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Abstract

This thesis engages with Luc Boltanski and the sociology of critique to provide an
account of the role of enterprise culture within the areas of Higher Education and the
Creative Arts. In this regard, it makes a case for the ongoing relevance of Luc
Boltanski’s work to sociological scholarship and therefore makes an original
contribution in this area. In drawing on the conceptual vocabulary developed through
On Justification, The New Spirit of Capitalism and On Critique, | explore the state of
Higher Education before considering the way discourses of managerialism and
entrepreneurialism are enacted through public policy and University mission statements.
In focusing attention on a specific area of Higher Education, | work through the
consequences of Boltanski and Eve Chiapello’s The New Spirit of Capitalism in so far
as it relates to the artistic critique. Here | explore the proliferation of an enterprise
culture within the Creative Arts and how this is transforming the kinds of critique that
exist within the art world, how these critiques are directed at art and art education, and
how artists are formulating critiques of capitalism which constitutes a bridge between

the social and artist critique.
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Chapter One: Introduction

Thesis Background, Overview and Objectives

1.0 Introduction

In this thesis | draw from the sociological work of Luc Boltanski to provide an account
of the strength and status of enterprise culture in Higher Education and the Creative
Arts. In working with the conceptual vocabulary of Boltanski’s sociology, formulated
alone and in collaboration with others (Boltanski 2011, Boltanski and Chiapello 2007,
Boltanski and Thévenot 1983, 1990, 2006), | aim to articulate the contribution that
Boltanski’s sociology makes to these areas. In Part One | therefore focus on the
formation of Boltanski’s sociology in dialogue with critical sociology. In Part Two, |
work through Higher Education policy, university mission statements and academic and
non-academic literature concerning the direction of university level education. These
are focused on discourses concerning what a student is (and particularly what makes a
great student in accordance with different orders of worth), what universities are for,
and what role/s specific actors within universities ought to play to fulfil the objectives
laid out in policy and through university publications. | argue that these make up a
series of prescriptive literatures (Boltanski and Chiapello 2007: 54), concerned with
identifying the correct course of action and providing examples of good practice and
appropriate conduct within the Higher Education sector. These also function as

literatures that justify strategic decision-making at an institutional level.

In Part Three, | focus greater attention on the Creative Arts, exploring the formation of
the artistic entrepreneur (Bridgstock 2011, 2012; Flew 2004, 2012) as one consequence
of the artistic critique’s integration into the spirit of capitalism. In addition to
considering the formation of new kinds of justification for the Creative Arts within
creative industries discourse during the 1990s, | consider the way Creative Arts
education has adapted (at least in their public promotional literature) to this language,
and have aimed to facilitate the inclusion of entrepreneurship and enterprise into
Creative Arts programmes. Within this | will discuss the formation of new alliances

between the artistic and social critique in contemporary activist groups in the Creative



Arts, as a means of building on The New Spirit of Capitalism thesis in productive ways

which aim to ‘politicise employability’ (Precarious Workers Brigade 2017).
1.1 Original contribution

My thesis seeks to build on existing theoretical literature on the sociology of Luc
Boltanski in order to demonstrate how this work may continue to contribute to the areas
of Higher Education and the Creative Arts. In this way, | make an original contribution
to sociological work on the formation of capitalism’s ‘third spirit” and how this is
enacted in various facets of contemporary capitalist formations. My thesis speaks to the
interests of several constituencies, including the sociology of education, the Creative
Arts, those working on the role of entrepreneurship and enterprise within higher
education, and social theory.

1.2 Background: On the Process of Writing this Thesis

Within the original proposal for this thesis, | stated that my aim was to explore how the
Creative Arts in English Higher Education engages with discourses of entrepreneurship.
This was undertaken in light of the changes to Higher Education policy following the
Browne Review (2010) and the growing ambition within public policy to map and
evaluate particular courses at particular Higher Education Institutions through graduate
earnings (Hillman 2013; McGettigan 2015; Young 2014). Although this broad objective
still guides the following thesis, some of the themes, directions and methods have
altered considerably since submitting my initial proposal. The first section of this
introductory chapter therefore provides a broad outline of this process. A more in-depth
discussion of the areas | cover within this chapter will appear throughout the thesis, and

I will indicate where.

The following thesis was undertaken with the aim of building on my MA dissertation
(entitled ‘Creative Capitalism and the Challenge to Resist Precarious Labour in the Art
World”), which was written in the School of Sociology & Social Policy at the
University of Leeds as part of my 1+3 MA/PhD programme. This explored how artists
discuss their working patterns, as well as how they negotiate, understand and/or resist
situations of relative precariousness (Precarious Workers Brigade 2012, Raunig, Ray

and Wuggenig 2011, Standing 2011). The theoretical framework drew in part from
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post-Marxist and Foucauldian traditions in social theory, in addition to scholarship on
post-Fordism, neoliberalism and the emergence of ‘indebted man’ (Rose 1989; Gorz
1999; Lazzarato 1996, 2011). Together these provided a framework for further
identifying the interdependence of the economic and cultural processes that had
facilitated changes to the structure of capitalism in the 20" century, especially
concerning how organizational formations produce subjects who come to see
themselves within, and identify with, such formations. However, much of the analysis
was primarily guided by Luc Boltanski and Eve Chiapello’s (2007) The New Spirit of
Capitalism. As what | saw to be a key text in social theory, The New Spirit of
Capitalism provided a way of understanding the development of capitalism’s ‘third
spirit’, defined by “the mediating activity of the network™ (Boltanski and Chiapello
2007: 107); activity, flexibility, and “the development of oneself and one’s
employability” (2007: 111).

Alluding to Max Weber’s (1978) The Protestant Ethic and the Spirit of Capitalism, the
idea of the ‘third spirit’ of capitalism describes the emergence of a novel justification
for engaging in capitalist activity in response to anti-capitalist critique in the middle of
the twentieth century formed on the basis of demands for autonomy and individual
freedom from bureaucratic, rationalised control. Consistent with Weber’s analysis
which linked the subjective sources of inspiration for capitalist activity among 17"
century Protestant sects to the emergence of entrepreneurial capitalist economic activity
(“first spirit’), Boltanski and Chiapello identify a transition from capitalism’s ‘second
spirit” formed on the basis of life-long employment and security through loyalty to an
organisation — what Boltanski and Chiapello identify as the outcome of the social
critique of capitalism), to the ‘third spirit” based on the atomisation and flexibilisation
of work in the later decades of the twentieth century. Furthermore, Boltanski and
Chiapello (2007) developed this analysis in a way which also spoke to the historical
trajectory of art, specifically via the formation of an artist or artistic critique (Chiapello
and Fairclough 2002) at the turn of the 20" century and its subsequent neutralisation

and absorption into capitalism.

Bypassing the broader set of concepts that make up the pragmatic sociology of critique

(but which are developed to a greater extent in this thesis [Chapter Two]) my aim was
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to put Boltanski and Chiapello’s (2007) account of the relation between capitalism and
the artist critique to the test. To do this, | focused on Boltanski and Chiapello’s (2007)
claims concerning the fate of critique in general, in addition to their identification of a
failure within the artist critique to present a convincing resistance to what they refer to
as ‘connexionist’ or ‘network’ capitalism. Having been co-opted by capitalism,
Boltanski and Chiapello (2007: 470-90) argue that the artist critique today is caught
between a reactionary nostalgia for the past and a nihilistic (and therefore impotent)
denunciation of bourgeois morality and its repression of ‘free-thinking’. It has therefore
not properly taken account of how capitalism has since internalised this critique into its
own rationality (through consumer culture [Baudrillard 2017, Bauman 1989, 2017,
Burton 2012]; the incorporation of the politics of identity [Dean 2016]; the promotion of
self-employment as a source of freedom over the expectation of secure employment in
an organisation [Gorz 2011], and so on). As such, Boltanski and Chiapello (2007: 487)
conclude that those with an interest in the artist critique today would have to rethink the
issue of liberation in order to renew a properly anti-capitalist critique that would address

the new sources of exploitation arising from its ‘third spirit’.

Although The New Spirit of Capitalism thesis had convincingly outlined the limitations
of a critique of capitalism pursued along the lines of autonomy and freedom, I
nevertheless felt that in doing so Boltanski and Chiapello (2007) had inadequately
addressed the form, direction and content of critique pursued within and among workers
in the contemporary art world. How critique emerges as a concrete undertaking by
artists in situations of relative precarity (Forkert 2013, McRobbie and Forkert 2009;
Precarious Workers Brigade 2013; 2017) does not appear as an object of considerable
concern in The New Spirit of Capitalism, and as such, their presentation of art had
perhaps limited their ability to say something significant about the relationship between

art and capitalism in contemporary social formations.

In this regard, I aimed to build on Maurizio Lazzarato’s (2011) critical observation that
the artist critique as formulated by Boltanski and Chiapello (2007), although potentially
relevant to describing the idealistic aspirations of the so-called creative classes in the
tech and advertising industries (cf. Andrew Ross’s No-collar: The Hidden Cost Of The
Humane Workplace [2004] and Nice Work if You Can Get It [2009]; Richard Florida’s



12

[2000] The Rise of the Creative Class), has little to do with the way artists live and work.
Rather, according to Lazzarato (2011, 2012) a competitive entrepreneurial ethic has
been imposed upon workers within the creative industries, in addition to wide swathes
of groups experiencing greater levels of insecurity through the growing prevalence of
temporary, part-time work (Standing 2011, Gray 2004). Against the grain of Boltanski
and Chiapello’s thesis, Lazzarato (2011: 43) highlights the slogan of the Coordination
des Intermittents et Précaires in France: “No culture without social rights”. This
statement, which Lazzarato (2011: 43) translates as “no freedom, autonomy,
authenticity (culture) without solidarity, equality, security (social rights)”, presented a
strong challenge to the distinction between the two “comparatively incompatible”
(Boltanski and Chiapello 2007: xiii) styles of critique outlined in The New Spirit of
Capitalism, and as such undermined, or at the very least troubled, their account of the
fate of critique as a collective activity in the art world and beyond today.

In considering how artists aim to forge a compromise between these two critiques, |
explored this issue empirically through undertaking interviews with artists across the
UK, including representatives of Artists Union England.! Through these | attempted to
assemble evidence that would build on Boltanski and Chiapello’s (2008) argument
concerning the fate of the artist critique within the art world, whilst considering
Lazzarato’s trenchant critique of Boltanski and Chiapello’s thesis. Through semi-
structured interviews, | found that there exists a tense relationship between different
ideas of artistic work, what challenges exist within the sphere, and how artists aim to
confront them at the micro and macro level. My participants outlined how they
attempted to forge a compromise in their working practices between conflicting notions
of good work. For example, my participants discussed the attempt to keep to a more
traditional work routine — as it gave their work the character of a ‘real’ job as well as a
more stable boundary between work and non-work time which was helpful when
providing invoices and setting payment rates — and the difficulty of doing so. At the

same time, they also welcomed the more flexible approach to working, where time in

1 As representatives within the creative industries, | also asked Carrot Workers
Collective and the Precarious Workers Brigade to participate, but was consistently
informed that they did not speak as individual representatives; only as anonymous
collectives through public communiqués and publications. As such interviews would
not be possible nor fruitful from their perspective.
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the studio overlapped with time spent hanging out with friends or reading in a coffee
shop, attending exhibitions, and where the boundary between work and non-work
became increasingly blurred. In this sense their working lives were considered liberating,
and the idea of doing a ‘normal’ job was profoundly distasteful. In addition to this, there
was also an identification of the high levels of stress and anxiety that come with
working in the art world, due in part to financial insecurity and the intensity of
competition (cf. Forkert 2013), as well as a kind of existential insecurity about one’s
professional identity, even among those who would otherwise be characterised as
broadly successful as they had been the recipients of prizes, artist residencies and
scholarships.

These statements were indicative of what Alison Bain and Heather McLean (2012: 97)
have called artist’s “schizophrenic consciousness” and express the tension-laden
dynamics of working within the Creative Arts. These not only revealed the
circumstances my participants found themselves in within the Creative Arts, but also
embodied and further illuminated a series of core sociological tensions, foremost among
these being the dynamics of ‘structure’ and ‘agency’ (Giddens 1979), that is to say the
capacity to be able to have some degree of control over one’s circumstances whilst
nevertheless being thoroughly aware of the situatedness of one’s actions. Indeed, as we
discussed in interviews and focus groups, this indicated that merely enhancing one’s
own knowledge of circumstances does not inevitably lead to a transformation in the
conditions which define a collective experience, nor an immediate translation into the

practical process of changing these circumstances.

This was certainly evident when considering how the aforementioned issues might be
addressed or resolved. Our discussions involved the need for informal support
mechanisms in which artists could share experiences, discuss how to negotiate payment
rates, and identify galleries and individuals with good or bad working practices. This
was something their education in art had not prepared them for, and instead arose from
an informal process of ‘leaning by doing’ (cf. Bauer et al 2011; Chapter Seven),
leading to one younger participant to describe the process of leaving college and
entering the art world as a considerable shock. Feelings about their futures, and the

possibility of achieving these aims, vacillated between fatalism in the face of capitalism
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and an optimism that more formal collective protections will someday emerge from the
growth of co-operative movements. Among those involved with activism, one particular
issue was how to unionise collectives who often see themselves, and are treated within
the job market, in individualistic terms. Across these discussions the building of a
compromise between the language of the social critique and that of the artistic critique
was considered a practical task and not only a linguistic one (i.e involving the
construction of a theoretical vocabulary to not only denounce but overcome injustice),
even if it did pose considerable challenges when faced with the strength of
individualism and competition as dominant values within the art world (Forkert 2013).

The research | undertook at MA level left open a number of interesting avenues to
explore further in a PhD thesis, and my thinking on this issue became increasingly
oriented around a question that had been asked by Angela McRobbie (2015b)
concerning the possibly ‘emancipatory’ role that enterprise and entrepreneurship may
play in the arts, in particular as it aimed to neutralise or overcome some of the more
individualistic and romantic notions of art through by demystifying the idea of art as
some kind of asocial, luxury activity. By emancipatory here, | mean some horizon of
possibility beyond one’s immediate circumstances which promise a higher level of
agency in the ability to wrest control of one’s circumstances. As Zygmunt Bauman
(2000: 86) aptly puts the problem: “To understand one's fate means to be aware of its
difference from one's destiny. And to understand one's fate is to know the complex
network of causes that brought that fate. To work in the world (as distinct from ‘worked

out and about' by it) one needs to know how the world works".

Nevertheless, entrepreneurship has often been understood as involving the toxic
expansion of a neoliberal rationality into a greater number of areas of everyday life,
reducing human behaviour to pure economic judgement (Forkert 2013). In this sense it
constitutes an effect of Weber’s claims concerning the emergence and spread of
zweckrationalitat (instrumental-rationality) as the organising principle of modernity,
involving the reduction of human values to cold calculation. Similar also to Jirgen
Habermas’s (1989) thesis on the encroachment of the system onto the life-world,
entrepreneurship might well be considered as one such aspect of the process, being a

vehicle through which mechanisms conducive to the system may proliferate and stamp
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out creativity. This constitutes the broad focus of writers who appear across Semiotext(e)
and related publications, including Gerald Raunig (2013), ‘Bifo’ Berardi (2009) and
Paulo Virno (2003). For them, artistic labour and entrepreneurship are considered as
oppositional and truly incompatible activities (Cunningham, 2015).

As will be shown throughout this thesis, entrepreneurship is a term which has become
increasingly attached to creative labour (Anderson et al 2011; Leadbeater 2001;
Leadbeater and Oakley 1999; McRobbie 2015a), and the consequences have been an
attempt to further separate creative workers through an individualising ethos of self-
improvement and skills development. However, introducing a greater degree of
uncertainty into the expansion of entrepreneurship, McRobbie (2015b: no pagination)
asks whether this will lead to a

disavowal of social and collective engagements of the type that have
historically been associated with organised labour—and more widely, with
social democracy—in favour of sheer self-interest. Or might new forms of
organisation emerge which support the idea of welfare and social protection
inside precarious creative work? Or might it be the case that creative labour
can be put to social use—for example in pioneering radical social
enterprises rather than simply going along with the idea of the ‘social
business model’?

In this reading, artists are considered capable of negotiating their positions within the art
world with a more critical eye; not merely reacting to changes but taking an active part
in the construction of building their creative careers, and in ways which contest the
dominant vocabulary and practices of neoliberalism. In this regard, those in the Creative
Arts were considered capable of resisting and undermining, and not only adjusting to,
changing expectations concerning what an artist should and could be. These are not
only scholarly issues, however, but also informed the kinds of questions being asked by
artists and creative workers themselves (Precarious Workers Brigade 2012; Artist
Network; Beech 2015), in addition to those concerned with the central contemporary
problems of Creative Arts and Creative Arts education (Giuffre 1999; Lippard 1996
[1981]; Pollock 1996 [1985/86]; Thompson 2005; UNESCO 2006; Tickner 2008;
McRobbie and Forkert 2009). Although the perspective | present is perhaps not as
optimistic as the one McRobbie (2015b) proposes — due in part to some limitations in

research methods which | outline below — she nevertheless opens up questions about
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how enterprise and entrepreneurship are engaged with in a more indeterminate way,
even in situations where the influence of neoliberal styles of thought are arguably much

more pronounced, and more deeply institutionalised.

| found that universities provided an important way of exploring the tension between the
autonomy and freedom associated with creative work and the growing hegemony of an
enterprise culture.? Education has undergone a radical transformation in the last several
decades (Silver 1998, McGettigan 2013, 2015, Brown and Carasso 2014), with graduate
employability, enterprise and entrepreneurship, alongside processes of financialisation,
coming to possess a considerably high status within discussions on the meaning of
universities (Glover, Law and Youngman 2002; Hillman 2013; McGettigan 2013). In
public justifications of universities, Higher Education is understood in broadly
economic terms, with public policy devoted to a vision of education as human capital
investment (McGettigan 2015). The grounds on which justifications of universities are
formed therefore prioritise their economic role, principally understood as the only way
of ensuring human flourishing (Biesta 2009, Blundell et al 1999, Collini 2012, 2017
Evans 2003, Holmwood 2017, McGettigan 2015, Peters 2001, Williams 1997). This is
expressed through higher graduate earnings, the achievement of a top 100, or better yet
top 10, position in University league tables, positive data on self-employment, and
evidence of a contribution to economic growth and civic engagement. From the critical
literature, University facilities, schools and departments are adopting to new regimes,

and forging justifications which align with the discourse of the day (Collini 2017).

Still, it is worth noting the persistence of definitions and defences of university
education within the public sphere which are not necessarily reducible to processes of
financialisation and marketisation. My intention here is not to argue that marketisation
has become so overwhelming that alternative visions of universities have disappeared

entirely. As will be discussed further in Part Two, notably Chapter Five, universities

2 By hegemony | have in mind Stuart Hall’s (1988: 7) description of hegemony as “the
struggle to contest and dis-organize an existing political formation; the taking of the
‘leading position’ (on however minority a basis) over a number of different spheres at
once — economy, civil society, intellectual and moral life, culture; the conduct of a wide
and differentiated type of struggle; the winning of a strategic measure of popular
consent; and, thus, the securing of a social authority sufficiently deep to confirm society
into a new historic project”.
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undoubtedly still perceive themselves as being areas of disinterested scientific inquiry,
and as having a strong historic role in the formation of civic and critically minded
alumni. Still, as will be shown, the insistence on framing universities through the
language of the market has made it harder for such definitions to gain a more prominent
role in articulating what universities are for (Collini 2013). Indeed, the dominant
presence of marketised language presented an opportunity to consider how such
processes are unfolding in the area of the Creative Arts; and how Creative Arts
programmes are forming justifications within a more heavily financialised and
managerial culture (Howkins 2001; Universities UK 2010; Bridgstock 2013).

In the aftermath of my dissertation | returned to some key aspects of Boltanski and
Chiapello’s (2008) thesis. In subsequent readings, | felt that | had not adequately
addressed the formation of the sociology of critique, and the important insight into
questions of moral economies, justificatory regimes and rational motivations for
engaging with capitalism (cf. Hirschman 1977; Walzer 1987; Weber 1978). Nor had |
considered more fully what these might contribute to my research. At this time, William
Davies had also published The Limits of Neoliberalism (2014), which had drawn on
some aspects of Boltanski and Chiapello (2007), in addition to the related ‘convention
theorists® (particularly Michel Callon’s [1998] edited collection, Laws of the Markets),
in a way that proved fruitful for describing the emergence of a particular kind of
justificatory regime within what Phillip Mirowski (2014) has elsewhere called “the
Neoliberal Thought Collective”. Here Davies (2014) argues for an interpretation of
neoliberalism which foregrounds its role in the shaping of self-understanding, and the
creation of a language through which reality can be judged, criticised and tested in
accordance with a vision of a common humanity (Davies’ also questions the extent to
which this can be pursued through purely non-violent, discursive means, something this
thesis is not able to address). In this sense, it takes into account how objects are judged,
and how principles of equivalence between things are formed, maintained or indeed
criticised. Likewise, Martijn Konings (2015) would also focus on the way capitalism
integrates emotions, morality, faith and power into its logic, therefore giving people a

motivation for engaging with capitalism beyond pure survival.®

3 A greater focus on these issues appears throughout Chapter Two and Chapter Three.
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In undertaking this thesis after encountering The New Spirit of Capitalism with this
body of literature in mind my aim was two-fold. First of all I would provide an analysis
of publicly available literature on universities. Drawing on Luc Boltanski’s (Boltanski
and Thévenot 2006; Boltanski 2011) approach to the sociology of critique, | would
consider how these make appeals to the common good, or offer some kind of normative
direction for universities. In forming a vocabulary through which universities as a whole
define themselves, | would then pursue interviews with those who worked in Creative
Arts education, including those who worked alongside Creative Arts disciplines to enact
employability and enterprise initiatives. This included people in careers services and
enterprise centres, in addition to the leaders of Creative Arts programmes with an
emphasis on some kind of civic engagement. Participants were to be recruited through
emails, and | received ethical approval for this in 2015. The aim was to explore how
figures in this area engage with and understand entrepreneurship and enterprise culture
in the process of forming programmes and interventions developed to increase the

employability of Creative Arts students.

The actual process of recruitment itself proved to be more challenging than | had
initially anticipated. In writing my dissertation, | had found recruitment to be a broadly
smooth process and through a snowball technique followed the threads that my
participants left for me; emailing contacts that had been suggested to me during
interviews, or were recommended in subsequent correspondence. | also had the benefit
of knowing people within the art scene in and around Leeds, and was therefore able to
draw on these networks to expand the pool of potential participants. However, by the
middle of the second year of my PhD | had conducted only three interviews with people
relevant to the research. Several potential participants withdrew from the research
before interviews were able to be arranged, and response rates from the emails I sent out
were overall lower than anticipated. The reasons for this are, | would speculate, a
combination of poor organisational skills and bad luck. Nevertheless, the result was that
| ended up having to abandon this as a research method. Although | have attempted to
allude to some elements of the interviews | managed to undertake in this thesis, the low
number of participants required the use of other kinds of data, and a change in the

research focus.
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In this regard, my supervisors and | made the decision to pursue a kind of discourse /
documentary analysis of the literature assembled, that is, policy documents and
promotional literature within Higher Education including mission statements. This
meant that the empirical component, which had planned to consider the pragmatic and
critical process of integrating employability agendas into Creative Arts disciplines,
would become a considerably less central part of the thesis than | had originally hoped.
It also limited the extent to which I could pursue Boltanski’s style of sociology further,
and in ways that could emphasise the critical competences of actors (Boltanski and
Thévenot 1999). The resulting thesis is the consequence of a process of pragmatically
adjusting to new expectations concerning what the thesis would be capable of. However,
it nevertheless leaves open the possibility of future research. What follows therefore is
an engagement with mission statements, promotional literature and policy statements,
concerning Higher Education in general (Part Two) and the Creative Arts in particular
(Part Three), read and interpreted through the conceptual vocabulary outlined in
Boltanski and Laurent Thévenot’s work on socio-professional categories and critical
competences (Boltanski and Thévenot 1983), the work on orders of worth in On
Justification (Boltanski and Thévenot 1999, 2006), the thesis on the relation between
capitalism and its critiques outlined in The New Spirit of Capitalism (Boltanski and
Chiapello 2007); and the formulation of different registers of critique in On Critique
(Boltanski 2011), in addition to related literature on the formation of capitalism in the
latter half of the twentieth century from other prominent figures in sociology and social

theory.
1.3 Why Luc Boltanski?

Luc Boltanski appears to be a somewhat neglected figure within sociology in Britain.
Anthony Giddens’ (2017) Sociology textbooks make no reference to Boltanski’s work,
nor does Giddens’s and Phillip Sutton’s (2017) Essential Concepts in Sociology.
Likewise, John Holmwood and John Scott’s (2014) The Palgrave Handbook of
Sociology in Britain features only one brief mention of the pragmatic sociology of
critiqgue. Although these literatures may appear irrelevant from a certain perspective —
being the focus more of A-Level and undergraduate study rather than key reference

points in contemporary scholarship — they nevertheless function as important surveys of
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the field of the discipline and form important components in the formation of University
modules which train students in sociology, social theory and social research. Therefore,
the omission seems pertinent in terms of how the sociological field is understood, and
its important contributors assembled and institutionalised.

On a more autobiographical note, I was struck by how little of an impact Boltanski’s
work had made in my own School, or other Schools of Sociology in Britain, as well as
across the British Sociological Association (BSA) and their annual conferences. When
exploring the contribution of French sociologists, our reading lists were dominated by
the figures of Michel Foucault, Pierre Bourdieu and Jean Baudrillard, and it was only
half-way into my MA studies that | came across The New Spirit of Capitalism when
browsing a University bookshop. | do not wish to speculate too much on the reasons for
this omission, or to provide a detailed account of the history of canonisation in British
sociology. As William Outhwaite (2009) notes, the formation of the canon within
British sociology and social theory has prioritised the works of Pierre Bourdieu,
Anthony Giddens and Ulrich Beck, and both research and teaching activities in the

discipline have been heavily informed by this strand of social theorising.

Peter Wagner (2012: 57) offers up a compelling case as to why the sociology of critique
has been side-lined within mainstream British sociology, arguing that the sociology of
critiqgue has often had a tendency to be presented — and also to present itself — as “an
alternative to critical sociology”. In this regard, the sociology of critique and critical
sociology are considered as pursuing fundamentally divergent routes in sociology (cf.
Latour 2005: 141-158) without the possibility of cross-over. The result has been,
according to Wagner (2012: 57), the severing of “the ties between what one might
rightly call two of the most important groups of social theorists and sociologists in

France”.*

There is nevertheless a large body of scholarship that exists on Boltanski’s work, and
which situates his sociology within broader discussions of modernity and capitalism.
Peter Wagner (1999, 2012, 2014), Francois Dosse (1999), and Simon Susen and Bryan

4 Boltanski is of course not unique in this regard, and there are large areas within
sociology’s history that do not appear in mainstream sociology curricula. Similar, and
no less convincing claims, have been made about the work, for example, of Norbert
Elias (Kilminster 2007), W.E.B Du Bois, and Gabriel Tarde (Law and Lybeck 2015)
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S. Turner’s (2014) edited collection, The Spirit of Luc Boltanski, have provided
excellent surveys of Boltanski’s work. The Spirit of Luc Boltanski in particular
constitutes a rich source of theoretical engagements with Boltanski’s oeuvre, situating
the formation of the pragmatic socio