exploited commercially. Carter-

Ruck and Skone Jame525

argue that the principle of copyright simply
extends the Judao-Christian concepts of private property rights of an
individual over artifacts created by his hand, to those creations of
his mind. For centuries, in those societies organised on those
concepts, creation of a tangible asset has given its creator property
rights over it, that is, the right to enjoy or dispose of it as he
wishes and in England these property rights have been upheld by the
state.

Creation of a non-tangible asset has, historically, been less
readily recognised as conferring property rights. Arnold Hauser dates
the idea of intellectual productivity and intellectual property to the
disintegration of Christian culture, as intellectual expression might

. 26
then be considered to have had some autonomy from religious control.
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However, the moral basis of intellectual property, the
condemnation of plagiarism, has always been appreciated. The owner of
a tangible asset can enjoy and exploit it as long as it is not
physically stolen from him, because, as a physical object it is
unique. The owner of a non-tangible asset, such as a work of
literature, can only exploit it fully if he retains exclusivity, that
is, if it is not copied.

The effective protection of rights over pre-Renaissance literary
works or paintings was the laborious process of copying, while the
limited market minimised any economic value of the copy. The notion
of literary authors with property rights was not feasible until print
stabilised written works sufficiently to put an end to the "scribal
drift"?’ that occurred as works were copied and commented on.
Previously, written works had been made incorporating variable amounts
of original and secondary work; the proportions would not be thought
to be significant in a pre-printing environment.

With the advent of printing, copying literary works became
relatively easy, and businesses developed to meet a demand. It was to
protect those printers who had paid authors for their work that a
system of Crown privileges was developed, and a concept of property
right in a literary work emerged in U.K. Common Law.28

Whale has argued that the rationale behind U.K. copyright
legislation is not the "natural" property right linking an author to
the creations of his mind, but the thoroughly pragmatic encouragement
of authors and publishers (in their widest sense) to produce creative

works, and that the state confers a copyright for this purpose.

Copyright legislation, therefore, attempts to balance two opposing
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public interests, on the one hand encouraging and supporting
intellectual creativity, while on the other, granting the widest
possible public access to this work:.29

Significantly, copyright has developed step by step alongside the
development of creative works as marketable commodities and, to a very
considerable extent, their marketability as commodities depends on
copyright. The corollary is that where there is no intention of
making commercial transactions, there is no real need for this
protection.

Authorship is not only related to the exploitation of property
rights. Janet Wolff39 has reminded us of Michel Foucault's comments on
the nature of authorship, and his arguments that the author's name is
functional, serving as a means of classification of texts, and
characterising the operation of certain discourses in society. Unlike
proper names, the information attached to an author's name as relevant
is selected and controlled; that is to say, for example, that we have
learnt to be interested in, and regard as relevant, an author's
letters rather than his shopping lists.

This does not refute the suggestion that each text is
physically created by the identifiable person who wrote it, but,
as Wolff has written, it is to point out that "the 'personality'
of . . . (an) author is constructed, in terms of certain
characteristics which are taken to be relevant by the historically
specific discourse of literary theory."31 Wolff adds that the notion
of an author may also operate to unite artificially, and thence
obscure a variety of texts which, being produced over a period of

time, may show very considerable differences of style or approach and
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which might otherwise be thought of differently.

The presentation of creativity in recording.

The recording industry's ethos of creativity becomes manifest in
its adoption of the notion of "author" and its support of the myth that
the named person linked to a recording as its creator, the performer,
is solely responsible for its content. There is a separate and
related pretence that a recording is a reproduction of a real event,

a performance by that named person, a theme to which we shall return
in Chapter Nine when we consider the technological context of
recording.

The recording industry takes pains to attach an "author" to a
finished recording, and suggests very strongly that that named
person(s) is the creator of the recording. We may reasonably infer
the impression the industry intends to give the public about
creativity from the manner in which recordings and performers are
presented to it, particularly on television, which provides the most
sought after marketing opportunities. Performers are usually shown in
a way that suggests that they are the sole person(s) responsible for
the recorded material, its instigator(s) and maker(s). It is rare for
a group of performers who would claim to be musically self-sufficient
to have additional musicians in view, although they may be on the
specially made recording which is itself being reproduced. Where
support musicians are playing with solo performers, they will remain
literally, if not necessarily musically, in the background. Whatever
the extent to which a published recording, or a "re-recording" for

some television programmes, depended for its success on electronic
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treatment and enhancement of sounds, there are no circumstances where
it is considered appropriate for recording personnel working on these
aspects to be visible. The focus of attention of cameras and of
audience is exclusively on the named performer(s).

Short promotional video films made for specific recordings, and
intended for showing on TV to the potential public, concentrate solely
on images of the named performers, frequently with only symbolic
reference to performing or to playing musical instruments.

Similarly, and working to the same end, advertisements in the
specialist press and display posters normally juxtapose the name (and
picture) of the performer with the title of the recording that is
being promoted. There is very unlikely to be any reference to other
persons involved in making it. Advertisements and popular use on
broadcast media refer to particular recordings as being "the
performer's" recording, meaning either or both that the performer owns
the recording, or that he was responsible for making it.

From time to time it has become known that named performers
credited with making a recording were not, in fact, responsible for
the sounds made on those occasions when the recording was made. The
reaction to this form of practice has paralleled what we know of
responses to deviancy. Howard Becker's earlier work draws attention
to the "moral entrepreneurs" who delineate and maintain the boundary
of socially acceptable behaviour32. In recording, the popular press
has adopted the stance of moral entrepreneur on this issue, and
pilloried the practice as unacceptable, and the unfavourable publicity

has largely inhibited recording companies from engaging in jt.33
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A "star system"

The industry finds it essential to present creativity in this
manner because of its embrace of a "star system" for marketing its
products. Companies in the recording industry who face the problem of
selling successive products, have adopted a strategy common to other
industries marketing cultural products of supporting selected
performers and concentrating on their work over a period of time, in
order to satisfy the market which has been created for it.

A "star system" is a marketing strategy designed to maximise and
accentuate the difference between famous performers in whom the public
will want to take an interest, and obscure performers in whom they
will not. Sennett has explained the mechanism in this way: "If 500
people are famous, no-one is, and so to find someone you can call a
recogniseable personality, a man who stands out, at least 490 must be
positively unrewarded in the same measure the 10 are rewarded; by
denial as much as approval, a few people will then be brought forward

as recognisable individuals."34

Assuming that the level of interest
available is finite, then the more interest there is in the famous,
the less there is available for the obscure. The purpose of this
strategy is to maximise the return from investment concentrated on a
small number of performers.

A further reason for adopting this strategy is that, with a
cultural product that is normally short-lived in marketing terms, it
makes financial sense to concentrate investment on the longer career
of the performer. Although record companies are primarily interested

in selling records, the means to do this is through selling performers

and establishing careers. Successful careers can encompass a number
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of individual projects and, indeed, contribute substantially to the
selling of them. Later projects are helped to sell by emphasising an
association with careers and names that have already been made
visible. This principle is not only applicable to marketing
strategies based on star systems, for it is also, as we have

noted, behind the art dealer's support for the career of a painter.

It seems probable that minor star systems have operated wherever
entrepreneurs have invested in commoditised entertainment. Certainly
"names" were being made in nineteenth century vaudeville and music-
hall. The revolution in communications media has permitted elaborate
star systems to develop in the twentieth century in, most obviously,
the cinema, but also in radio, television, politics, sport, as well as
the recording industry.

Benjamin suggests an additional purpose behind the development of
a star system, and linked to the qualitative changes in the art forms
associated with technological developments. In discussing the film
industry, he notes how a star system has built up to make selected
film actors appear "larger than life" - that is, as stars, in order to
counteract the effect of the technology of film which diminished their
personal aura before the camera, rather than a live audience. He
comments that film responds to the "shrivelling of aura" with an
artificial build up of "personality", outside the studio. The cult of
the film star, supported and sustained by the financial resources of
the film industry, "preserves not the unique aura of the person, but
the spell of the personality, the phony spell of the commodity."35

The build up of personality makes the star special and distinct

from non-stars, which is necessary if he is to maintain his status as
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a star.

An effect of this strategy of the star system is to support the
myth of the individual creator. The belief that the person designated
as star is a creative person helps maintain the credibility of the
promotional effort, singling him out as special. It means that the
star can partake in the kudos attached to being creative, and can
share the notions of "specialness" and "genius" conventionally
associated with being "artistic". The association is also convenient
in legitimising (if not encouraging) unconventional and self-indulgent
behaviour on the part of the star which, when not publicity-seeking,
may be excused as "artistic" bohemian sensitivity.

The industry is therefore led by economic reasons to sustain the
ideology of the creative individual, and to this end has secured the
legal backing of the state.

Copyright in recording.

A second factor leading to the industry's adoption of the
ethos of individual creativity derives from copyright law, and the
very considerable financial implications.36

Copyright law as it stands is selective and tends to single out
for protection only those parts of creative production which can be
assigned to particular individuals, thereby helping legitimise the
ideology of individual creativity. This partly reflects the relative
ease of defining the boundaries of what is being protected, and hence
the possibilities of being realistically able to defend them, but it

is also a reflection of the relative power of different creators. The

more powerful are able to enjoin the State to protect their interests
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on their behalf and the structure of copyright legislation in
recording has inevitably been affected by the concerns of instigators,
such as recording companies.

Hence, the work of some of those involved in recording is
protected whereas that of others is not. Copyrights exist for the
named persons responsible for words and for the music of a song, a
consequence of earlier established cultural commodity markets, but not
for others involved in making the finished work. Hence, the
interpretation of the composition by performer and musician or the
overall sound created by the sound engineers, contributions which may be
crucial to the distinctiveness and success of a recording are not
protected. Publishing record companies do, however, have protection
against copying the recording as a whole. This is unusual in two
ways, firstly as copyright may, on occasion, reside not in individuals
but in limited companies, and secondly, recording companies have the
right to copy, for a fee, any composition that has already been
recorded regardless of the desire of the copyright holder.

This exclusion is peculiar to recorded musical works, a tribute

37 and is rare in law in

to the lobbying power of the record makers,
compelling copyright owners to treat with makers with whom they may
not want to do business, and makes them unable to prevent "unworthy"
recordings of their works. It has had important effects, firstly by
encouraging the re-recording of songs, and therefore making them more
widely known, and secondly, by enabling the recordings produced by
comparatively under-resourced companies to be virtually copied by

larger recording companies and other performers, better placed to

exploit them commercially, and retain their market domination.
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In Britain today the named composer of an original musical work
has three rights of ownership giving him or her control over
reproduction in any form, of his composition, specifically by
publication, mechanical recording, or by public performance. In
addition there are ancilliary rights protecting a sound recording on
behalf of a recording company, and protecting a musical performance on
stage by a performer from mechanical copying, in both cases regardless
of the copyright status, if any, of the musical content. As the basis
of the recording industry is marketed duplicates, copyright protection
is particularly important.

The structure and selectivity of copyright legislation, there-
fore, reinforces and helps sustain the concept of creativity that the
industry would tend to adopt for marketing purposes. It increases the
apparent importance of some aspects of a creative project at the
expense of others. It puts a premium on formal written composition
which individuals are encouraged to undertake, at the expense of group
composition and the less tangible areas of creative production, such
as the creation of new sounds, and the interpretation of the
composition by performers and musicians. Hence, as creative acts
which are likely to be carried out by individuals are enhanced in
status and supported financially, whilst those that are more likely to
be undertaken by a loosely defined group of people are not given
equivalent recognition, the myth of the creative individual is

sustained.
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The differentiation of popular music

In popular music, the marked differentiation of styles that have
been developed in response to a competitive market would appear to
confirm Swingewood's thesis on culture under capitalism.38
Differentiation has occured for two reasons, firstly, as a reflection
of different publics/consumers which may be related to their class
position; and secondly, as a deliberate strategy to emphasise these
differences in consumption by agencies marketing recordings.
Producers are encouraged to differentiate as a means of distinguishing
recordings from one another.

The distribution of the different styles is not haphazard, for
certain elements of popular music are associated with particular
social groupings and classes of audiences and/or musicians. We shall
refer in the next chapter to Virden's adaptation of Bernstein's work,
which aims to match aesthetic choices to social groupings.39

However, although Murdock and McCron largely confirm his thesis
with respect to young people and popular music in Britain, by showing
taste to be closely correlated with social class,40 Virden is unable to
explain by this method the differences in taste apparently associated
with age. Many writers have argued that the age of the audience, and
sometimes the musicians, is of primary importance in popular music.

Differentiation of popular music is not motivated and
sustained entirely by consumers, for it is both fostered and supported
by those involved in making and marketing recordings. The
differentiation and categorisation of the range of popular music, may
be seen as a marketing device whose purpose is to divide up the total

market into manageable sizes and to provide the public and the
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industry with a means of making sense of a wide range of music.

The language of marketing, therefore, structures the vocabulary
of aesthetics available to the public. Marketing organisations both
articulate different aesthetics of recorded popular music and fill
them with appropriate recordings. There are numerous cases of this
practice at work, for example, the introspective "bed-sit" ballads,
"folk" and then "electric folk" musics of the 1960s illustrate how
aesthetic styles can develop out of marketing labels into self-
perpetuating recogniseable styles as successful recordings are
imitated.

There are a number of reasons why commercial organisations should
support this differentiation and categorisation. Firstly, as in any
market, fragmentation of the total market allows more effective
selling in smaller specialist sub-markets. It is more efficient
marketing to be able to pinpoint target consumers and avoid wasting
resources on inappropriate media and campaigns. Secondly, popular
music has proved to be highly susceptible to fashion, and the planned
obsolescence that this entails, as elsewhere, boosts sales. The total
number of sub-categories is likely to increase as some earlier ones
persist, or are in decline as others rise to replace them. It is
evident that the industry puts considerable resources into creating
and supporting new fashions.

Thirdly, some sub-categories of popular music that have been
created have subsequently become almost self-supporting markets,
where almost any published recording is likely to generate sufficient
sales to be commercially worthwhile. Children's recordings, "country"

music, brass band music, and West Indian reggae music are all examples
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of sub-categories where it appears that as long as potential consumers
are informed of what is available they need no further persuasion to
buy.

Once particular styles have become successfully established a

w1l

"standardisation effect comes into play, and for as long as there is

thought to be a reasonable chance of continued success in the market
place, they will tend to persist and be sustained by the efforts of
recording personnel actively seeking out new material within the same
general formulae to satisfy a known demand. Music and performers in
established styles will therefore have a better chance of being
recorded and promoted and entering the public domain. Performers may
be influenced in the presentation of their work by the knowledge that
a market already exists for popular music of certain types.

If performers, or pieces of music, do not fit into recognised
musical categories, then they will have to bear the costs of extra
difficulties in selling, and increased chances that people will not
buy. In practical terms, the recognised categories, as we have noted,
largely define both audiences' and production personnel's concepts of
music, and performers are unwilling and may be unable to develop
styles outside of these categories. However, experimentation at the
margin may not be discouraged.

Musical categories are further sustained by other media, such as
magazines and radio, for whom new ones may provide content, and who
may have a vested interest in not questioning the basis on which

categorisation takes place or their boundaries, and in the continuation

of established divisions.
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The public in cultural production

A public which must be taken into account by producers is a
necessary consequence of a market-supported artifact; a social
production perspective argues that that public is, therefore, a
contributor to that cultural production.

There are two ways of theorising the public in relation to
cultural production. Firstly, we have already noted the important
role that a consideration of the art-public plays in sociology of art
based on positivist premises, although that consideration is, typically,
restricted to the accumulation of what might be termed "box office"
information, as part of the social context in which art is made.

The public's contribution to the art work is one mediated by the
makers of the art works who interpret the aggregates of those actions
which are observable and measureable, such as box office payments or
retail sales, and then adjust their own behaviour as they judge to be
appropriate in the light of this information. As the public can only
react to a finished art work, art works-in-making may only incorporate
adjustments to reactions to similar past work; the reaction to a new
work may be mediated and incorporated into a later work.

Secondly, some writers within the phenomenological perspective
attempt to incorporate the meanings attributed by individual members
of the art public to the works to which they are exposed into their
analysis and have elevated the art public to a crucial role in the
production of art works. For example, the central assumption of

Shepherd et al.'s "Whose music" is, in Shepherd's own words, that "any

significance assigned to music must ultimately and necessarily be

located in the commonly agreed meanings of the group or society in
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which the particular music is created,"l"2 and which appreciates it.
Implicit within this is the view that the meaning of music is "somehow
located in its function as a social symbol."43 This position is set up
in opposition to attitudes to music which use what is argued to be an

44

"objectively" conceived aesthetic™ , and which looks for the meaning of

music internally, that is, within the structure of individual pieces.
For the phenomenological sociologist, music can only have meaning when
it comes into contact with its public; only then do the sounds become
music.

A social production perspective gives a direct but not exclusive
role to the art-public in the production of art works, acknowledging
it as an intrinsic part of the process of production. T.J. Clark has
argued that the public cannot remain distinct from a work of art, but
should be incorporated into a "proper" account of production. He
rejects the role of a reified public in the positivist perspective,
exhorting his readers to ". . . stop thinking of the public as an
identifiable 'thing' whose needs the artist notes, satisfies,
rejects."45 He goes on to suggest that the public exist within the
work and within the process of its production "as a prescience or

46

phantasy" that has been invented by the individual artist, and which

makes its presence felt regardless of its verisimilitude.

Bourdieu, as well as others such as Becker47 and White and White,48
has noted the contribution to production of a wider range of
outsiders than simply the consuming public. Bourdieu has suggested that a
work acquires an objectified public meaning "in and through" the

network of social relations that the producer maintains with the

various agents of the intellectual field at any given time. These
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agents include other artists, critics and such intermediaries between
artist and public as publishers, art dealers and journalists. In each
of these relationships the agents use the socially established idea of
the other and the idea of the idea that the other producer has of
hiHL49 Hence, Bourdieu maintains, even a creator's relationship with
his own work is one mediated by its public meaning, the judgement of
others. He argues that for "even the 'purest' artistic intention to
exist (it) . . . is obliged to make some reference to the objective
truth reflected back from the intellectual field".>?

A social production of art perspective, then, takes a
phenomenological based approach that acknowledges the art-public as an
important component in cultural production, as the meanings attributed
by members of the public to art works and the meanings attributed to
these meanings as far as they are known by producers become a factor
in their production.

The public in the production of recordings.

Frith has written of the importance of the public in the
practices of the popular music recording industry, which "has
developed its rules of production from its interpretations of the
youth market, and the ideology of rock is riddled with untested
assumptions about youth culture and music's meaning for youth
culture."51

The importance of the public becomes clear, for example, when we
remind ourselves why some music is thought to be appropriate for

recording, whereas other music is considered not to be. "Appropriate"

in an environment whose main objective is to sell records, means
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thought likely to be saleable. Recordings must therefore be thought
to have an appeal to a potential public with purchasing power. This
is necessary because, whereas if one recording does not sell it will
not necessarily have any undue consequence for other recordings, or
for individuals other than those involved in its production, if there
were no records sold, there would ultimately be no production of
recordings by the commercial recording industry as we know it. The
sales of "old" recordings finance the next "generation" of "new"
recordings.

The role of the market in sustaining the production of recordings
means that perceptions of the public are not peripheral but will enter
directly into production via the ideas of "appropriateness" and
"saleability" held by key individuals and are as real in terms of
production as the real market position. Any judgement of the
appropriateness or advisability for recording of a particular piece of
music or style of production will be based on the decision maker's
conception of the market and its taste. This is necessarily
subjective, as the "objective" information available to recording
personnel is limited.

As the recording industry does not normally conduct market
research into the appeal of its products, the knowledge of most
recording personnel about the market is crude and unsystematic.
Impressionistic information about sales is readily available to all,
although accurate figures are not normally made public. However, even
if sales figures were available, they would, like box office returns
in the cinema, only provide information about outcomes of past

behaviour, and be unable to distinguish the meanings involved.
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Furthermore, as with the cinema, information about the success or
otherwise of a previous product may be neither relevant nor predictive
for later work.

The recording industry is exceptional among consumer goods
industries in not putting considerable effort into investigating its
public. From its point of view, the short commercial life of any one
recording, the relatively low costs of its production, and the
difficulties of subjecting musical recordings to this type of analysis
and contacting a sizeable population, make it impracticable to
organise systematic market research for new recordings. Furthermore,
for many years, while publishing recordings was very profitable, there
was little incentive for companies to improve their chances of success
by spending on such research. Stratton suggest352 also that market
research would jeopardise the relationship between the industry and
popular music, undermining the industry's belief that recordings are
bought, not as a commodity, but for non-analytical and non-rational
reasons. He notes that recording companies characteristically attempt
to distance themselves from any research that, exceptionally, is
carried out on their behalf.

Many producers and performers would eschew such investigation,
taking pride in their own insight and instinct about the market. As
we shall see in Chapter Eight many producers see part of their role as
being to keep in touch with public tastes. Few production personnel
appear to have any firm knowledge of the structure of the market.

This "ignorance" is by no means unusual in the entertainment
industries, Schlesinger encountered something similar in his study of

television personnel.53
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In view of this lack of information, production personnel must
rely on their "own" perceptions of the consumption of recorded music;
perceptions which may or may not resemble reality. As in other
fields, it is most likely that the perceptions of any one individual
will be determined by his or her immediate experience. Some of the
strategies used by recording personnel will be referred to in
discussion of the producer's role in the recording studio; as else-
where, reliance is placed on the assumed taste of imaginery potential
consumers, or on that of friends or relatives.

The public for recordings.

This subjective "knowledge" of the market for recordings, in
terms of who buys or is thought to buy recordings makes an important
contribution to the production of those same recordings. "Objective"
information about the buyers of recordings is not widely available,
and the little that has been published tends to deal in aggregates,
and does not distinguish, for example, by social class.

A general profile of buyers of recordings shows that total

spending on recorded music is marginally skewed towards the

young.

age U.K. population % of total expenditure
% on recorded music

0-24yrs 38 40

24+ yrs 62 60

source: BPI Yearbook 1978
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However, these aggregated figures mask the preferences, let alone
the meanings, involved for different forms of recordings, which is not
unrelated to the type of music, both between the sexes and between age
groups. Nearly 3 in every 4 of "single" 7" discs are bought by
consumers aged less than 24 years, and of these, a majority by
females; whereas the greater proportion of long playing recordings on
disc and tape are purchased by males within the 25-44 age range.54

The subjective knowledge of recording personnel is confirmed by
this market research "knowledge" that recorded music is a phenomenon
associated, in terms of consumption, predominantly with young people.

Frith and McRobbie have argued that the consumption of rock is
crucial to the constituting of young people's sexuality;55 a role that
derives from the need of the capitalist organisation of production to
constitute sexual expression as an individual leisure need.

Hence, the public plays an important, indirect part in market-
oriented cultural production, as production is for a public, and
producers will take their understanding of the public's responses into
account in their work. In this way, we can say that the public

becomes incorporated into the final product.

Conclusion

In this chapter we have explored a further aspect of the social
production of recordings, by considering how the socially founded
conceptual and institutional framework within which production takes
place is embedded in the final work. Recording takes place within a
historically specific social system which shapes the specific social

institutions which form a conceptual and practical context in which
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cultural production takes place. Cultural production is evaluated

according to socially produced criteria.

In a society stratified on class lines, differing aesthetics will
tend to be similarly stratified, from the superior "legitimate" "art"
through varying intermediate stages to non-legitimate, "non-art". In
bourgeios society, popular music and other cultural production
classified in the latter category must rely on the market to support
its continued existence. The institutions of the cultural market
place are particularly prominent in defining the concepts and language
of creativity. 1In the case of recording, the notion of the creative
individual is presented and supported by the industry as a consequence
of a marketing strategy, which operates a "star system". The public
for recordings is also a potent influence on the practice of
recordings, as ideas about it are internalised into the working

practices of production personnel.
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CHAPTER SIX

The cultural context of production

This chapter considers a further aspect of the social production
of art, namely the embedding in a cultural product of the cultural
environment in which it is made. Thus, we are concerned with the ways
in which production is shaped and contributed to by the countless
unknown individuals who, over a period of time, jointly created a
particular cultural milieu. Analytically, we might distinguish
between the embedding of the symbolic framework of the cultural
environment at a structural level, and the embedding at the level of
specific types of cultural work, as new works cannot be created
independently of earlier work in the same genre. We shall consider

these two aspects in turn.

a.) The symbolic structure

Recent work by Shepherd, Virden and Wishart, and Bourdieu1

has
argued that any cultural product unwittingly incorporates the society
in which it is made through its symbolic structure.

Shepherd argues that "society is creatively 'in' each piece of

music and articulated by ig2

as all symbolic modes are permeated by
social symbolic constructs which are creatively articulated by
specific consciousnesses and symbols. He acknowledges the difficulty
of proving this relationship, but nevertheless claims that within
certain limitations analysis can elucidate the social meaning inherent

in music3

, and seeks to demonstrate the culture-specific nature of
music articulation by comparing societies exhibiting different

intellectual structures and frameworks. He embarks on an analysis of
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the "deep structure" of pre-literate and tonal music, concluding that
the differences in the formal aspects of the two classes of music
reflect "the difference between oral man's and typographical man's
orientation with regard to time and memoryﬂa
While Shepherd appears to favour a technological basis to

differing symbolic structures, others have related the structural
differences in types of music and other cultural products to the
differing specific social and cultural sub-environments in which each
has been made and in which each has a public. Virden,5 for example,
explains the diversity of twentieth century music by referring to the
high degree of social stratification in industrial societies, arguing
that musics are largely differentiated in our society as "the musical
expression of the general social-political, economic and cultural
class system of industrial societies."®

He draws on Bernstein's well known theories relating social

stratification to linguistic codes,7

and suggests that Bernstein's
findings may be relevant to symbolic codes other than language. He
notes that since we communicate by both verbal and non-verbal means,
it would seem likely that artworks, too, may be similarly
differentiated. He adds that it should not be assumed that different
people in different social situations all construct and interpret
artworks under the same rules, and that differing groups "read" the
same message. In general it might be expected that, in the same way
as speech, the functional emphasis and the form will be upon the
elaborate and the individual within any art mode for the bourgeoisie,

while that for working class publics will be implicit, shared and

communal in orientation.
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He suggests that all twentieth century musical production can be
placed somewhere on a continuum between, at the one extreme, almost
totally extensional or explicit elaboration within the piece, and at

the other, almost totally intensional or implicit elaboration.8

The "cultural unconscious".

Bourdieu suggests that these factors become manifest in cultural
production through the concept of the "cultural unconscious", the ways
of thought, forms of logic, and stylistic expressions of a given
society or sub-society which are unwittingly incorporated into
cultural works. He writes ". . . It (the culture of an artist)
constitutes the necessary precondition for the concrete fulfilment of
an artistic intention in a work of art."’ Because such things as ways
of thought and forms of logic seem obvious and natural, they are
implicitly assumed rather than explicitly postulated. The ubiquity of
the "cultural unconscious" is such that any artist's conscious
intellectual and aesthetic choices are always directed, if not
completely determined, by his own culture and taste which he has
interiorised. Bourdieu refers to this "general disposition" of a
particular scheme of thought which will then be applied in different

n 10

circumstances as the cultivated "habitus". An artist's culture is

specific to his own society, age or class.

The symbolic structure of recorded popular music.

In structural terms, the implicit structure of most contemporary
recorded popular music correlates with the implicit structure of

working class language. The relationship between the two arises
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because such recorded music is, as we have noted, produced principally
for the biggest possible public, which must, therefore, mean a
predominantly working class one. Among other pressures leading
towards implicitness is the marketing need to make recordings
immediately attractive to a public who are unlikely to have the
opportunity for sustained listening.

As music and other cultural products are crafted with the
symbolic tools of the cultural environment in which they are created,
therefore, they inevitably absorb and display its features at a

structural level.

b) The "cultural legacy”

An alternative approach which is also concerned to trace the
impact of the cultural context within which production takes place,
has emphasised a more specific effect, namely the space created by,
and the example of, earlier work in the same genre. A number of
writers who acknowledge the presence and contribution of this earlier
work offer different explanations of the mechanisms by which it is
incorporated and by which it constrains subsequent cultural
production.

For any established form of cultural product, this previous work
in the same genre comprises what has been called a "cultural legacy".
This cultural legacy constrains all new cultural production, which has
to fit into the patterns that have been establ